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Arnold Schoenberg's atonal monodrama, Erwartune. Op. 

17 (1909). has been viewed as an unanalyzable athematic 

aberration, without any discernible form. Recognizing 

Erwartune's forward-looking aspect, this dissertation also 

explores the melodrama and the Lied, a connection with the 

past which forges a new understanding of its form and 

structure. 

Chapters One through Three present background informa-

tion, including discussion of: fin-de-si^cle Vienna, the 

cultural milieu in which Erwartune was conceived; the 

genesis of Pappenheim's libretto and Schoenberg's musical 

setting; extant text and music manuscripts; performance 

history; and the dramatic plot. 

The focus changes in Chapters Four and Five to a 

consideration of the relationship between Erwartune and the 

melodrama and Lied genres. Surprisingly little research 

has been done on the history of the melodrama as well as on 



the connection between the genre and Erwartung. subtitled a 

monodrama (melodrama for one character). Analyses of 

representative melodramas from ca. 1800 to 1920 are 

presented in Chapter Four, while the discussion in Chapter 

Five is confined to selected Lieder settings of various 

earlier "Erwartung" texts, including Schiller/Zumsteeg, 

Schiller/Schubert, Eichendorff/Wolf, and Mackay/Schoenberg. 

But the main focus of the dissertation is found in the 

analytical Chapter Six. Germane to an understanding of 

Erwartung is the concept of idea and Grundgestalt. as 

expressed by Rufer, Schoenberg's one-time teaching 

assistant. This study attempts to integrate Schoenberg's 

use of motives from his early song Am Wegrand. which is 

quoted in Scene IV, their location in the opening measures 

as Grundgestalt. developed in variation process, and their 

potential played out on the dramatic level, and all 

reconciled in a hierarchy of organization expressing the 

overall idea of Erwartung—Expectation. 

The final chapter briefly discusses Alban Berg's 

fragmentary analysis of Erwartung. and provides two 

interpretations of Erwartung as a unique synthesis of 

opera, melodrama and Lied: melodramatic song cycle, and 

"umbrella" type melodrama. 
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CHAPTER I 

INTRODUCTION: RESEARCH SUMMARY AND METHODOLOGY 

Schoenberg's second style period, the so-called "free 

atonal" period, from 1906 to about 1920, has yet to receive 

the attention and study it warrants. While Schoenberg's 

twelve-tone period continues to be examined and discussed 

in a spate of dissertations and studies, his atonal period 

is represented by far fewer attempts (with such notable 

exceptions as the pedagogical texts of Allen Forte and 

George Perle, the music/text studies of Alan Lessem and 

Jack Crawford, and monographs on such works as Drel 

Klavlersttlcke Op. 11 by Reinhold Brinkmann, Die 

Jakobsleiter by Jean Christensen and HerzeewSchse by Bonny 

Hough. 1) Indeed, there appears to be an avoidance of this 

complex and often confusing time period between 

Schoenberg's highly chromatic, post-Wagnerian or late 

Romantic, programmatic works (i.e. Verklttrte Naoht. 1899, 

Pelleae und Melisande, 1902, and Part 1 of Gurrelieder. c. 

1900-1903) and his often abstract, apparently non-

programmatic twelve-tone works based on classical forms 

(the piano sets, Op. 25, 33a and 33b, the Suite. Op. 29. 

the Piano Concerto, Op. k2, the third String Quartet, Op. 

30, and the String Trio, Op. 45). However, Walter B. 



Bailey's study. Proerammati ̂  Elements In the Works of 

Schoenberg,2 shows that his later "abstract" 

works have hidden or detached programs, and demonstrates 

Schoenberg's preoccupation with programmatic elements 

throughout his career. 

In an attempt to explore the programmatic continuity 

in Schoenberg's works scholars have beeun to relate 

personal events, codes, and numerology to his compositions, 

aspects found perhaps to an even greater degree in the 

works of his student Berg. The dualistic aspect of many of 

Schoenberg's works. Janus-like with one face visible to the 

"common" man and another visage for those with special 

knowledge, has contributed to the formidable task of the 

analyst. Schoenberg himself said: 

For music is wonderful in that one can say everything 
so that the initiated understand, and all the same one 
has one s secrets, those which one does not confess to 
oneself or» divulge*3 

rfhJ" b e h o n e s t a n d B & y something about my works 
in w i J U n * l y ' e l n c e 1 actually write them 

C ° n C e m y s e l f thoroughly behind them, so 
that I will not be seen), it could only be this: it 
is not meant symbolically, but only envisioned and 
felt it meant something to my emotions as I wrote 
it down. if the component parts, when they are put 
together, result in a similar image, that is all right 
with me. if not. that suits me even better. Because 
I don t want to be understood. it would be terrible 
to me if I were transparent to people. Therefore I 
prefer to say technical, aesthetic, or philosophical 
things about my works,4 

*: : * ±f. ±!f ± S a r t ' lt: l s n o t f o r all, and if it is for 
all, it is not art.® 



Janus-like too, his works build on a strong Austro-

German musical tradition, yet boldly face the future. 

My originality springs from the fact that I have 
promptly imitated whatever good I found. Even when I 
did not find it first in others. 

And I can declare: often enough have I found it 
first in myself. For I have not stood still at what I 
have learnt from others: I have striven for it in 
order to call it my own; I have digested and 
augmented it, and it has led me to new discoveries. 

X am convinced that the time will come when 
people will realize how intimately connected these 
discoveries are with the best that was handed down to 
us. I claim the distinction of having written truly 
new music which, based on tradition, as it is, is 
destined to become tradition.*' 

The intent of this thesis will be to explore a 

continuity frequently alluded to but rarely examined in 

depth in the literature, the influence of tradition, 

particularly with regard to vocal forms and idioms, in 

Erwartung. The study will focus on the melodrama, the Lied 

and the ballad, in an attempt to show similarities between 

these traditional genres and Schoenberg's monodrama, and to 

demonstrate their absorption into the unique synthesis 

which is Erwartune. Op. 17. 

Schoenberg's second style period contains such 

important works as (Figure 1): 

1906 Chamber Symphony No. 1, in E Major, 
Op. 9 

1907 Two Ballads for Voice and Piano, Op. 12 
1907 Friede auf Erden, for mixed choir a cap-

pella, Op. 13 
1907-1908 String Quartet No. 2, in F-sharp Minor, 



Op. 10 
1907-1908 Two Songs, Op. lit 
1908-1909 Fifteen Songs to Poems of Stefan George, 

Op. 15 
1908-1913 Die glllckliche Hand, drama with music. 

Op. 18 
3-909 Three Piano Pieces, Op. 11 
3-909 Five Orchestral Pieces, Op. 16 
3-909 Erwartung, monodrama. Op. 17 
3-911 Six Little Piano Pieces, Op. 19 
3-93.1 HerzgewMchse, song for soprano, celeste, 

harmonium and harp, Op. 20 
3-912 Pierrot lunaire. Op. 21 
1913-1916 Four Songs with Orchestra, Op. 22 
1917-1922 Die Jakobsleiter, oratorio (incomplete) 
1920-1923 Five Piano Pieces, Op. 23 
1920-1923 Serenade, Op. 2li 
3-921 Suite for piano, Op. 25 

Fig. 1. List of Schoenberg's Atonal Works 

For many years scholarly attention was focused on Pierrot 

lunaire. the most popular of Schoenberg's atonal works.r 

Because of Erwartung's confusing complexity it was largely 

ignored. In fact, Igor Stravinsky remarked, "I must hear a 

page of Erwartung over and over again before I can hear it 

all.,"=' Otto Klemperer reserved an especially high opinion 

Er*wftrtung in an interview with Peter Heyworth. In 

recalling his experience with Schoenberg's music in 1911-

1912: 

Heyworth: Did you feel close to his music? Did it 
seem to you of quite special importance? 

Klemperer: I waited. I waited and hoped that a piece 
would come to which I could say, 'Yes'. 

Heyworth: What pieces would you say ^Yes' to now? 

Klemperer: Perhaps the little piece of film music. 
Pierrot Lunaire is. after all these years, very 



strange. The music is extraordinary, but the text 
...Die elflekliche Hand I find an awful piece. To 
Erwartune I can say without any reserve: it's a 
tragic work of genius."1" 

Indicating the awe with which the work has been 

regarded, Charles Rosen said, "This apparently total 

freedom from the requirements of musical form has made 

Erwartune a well-attested miracle, inexplicable and 

incontrovertible." 1 0 

When this writer's study was begun in 1980, little 

significant research had been done on Erwartune. Most 

studies were descriptive, focusing on a single aspect of 

the work. Only recently has Erwartune become the subject 

of more intense and thorough analysis. 

Among the several early attempts to deal with 

Erwartune is Philip Friedheim's article in the Journal of 

the American Musicoloeical Society entitled "Rhythmic 

Structure in Schoenberg's Atonal Compositions." 1 1 

Friedheim explores a seldom discussed aspect of 

Schoenberg's works, rhythm, and attempts to find some means 

of organization in the rhythms of his atonal works. He 

points to a frequent change from 3/4 to U/li- meter, and 

mentions an alternation of rhythmically stable and unstable 

parts in the first three scenes of Erwartune. 

From the same year, 1966, Robert Charles Suderburg's 

dissertation, Tonal Cohesion in Schoenberg's Twelve-Tone 

Music.* = includes a Schenkerian-style analysis of Scene 



II. He describes the unity of Erwartung as stemming: from 

the note D, which serves as the center of a pantonal field. 

Suderburg relates all pitches to the tonal focus of D E Fft 

A, and identifies an important motive, D-F-C#. He also 

points to a conflict between B and D tonalities. 

H. H. Stuckenschmidt (1977) also identifies the D-F-C# 

motive, and isolates three further significant motives 

consisting of minor/major 2nds and minor/major 3rds. 1 3 

In 1967 Herbert Buchanan made an important 

contribution when he discussed the significance of 

Schoenberg's quotation from his earlier song "Am Wegrand" 

embedded in the fourth scene.1/* In his article, Buchanan 

isolates the elements of the song which are reworked in 

this brief section of Erwartung. 

Over a decade later, in 1979. Alan Philip Lessem shows 

that the principal motives of Erwartung are referable to 

the song, and carries the analysis further by attaching 

dramatic associations to the motives. He demonstrates how 

the motives are combined by Schoenberg to create new 

associations different from those connoted by each motive 

separately.165 

Although these analyses have built upon one another, 

increasing our understanding of Erwartung. they do not go 

far enough in explaining the central dramatic idea of the 

work. 

Among the studies devoted to Schoenberg's Erwartung. 



Jack Crawford's 1963 doctoral dissertation. The Relation of 

Text and Music in the Vocal Works of Schoenberg. 1908-1924. 

is one of the few that attempts to relate musical motives 

and other patterns such as ostinatos to the text. Three 

years before the publication of Buchanan's article, 

Crawford acknowledged that Adorno had already identified 

the "Am Wegrand" quotation in his 19^8 study, Philosophie 

der neuen M u s i k . C r a w f o r d mentions this fact, but deals 

primarily with orchestration, textual symbolism, and stage 

action.17. 

In 1972 Jan Maegaard completed a detailed study of 

Erwartune as a portion of his three-volume Studien zur 

Entwicklung des dodekaohonen Satzes bei Arnold SchSnberg. 119 

He views the overall form of Erwartung as dramatic-

literary, consisting of two parts, with the break at the 

grand pause in measure 158. He says the style is that of 

musical prose with declamatory motives—short, three-note 

groups. Motoric and static ostinatos mark the scene 

transitions. Occasional short sequences and musical 

remembrances are used. He describes Erwartung as a 

tapestry of sounds in an atonal context, emphasizing D, A 

and E*, with an orientation around D Minor, and D-F-C# 

forming the predominant melodic group. He describes layer 

harmonies built up by thirds, an avoidance of tonal triads 

and diminished triads, and a preference for chords with 

major sevenths, minor third/major sevenths, whole-tone 
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triads, and major seventh/minor sevenths. He finds 

significance in the favored transpositional levels of +1 

and -5. and notes an integration of vertical and horizontal 

dimensions. 

Maegaard includes copious charts of the locations and 

transpositions of three-note groups, good short definitions 

of the repetitive elements he finds, such as types of 

ostinatos, as well as several pases of charts of the 

locations of these elements. He also observes two 

contrasting melodic contours: a widely-spaced ascending 

curve with short closing descent, and a narrowly-spaced 

descending curve with brief closing ascent. Many of 

Maegaard's observations may be related to the musical 

Quote, as will be seen in Chapter Six, but he draws no 

significance from them and dismisses Buchanan's notion that 

the quote is a unifying force. All of his remarks are 

provided in the context of a general discussion of 

characteristics in Schoenberg's atonal works. While he 

provides copious analytical details, there is still a need 

for them to be interpreted and integrated into an overall 

view of the work. 

In 1974 Wolfgang-Andreas Sehultz presented a view of 

the overall form of the last scene or "movement" of 

Erwartunft1"* in Die freien Formen in der Musik des 

Expressionismus und Impressionismua. His four and one-half 

page discourse is used to augment his discussion of "free" 



forms in Expressionistic and Impressionistic works. He 

divides the scene into three parts: I. Statement, mm. 125-

192; II. a derived second part with two sections: a. 

"Fluctuation," mm. 193-325. and b. "Fulfillment," mm. 326-

352; III. Epilog, mm. 353-425. Schultz's designations are 

convincing because they are based on the text and make 

dramatic sense. Nevertheless, he makes no attempt to 

relate this "free" fourth scene to the other scenes, nor 

does he go beyond a brief investigation of the woman's 

emotional state to determine his scene sections. There is 

no discussion of other musical parameters, musical motives 

or themes, phrasing, rhythm, or orchestration.20 

A major study devoted entirely to Erwartung did not 

appear until 1979: JosA Maria Garcia-Laborda's Studlen zu 

SohHnberes Monodram. "Erwartung," Op. T h e first 

sections of the book deal in half-page to one-page 

summaries of some k7 different topics, while the analy-

tical portion of the study presents a myriad of intervallic 

cells and pitch-class constellations. His use of a post-

1950s analytical slice called Momentform is apparently 

meant to show the work's chaotic and random nature, but is 

an anachronistic approach which ignores Schoenberg's 

overriding concern for organic unity in his compositions. 

Thus, even in this seemingly exhaustive study of Erwartung. 

an in-depth analysis relating musical form and dramatic 

structure is lacking. Bits and pieces of information are 
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scattered throughout the 363 pages of the text, but it is 

left to the reader to interpret the significance of the 

information catalogued. 

The most recent and most detailed study, the 

dissertation by the Englishman, David Fanning, Schoenberg's 

Monodrama Erwartuna: Text. Structure and Musical 

Language.22 continues with the problem of the previous 

investigations, taking detailed elements, in this case 

phrase division and orchestration as text-painting, and 

probing them in great depth, without a comparable emphasis 

on the significance to an overall integrated view. Fanning 

divides the work into four broad sections looking vaguely 

like symphonic movements, further broken down into nine 

sub-sections, fifty still smaller sections, and finally 

into phrases of three to some seven measures. He, as most 

previous researchers, ignores the natural divisions of the 

work as Schoenberg labeled them in four scenes, and cuts 

through these natural divisions to create four non-

synchronous divisions. He does provide a very helpful 

chart which summarizes the large-scale forms found by seven 

scholars, but, strangely enough, all of these plans ignore 

Schoenberg's natural scene divisions. Fanning's large 

divisions correspond closest to those of Sieghart DBhring, 

although DfJhring's recitative-aria-recitative-aria is 

vocally oriented (opera), while Fanning takes an 

instrumental approach to the work. (This ignores 
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Schoenberg's own emphasis on the vocal part as seminal in 

his conception of Erwartune. discussed below.) In the 

smaller divisions Fanning's correspond rather closely to 

those of Maegaard, who also attempted to group the *126 

measures of the work into small phrases. 

Fanning exceeds all other studies in the numbers of 

charts and graphs, and his detailed study is obvious, not 

only in the arrangement for two pianos included as Part Two 

of the work, but in his many excellent insights. Many of 

these Insights come as addenda to his discussions and well 

deserve to be developed. It was gratifying to this author, 

when acquiring Fanning's dissertation in 1988 at the end of 

her own study, to see many of her own conclusions corro-

borated by Fanning. One could only wish that someone with 

the extensive knowledge of the work that Fanning has could 

have provided a third volume which more comprehensively 

drew the work back together from its parts. 

In order to discern the organizing principle or idea 

behind Erwartung. it is enlightening to note Schoenberg'e 

own thoughts on the subject. Schoenberg was concerned with 

the difference between style and idea. According to 

Schoenberg, style or manner was the outward representation 

of the inner idea--the essence of the art work—and 

referred to those procedures which could easily be isolated 

from an art work: model and sequence, developing 

variation, and asymmetry of phrase construction. The idea 
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of a piece, on the other hand, was peculiar to the 

particular work and generated its style. Explaining this 

critical distinction in Schoenberg's perception of a 

musical work of art Alan Lessem writes: 

Of consequence, then, are the tensions that are set up 
between creator, conception and material, and the 
unity binding these tensions together.23 

Schoenberg's own views concerning the relationship 

between expression and idea are especially enlightening. 

In his analysis of the Four Orchestral Songs, Op. 22, 

written six years after Erwartung. in 1915. Schoenberg 

speaks of his artistic development during the period that 

embraces these two works, i.e. 1908-1915. His analysis 

concerns not only the matter of style and idea, but, more 

importantly, the cohesion or unity in the vocal works, and 

the critical role that the text plays in the genesis of a 

works 

One of the most important aids to comprehension 
is clarity of design There are, of course, various 
means of different value with which to produce formal 
cohesion within a piece of music a piece of music 
does not create its formal appearance out of the logic 
of its £WH material, but, guided by the feeling for 
internal and external processes, and in brincin* these 
lo expression, it supports itself on their logic 
builds upon that...it is assisted by feelings, 
insights, occurrences, impressions and the like, 
mainly in the form of poetry—whether it be in the 
period of the first operas, of the lied, or of program 
music.... compositions for texts are inclined to allow 
foJmP°^m t C d e t e r m l n e ' a t l e a s t outwardly, their , 
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Commenting on Schoenberg's essay "Das Verhfiltnis zum 

Texte," Bonny Hough elaborates on Sehoenberg's views 

regarding text-music relationships and the deeper meaning 

of the poem: 

Schoenberg's point is that conclusions about inner 
meaning can be drawn from external form, even though 
external congruence of text and music (i.e. word 
painting) may be misleading. There is no contra-
diction between these statements, only a warning to 
the listener... to seek correspondence not merely with 
verbal details of the text, but to search beyond and 
to discover the relationship of the music to the inner 
meaning of the poem.2® 

Since the Renaissance, artists have been preoccupied 

with finding techniques for creating inner unity in their 

compositions. Both Dika Newlin and Alan Lessem have 

emphasized the role historical tradition has played in this 

search for unity in Schoenberg's works. Commenting on his 

indebtedness to the tradition of the late 18th and 19th 

centuries, Schoenberg wrote: "My teachers were primarily 

Bach and Mozart, and secondarily, Beethoven, Brahms, and 

W a g n e r . i n spite of his intense reworkings of the 

output of such composers as Bach, he often denied the 

influence of others and insisted on the originality of his 

own ideas, as he did in defending Erwartung in Style and 

Idea. In his discussion he listed his three attempts at 

opera: Erwartung. Die glUckllche Hand. and Von Heute auf 

Moreen. 

The first two: the monodrama, Erwartune. composed in 
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1909. the drama with music. Die glUckliche Hand. 
composed about 1913--both would nowadays be called 
"short operas," another proof that I was already 
plagiarizing; my imitators fifteen years before they 
appeared.... I make it my task to arrive at a vocal 
line that bears within it the text, the stage, the 
characters, the decor, the music, and everything else 
that is expressive, while still unfolding purely in 
accordance with musical laws and musical 
demands....Moreover, the whole form, and each of its 
details, must be an invention of the vocal part, or of 
the principal voice in the musical theatre. 

Today, thanks to Wagner, that is possible. We 
have learned how to assemble a vocal part from 
elements which are so flexible, and so amenable to 
transformation, that we can still always achieve a 
clear overall form--or, indeed, constant repetition of 
the same form, as for example, with a strophic layout, 
or parallel form of some other kind. What helps us 
here is the art of variation--the mentor of our 
thinking, and of the listener's too.27 

As we noted earlier, Schoenberg claims that Wagner is 

only a secondary influence, but it is clear from the 

preceding quote that his debt to Wagner's concept of music 

drama as a Gesamtkunstwerk had profound impact on his 

thinking, as it did on other artists of the period. And, 

as in Wagner, the overriding concern is that the musical 

form must be a logical and coherent unity. 

The analysis of opera frequently has been hampered by 

treating opera from a symphonic standpoint, citing 

techniques of composition which are over 150 years old. 

Such analysis accepts notions of assumed and traditional 

methodology without questioning premises. This approach is 

not only inappropriate for a contemporary work such as 

Erwartung. but it ignores the vocal orientation of opera, 
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in which the text must be a primary consideration. A 

symphonic or instrumental approach may be more appropriate 

to Schoenberg's Moses und Aron. since it uses a technique 

(12-tone serial composition) which is instrumental in 

nature. But this type of compositional system is not 

available for Erwartunc. 

Art does not always fit into neat patterns. This is 

particularly evident in situations where a composer and 

writer have collaborated on an art work. When the work is 

then acted out on stage a third element enters to 

complicate the analysis. For example, because of their 

complexity Wagner's operas are difficult to analyze. There 

are many segments where reconciling the different aspects 

into a coherent analysis is a formidable task. In looking 

at similar moments in Erwartung. Garcia-Laborda abdicates 

and calls these types of moments "Momentform". The term 

originates with Stockhausen and Xenakis who choose to 

destroy the notion of coherency and want to isolate events 

ifi time. Again, a label which stems from music composed 

after the period of Erwartung should not be applied 

retroactively, particularly when such goals are foreign to 

the purposes of Schoenberg. 

How then does one approach Erwartung? As a historian 

X am interested, as Carl Schorske would say, in both the 

diachronic and synchronic relationships of Erwartung. 

Schorske defines the goal of the historian: 
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...to locate and interpret the artifact temporally in 
a field where two lines intersect. One line is 
vertical, or diachronic, by which he [the historian] 
establishes the relation of a text or a system of 
thought to previous expressions in the same branch of 
cultural activity (painting, politics, etc.). The 
other is horizontal, or synchronic; by it he assesses 
the relation of the content of the intellectual object 
to what is appearing in other branches or aspects of a 
culture at the same time.52® 

In view of Schoenberg's respect for and acknowledged 

debt to historical tradition, this study will discuss and 

analyze some vocal traditions in the hopes of looking at 

Erwartung from a vocal orientation rather than a symphonic 

one. I will first explore the historical vocal traditions 

of the melodrama and monodrama, the Lied and the ballad. 

Perhaps taking their lead from later reviews of Erwartung 

which refer to it as an opera, and ignoring Schoenberg's 

designation monodrama for the work, other writers have 

failed to explore the connection between Erwartung and 

these earlier vocal traditions. It is the purpose of this 

dissertation to demonstrate that Erwartung represents a 

unique synthesis of the melodrama, the Lied, and the 

ballad. 

Because Erwartung's official designation is that of a 

monodrama, it is advisable to begin the study with an 

exploration of the history of the melodrama-monodrama 

tradition in the eighteenth and nineteenth centuries. 

There was also a resurgence in the composition of 
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melodramas In Vienna at the beginning of the twentieth 

century. This study will examine immediate contemporary 

examples of that repertoire in relation to the early 

development of the genre in France and Germany/Austria, 

focusing on those well-known examples from the 18th and 

19th centuries with which Schoenberg was probably familiar 

through his self-study and teaching. An examination of 

this repertoire will demonstrate the traditional 

melodramatic musical elements in Erwartune while 

demonstrating its unique solution. Clues to the style of 

vocal production in Erwartune may be found in these 

traditions, as well as in the vocal utterances of the 19th-

century lied. 

Schoenberg's early career was preoccupied with the 

Lied, from his first compositions (a large group of early 

songs prior to Op. 1) to Op. 22. In addition, in the 

Berlin years, immediately preceding the composition of 

Erwartune in Vienna, Schoenberg had been forced to earn a 

living composing, arranging, and performing in the 

Uberbrettl cabaret. The variety of entertainment offered 

there, from contemporary folk-like song to dramatic 

recitations, is most obviously in evidence in Pierrot 

lunalre. but was probably influential in the type of 

"speech song" used in Erwartune. Schoenberg's method of 

text setting also demonstrates a reinterpretation of the 

traditional relationship between melody and accompaniment. 
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Since apparently there are no set numbers in 

Erwartung. and the text appears to be through-composed for 

only one singer, & soprano, it seems closer in arrangement 

to the extended orchestral Lied of the late nineteenth 

century—most notably the works of Mahler. The action in 

Erwartung is minimal. The sets, while important enough for 

Schoenberg to have sketched his own ideas of each scene, 

are symbolic# and evocations of psychological states. In 

short, Erwartung ' s drama is a highly personal, intimate, 

inner psychological experience much more akin to the Lied 

than to opera. 

In fact, both in its form and in the range and force 

of its emotional content, Erwartung brings to mind the 

German ballad, a literary and musical genre that flourished 

in the last quarter of the 18th and the first half of the 

19th century. Schubert's ErlkBnig and Senta's ballad in 

Wagner's Per fliegende Holl&nder are notable examples of 

the genre. In these examples, as in Erwartung. the lengthy 

poems, replete with romantic adventures and supernatural 

incidents, alternate between narrative (recitative-like 

sections) and dialogue (lyric sections). 

The connection, however, between the conventions of 

the ballad and Erwartung is more than casual. Unmentioned 

anywhere in the literature is the fact that Schoenberg's 

Erwartung is strikingly similar in poetic structure and 

imagery to an earlier "Erwartung" setting by Schubert with 
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text by Schiller. It was this discovery that was the 

Initial Impetus for investigating this aspect of the work. 

Interestingly, the Schubert K>„ •• „ 
cnuDert settine ia much closer in mood 

ana dramatic structure to Schoenbere's monodrama. Op. l7. 

than is Schoenbere's own early lied of the same title, set 

to a Poem by Richard Dehmel. Irwartnn, op. 2. „o. i. 

A further Justification for explorlne the Lied 

tradition-the ultimate romantic expression-may be found 

In Schoenbere*s own metaphorical evocation of the Lied In 

Op. l7. T h e w o m a n . t o , U U 1 h e p e r M t 

says I will sine" In the first scene, and Schoenbere then 

Quotes his own early Lied. Am Wefirana (On the Edee of the 

Path), in the final scene. 

The sources used for this study w i n l n c l u a e both the 

autoeraph full score residine in the J. Plerpont Morean 

Library. New York city, and manuscript drafts at the Arnold 

Schoenbere Institute, University of Southern California, 

LOS Aneeles. Also considered in this study is an 

unpublished analysis of Srwartung by Schoenbere*s student. 

Alban Bere. This analysis, in the form of notes in Bere*s 

hand on his printed copy (Universal, of Erwart,,,,, was 

called to my attention by Anna Maria Horazzoni. and Is 

described by Rosemary Hilmar In the Bere cataloe. Item 329, 

p. 101. The Bere copy resides in the Bere Stlftune. 

Oesterreichische Natlonalblbliothek. located in the 

Albertina. Vienna. 
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By way of preparing the reader for the analysis, "the 

following historical chapter, Chapter Two, briefly reviews 

the cultural context in which Erwartung was conceived. 

Central to Chapter Three is a discussion of the genesis of 

the libretto. Of particular interest is the interaction 

between Schoenberg and Pappenheim in the evolution of the 

libretto. Chapter Four traces the melodrama tradition, 

while Chapter Five discusses earlier Lied and ballad 

settings with the title "Erwartung," and explores 

contributions from the Lied to Erwartung, Op. 17. Chapter 

Six presents an analysis of the musico-dramatic structure 

of Erwartung. Chapter Seven will provide a reassessment of 

Erwartung in several ways. The goal here is to develop a 

musical concept which will reconcile the theoretical 

constructs heretofore elaborated by various authors, and 

through a synthesis of details to perceive the 

organizational principle or idea and its significance to 

the overall dramatic structure. The concluding chapter 

will critique the success of Erwartung as a theatre piece, 

and present two ways of looking at Schoenberg's unique 

formal synthesis. 

Schoenberg stressed that his work was a continuation 

of a long-standing Austrian tradition. Therefore, this 

study will use a traditional explanation of harmony. 

Although set theory will not be used in a systematic way, I 

have found it convenient to use some of the labels. Modern 
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nomenclature employed In Bet theory, eueh as p.c. for pitch 

Class, the numerals 0 2 5 for an Interval set. or such terms 

as "rotation of pitches," w i n b e used for convenience 

where appropriate but will only be used in a traditional 

context. The concern of the analytical chapter Is to 

demonstrate how rhythm, orchestral timbre, and phrase 

structure reinforce pitch In articulating the form and 

expression of Schoenber*'s expresslonlstlc work I p m m , , , . 

I Will examine the manner l n which the music (voice and 

orchestra) and text work tonether In expressln* the deeper 

poetic meaning of the work In order that the coherence and 

"idea" of Erwartung be revealed. 

1. 
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CHAPTER II 

SCHOENBERG'S VIENNA 

Introduction 

The future is blooming all around ue; but we are still 
rooted in the past.* still 

Turn-of-the-century Vienna, though in the twilight of 

imperialism, has lone been recognized as the birthplace of 

much of modern art and philosophical thought.= it was a 

city in which a strong cross-fertilization spawned 

"revolutions" in psychology, art. theater, and music. 

These transformations all occurred in a relatively brief 

span of two decades, with the culmination around the years 

1908-1909. .Erwartung, composed in 1909 during Schoenberg's 

revolutionary atonal period, may be viewed as a work which 

accurately mirrors the concerns and experiments of its day. 

While it is true that a musical work must stand on its own 

merits, it is also true that the work of a composer as 

subjective as Schoenberg must be considered in light of the 

events and emotions which were a part of his life at the 

time of composition. Such a work may have several levels 

of significance and any overall view of the work should 

4 . n " t © v a r i o u s lsvsls• 

In order to come to terms with the difficulties and 

24 
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complexities of Erwartung. this chapter will explore two 

overriding concerns of artists active in fin-de-si£cle 

Vienna: Geaamtkunstwerk. and the reverence for tradition. 

Because Schoenberg believed in the inter-relatedness of the 

arts, as can best be seen in the sets he sketched for both 

Die glUckliche Hand and Erwartune.3 this study will examine 

some of the artistic traditions and new ideas and 

experiments which occurred, and which were part of the so-

called Zeitgeist or Kunstgeist out of which Erwartune was 

born. 

But all of this must be understood against the 

backdrop of historicism, an equally compelling force in 

late 19th-century Vienna. The Viennese citizen in the late 

19th century felt a sense of the interconnectedness of 

things. He believed that to properly understand something 

it had to be viewed in its historical context, in its 

relationship both to its environment and to "the lines of 

causation connecting it with its particular ancestry.""* 

Historicism was perhaps most obvious in the eclectic 

architecture of the Ringstrasse. 

Employing historical models, far from indicating the 
creative poverty of the nineteenth century, enabled it 
[Vienna] to use the language of the past to make a 
statement to and about the present.® 

Most revealing in this statement is the emphasis on the 

ability of historical models to predict future direction. 
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The purpose here is not to debate the validity of a 

historical relativity, not to validate or deny the concept 

of cultural influence. Rather, in the spirit of the old 

axiom that historical events do not happen in a vacuum, I 

wish to relate Schoenberg's thoughts in 1909 to those 

events in which he participated, the colleagues with whom 

he shared ideas, and the general cultural environment. 

For Schoenberg, artist and Jew, tradition had double 

importance. As a composer and pedagogue he revered the 

works of the great masters, and taught theory and 

composition in traditional fashion by studying the 

historical monuments of the recent past of Austria and 

Germany. Thus, rather than basing instruction on his own 

works or compositional method,* he turned to historical 

models in the belief that his own works and those of his 

students would insure Austria and Germany's future 

greatness.7. Recent research has shown that Schoenberg's 

works may be understood as an expression of a life-long 

quest in search of his place in the Judeo-Christian 

tradition. His works are increasingly considered to be 

personal statements of this quest. Several writers have 

stated that not only are the individual works unified by 

this concept, but that his entire life's output is unified 

by this quest.151 
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The City 

Fin de sjjfecle Vienna was a culture rich in paradox, 

seemingly fulfilling a Hegelian dialectic. It was steeped 

in Hapsburg tradition, yet hostess to a new rebellious 

creative outburst. 

Paradox also could be seen in the politics of the vast 

Hapsburg Empire. In 1848 the teenaged Franz Josef took the 

Imperial throne and began an outwardly stable 68-year 

reign. On Christmas Eve, 1857. he ordered the demolition 

of the old fortifications around the city of Vienna. With 

that act, the removal of the walls and their replacement by 

a broad avenue ringed with new cultural showplaces, Vienna, 

figuratively, literally, but as ever reluctantly, embraced 

the outside world and became a Weltstadt. By 1890 the new 

Ringstrasse had been graced by an opera house, a theater, a 

cathedral, a library, a town hall, a university, museums 

and galleries, and a storehouse for the imperial archives. 

The city was rebuilt as a Gesamtkunstwerk. with various 

artists contributing to the whole.'" 

This GrUnderzeit (time of the founders) was an age of 

financial speculation and expansion, an age in which the 

middle class merchants gained wealth if not actual power. 

In the year 1846 there had been fewer than 4000 Jews in 

Vienna. By 1910 there were already 175,000. 1 0 Jews 

dominated banking and finance as well as the legal, 

medical, and Journalistic professions, but because of 
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strong anti-Semitism there was only a semblance of power.^ 

They were kept in their place by such politicians as Karl 

Lueger, the popular mayor of Vienna. Theoretical power 

still rested in the hands of the aristocracy and their 

titular head-representative. Emperor Franz Josef. During 

his lone reign the population of Vienna increased from a 

half million in 1850 to two million by 1910. But the 

Imperial Jubilee celebration of 1898. celebrating the 50-

year reign of Franz Josef made even more obvious the 

contrast between the illusory stability of the "official" 

aristocratic ruling class and the growing unrest of the 

increasingly active and vocal middle class. 

Left still ignored were thousands of the lower class, 

largely Czechs. Magyars. Bohemians and Slovenes who poured 

across their borders and gathered in the metropolitan 

haven, creating a serious housing shortage in the early 

years of the 20th century. The condition of these people 

contrasted even more sharply with the rest of society as 

the technological explosion provided the middle classes 

with electric lights (on the Kohlmarkt in 1893), trams 

(189ft). the bridging of the Wien river and Danube Canal 

regulation (1898). and the building of a networking city 

railway. By 1910 there were three thousand cars in Vienna, 

and the telephone, typewriter and airplane made the world 

seem increasingly smaller.- Vienna became an important 

science center, particularly in the field of medicine, and 
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American as well as European doctors sought advanced 

training and experience in her hospitals (as did the young 

medical student Marie Pappenheim, soon-to-be librettist of 

Erwartune) . 

Viennese Society 

The Vienna of 1910 was part myth, part reality. 

Hermann Bahr reflected at the time that "the very name 

Vienna...appears inseparable from charm, merriment and 

nonentity. Vienna signifies the opposite of serious-

ness." 1 3 The critic Eduard Hanslick had earlier recalled: 

Musical life was dominated by Italian opera and the 
waltz...this sweetly intoxicating three-quarter time 
to which heads as well as feet were abandoned, 
combined with Italian opera and the cult of 
virtuosity, rendering listeners steadily less capable 
of intellectual effort.3"* 

Vienna's reputation as a city of light, of the waltz, 

of caf£ "mit Schlag" and the Sachertorte, was contradicted 

by its political and economic strife. It housed a class 

system with oppressed Slavic minorities and poor living 

conditions. It witnessed a tendency toward pessimism, 

sustained by its harsh and long winters and evidenced in 

the hedonistic pleasures of Carnival. There was a long 

list of famous suicides, perhaps encouraged by the 1889 

Liebestod of Crown Prince Rudolf and his lover Maria 

Vetsera at Mayerling. 

In a city often described as decaying, art and science 
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merged In the work of a young Jewish doctor, Sigmund Freud, 

who was exploring the darker side of life. Although 19th-

century poets had also been concerned with the power of 

dreams, of visions through hallucinations, and of the 

importance of the inner instincts of the psyche, Freud's 

work brought an emphasis on the recognition that dreams 

were also anarchic, incoherent, shocking or obscene, a 

concept played out in Erwartung. 

Freud's work with anxiety and neurosis was echoed in 

the literary community by such writers as Hugo von 

Hofmannsthal (The Letter of Lord Chandos, 1902), and a 

former doctor, the writer Arthur Schnitzler. Schnitzler 

was concerned about the Viennese spiritual atmosphere and 

his works dwelt on diagnosing the soul. Schnitzler's 

leutnant Guetl, an inner monologue, allowed Gustl's 

unspoken thoughts to show alienation from society and his 

Personal moral chaos. The suicidal delirium of Gustl was 

representative of Austria's dilemma.1® Robert Musil 

examined the bureaucratic indifference of Kakania 

(pseudonym for Austria) in Der Mann ohne Eisenach*^.. ( T h e 

Man Without Qualities).1-- The authors Stefan Zweig and 

Franz Werfel also emphasized similar psychological aspects 

in their works. A preoccupation with death, already a 

concern of early nineteenth-century artists, found further 

expression in Karl Kraus's Die Letzten Tage der Mensohh^. 

and in "Unbeschreibliche Freude'' from Des Knaben Wunderh^n 
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which Mahler set both In his song cycle of the same title 

in 1905. and in the Kindertotenlieder of 1902. 

In this repressive, tradition-honoring, and 

patriarchal society the status of women was curious. 

Encumbered and concealed by stiff clothing, including high 

collars and corsets, women were expected to maintain a 

strict moral behavior, a mode not easily reconciled with 

the merry, flirtatious Carnival atmosphere, the Freudian 

probes into the sexual urges of women, and the sensuous 

portraits painted by Klimt. Men were expected to marry 

late, turned to prostitutes for their sexual outlet, and 

often gifted their brides with social diseases. Women who 

might have had a lover had little chance to redeem their 

lives, a situation which makes the dilemma of the rejected 

Woman in Erwartung more poignant. Women of loose morals 

had few options in the Vienna of 1909. Madness and death 

were two romantic solutions to their problem, solutions 

that the melodrama genre typically exploited. The Woman in 

Erwartung continues the tradition by escaping into madness. 

The situation for a lower class woman was worse. 

Vienna by 1910 had 2,031,420 inhabitants, yet only 5,734 

single family homes, which housed only 1.2 percent of the 

population. Most laborers worked a seven-day, 70 hour 

week. Women were paid considerably less than men in the 

factories, and often had to resort to "the oldest 

profession" to supplement their meager pay. 1 7 Under such 
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conditions women found marriage a necessity and rejection 

by a fiancfc or lover, as in Erwartune. a sentence for life. 

Given the social situation in Vienna, the poignancies of 

melodrama had broad appeal. 

By the late 19th century the geographical layout of 

Vienna confirmed and encouraged the political and social 

strata and contributed to the general unrest. Although the 

suburbs were developed by the rising middle class, and 

summer palaces were built by the upper classes in the outer 

areas, the concentration of wealth and aristocratic power 

remained in the palaces of the geographic inner circle. 

Here, in the inner circle, the magnificent edifices 

designed by Fischer von Erlach and Lucas von Hildebrandt 

gazed down on narrow, winding medieval streets. Inside the 

palatial dwellings of such noble families as Lobkowitz, 

Lichnowsky, PAlffy and Kinsky, high-ceilinged marble foyers 

led to formal quarters decorated with heavy upholstery, 

facades oblivious to political changes. Also gracing the 

city and adding to the impression of wealth and power were 

the magnificent cathedrals, including the Karlskirche and 

St. Stephens, and the inspired palaces, the Hofburg, 

SchBnbrunn, the Belvedere, and the Schwarzenberg. 

The second outer wall, or Linienwall, was demolished 

in 1890 to build the Gtfrtel. This outer ring, now a 

street, enclosed the middle class area. Here too, in 

deference to, or in imitation of, the royal or aristocratic 
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trappings, the bourgeoisie over-furnished and over-

decorated their homes, resulting in a vulgarity which would 

be rejected later by the Secessionist art movement. The 

elegant, gilt-edged, refined, but superficial decoration of 

the Secessionists was in turn rejected by the Expression-

ists who felt that Art. to be substantive, must express the 

inner emotions and universal dilemmas of mankind. While 

the Secessionist artists, particularly Gustav Klimt, 

catered to Viennese society and decorated aristocratic 

homes with opulent portraits and landscapes, the 

Expressionists countered this "frivolity" with nightmarish 

visions and dreams in their art and music. 

Beyond the Gtlrtel lay the more agricultural or rural 

areas, and homes of the working classes. Distance 

effectively removed the lower classes from the center of 

Viennese life, as it did from the cultural revolutions that 

were taking place. 

Vienna, seat of the Hapsburg empire, glittering. 

complex of different states, languages, and ethnic 

Peoples, was nevertheless crumbling, politically and 

socially. m 1898. the assassination of Empress Elizabeth, 

wife of Franz Joseph, exposed the internal decay of the 

realm. While the facade tottered yet remained, artists 

such as Hermann Bahr increasingly spoke of the split 

between everyday life and the spirit: 

Sondern das ist die Qual und die Krankheit des 



34 

Jahrhunderts, die fieberische und schnaubende, dass 
das Leben dem Geiete entronnen 1st. Dae Leben hat 
sich gewandelt, bis in den letzten Grund, und wandelt 
sich immer noch aufs neue, alle Tage, rastloss und 
unstet. Aber der Geist blieb alt und starr und regte 
sich nicht und bewegte sich nicht, und nun leidet er 
hilflos, weil er einsam ist und verlassen vom Leben.1® 

That life and spirit have become divorced is the 
torment, the raging feverish sickness of our century. 
Life has become transformed, down to its very depths, 
and is transformed anew from day to day, restless and 
unstable. But the spirit remains old and rigid--
motionless, immobile—and now it is suffering, lonely, 
deserted by life.1"* 

Contributing to a pervasive restlessness were four men 

whose influence helped shape the cultural and social 

climate of Vienna: Viktor Adler, Karl Lueger, Georg Ritter 

von SchSnerer and Theodor Herzl. Viktor Adler, of Jewish 

descent, had been a physician treating the poor when he 

adopted Marxist solutions to Viennese problems. He became 

the head of the largest political party in Austria, the 

Social Democrats. Karl Lueger, the leader of the Christian 

Social party and mayor of Vienna, was the darling of the 

petty clerks and civil servants. He was, not surprisingly, 

despised by the Emperor. He championed the bourgeois, and 

made his reputation as a lawyer exposing the corruption of 

Jewish capitalists. Such overt anti-Semitism struck a 

chord with those whose businesses were threatened by the 

success of Jewish shopkeepers. Lueger did, however, 

institute a sweeping program of public improvements, 

ranging from a water system to construction of hospitals 
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and orphanages. 

Georg Ritter von Schttnerer, head of the German 

Nationalist Movement and wealthy nobleman, was rabidly 

anti-Semitic. His were a politics of violence and he was 

actually incarcerated during the fall of 1888 for beating 

up Jews. 2 0 Inevitably his fanatic hatred spread towards 

Catholics and the Hapsburgs. The end results of such 

violent anti-Semitism were, paradoxically, both the birth 

of Hitler's "Final Solution" to the Jewish problem, and 

Theodor Herzl's dream of the Zionists' Jewish State. Herzl 

translated Wagner's concept of Gesamtkunstwerk into the 

political realm and envisioned a new society unified by the 

Jewish cause, where Jews would have roots and would be the 

rightful inhabitants.321 

Caf& Life 

Since the 18th century, massive blocks of six-story 

flats had been constructed, giving the city an overall 

appearance of uniform height. Vienna began to be a city of 

apartment dwellers, who looked to the open caf6s on the 

street level for relief from their dark, small, poorly-

heated rooms. Schubert and his circle had frequented the 

tavern Zum grllnen Anker, the hotel Zur ungarischen Krone, 

or the Caffe Bogner in the Singerstrasse,23 and caf& life 

remained little changed to the early twentieth century. 

Evidence of unrest could be seen in this everyday caf4 
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life, where citizens read the newspapers, and discussed the 

censorship, regulation, and degeneracy of "official" life 

in Vienna. Victor Tissot reported that everyone patronized 

the caf&s and that the regular customer spent three to four 

hours a day at his caffe.23 Vienna's social life revolved 

around caffe life, guaranteeing the sharing of ideas, 

political activism, and cross-fertilization in the arts. 

The great importance of mutual influences among the arts 

for the innovations which occurred is well recognized. 

Janik and Toulrain refer to the phenomenon of the 

small and tightly-knit... cultural circles of the 
Hapsburg monarchy.... In short, in late Hapsburg 
Vienna, any of the city's cultural leaders could make 
the acquaintance of any other without difficulty, and 
many of them were in fact close friends despite 
working in quite distinct fields of art, thought and 
public affairs 

Schoenberg himself admitted his debt to this cross-fertili-

zation when he presented a copy of his Harmonielehre (1911) 

to Karl Kraus, journalist and writer, with the inscription: 

Ich habe von Ihnen vielleicht mehr gelernt, als man 
lernen darf, wenn man noch selbstMndig bleiben 
will...2® 

I have learned more from you, perhaps, than a man 
should learn, if he wants to remain independent.26 

The gatherings themselves represented a long Viennese 

tradition, but, paradoxically, the topics increasingly 

dealt with rejecting a corrupt tradition. As a symbol of 



37 

Viennese decadence, important to this study, the popular 

view of Vienna's passion for the waltz was that it had 

become a Bacchanalian rejection of the dark realities of 

Viennese life. Frederic Morton, in a fictionalized 

documentary of the Vienna of his forbears, speaks of late 

nineteenth-century Vienna's devilish preoccupation with the 

waltz, 

...the wild and giddy Viennese waltz that had 
superseded the reasoned measures of the minuet. 
Indeed, the waltz with its despair hidden deep 
inside the gorgeous vortex, the waltz whose rhythm 
overwhelmed the quadrille...the waltz was dark 
whirligig intoxication engulfing the hopeful, 
target-happy, progressive straight line.52"'' 

The waltz rhythm became a nostalgic symbol of turn-of-the-

century Vienna used by composers such as Richard Strauss in 

Per Rosenkavalier. It is also one of the generating 

motives of Schoenberg's Erwartune. and a crucial part of 

the basic idea derived from his self-quotation in the final 

scene. 

According to Janik and Toulmin, another prevalent 

topic of discussion in Viennese circles by 1910 (the year 

following Erwartune's completion) concerned art and 

language as representations or pictures of natural 

phenomena.'20 In 1908, one year before the conception of 

Erwartune. a young university instructor, Wilhelm Worringer 

delved into the ideas of representation and abstraction in 

his book Abstraktion und EinfUhlune. 
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The primal artistic impulse has nothing to do with the 
rendering [representation] of nature. It seeks after 
pure abstraction as the only possibility of repose 
within the confusion and obscurity of the world-
picture, and creates out of itself, with instinctive 
necessity, geometric abstraction. It is the 
consummate expression, and the only expression of 
which man can conceive, of emancipation from all the 
contingency and temporality of the world-picture. 

....For we found the need for empathy [feeling] and 
the need for abstraction to be the two poles of human 
artistic experience, in so far as it is accessible to 
purely aesthetic evaluation. They are antitheses 
which, in principle, are mutually exclusive. In 
actual fact, however, the history of art represents an 
unceasing disputation between the two tendencies.2"5' 

Schoenberg's absorption of this notion, the importance 

of an underlying conceptual idea and its realization, 

representation, or abstraction in an art work, will be 

discussed in Chapter Six, which explores Schoenberg's 

concept of Grundgestalt. 

In spite of such widespread social interaction in the 

cafds of Vienna, invisible social and political walls 

remained. There existed an apparent openness to the 

expression of new ideas, yet deep-seated reluctance to 

accept or adopt these ideas into Vienna's way of life. 

Such an ambivalent atmosphere continued both to encourage 

and discourage artists of fin-de-si&ole Vienna. While 

Vienna is deservedly proud of its past native or adopted 

artists, Mozart, Schubert, Wolf, Mahler, and Schoenberg, it 

is also notorious for the difficulties it placed in their 

paths during their lifetimes. Cruel in their concert 
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behavior, Viennese audiences loved a demonstration, brawl 

or uproar. Gustav Mahler once intervened at a concert 

where one of Schoenberg's pieces met with open hostility.30 

Mahler himself was to be forced to leave his post as 

director of the Opera, largely due to anti-Semitic feeling. 

If Vienna was inconsistent in some ways, it was 

consistent in its harsh treatment of dissidents, Jews, and 

artists in general. Heedless of the difficulties of 

Beethoven, Schubert and Mozart in its recent past, Vienna 

continued to create major roadblocks to progressive ideas 

in the arts. But Vienna did not reserve its rejection 

exclusively for musicians. Sigmund Freud's creative 

theories, including his Interpretation of Dreams published 

in 1900, were dismissed, a rejection doubly difficult to 

comprehend in a city renowned for its medical facilities. 

Ignaz Philipp Semmelweis, a distinguished doctor, died 

insane after being discredited for his pioneering work on 

infection.31 Academics demanded that the Ministry of 

Education revoke Klimt's commission to decorate a 

university ceiling, and Klimt was forced to retire from 

public life. Within the academic world of 1909-10, twelve 

percent of the instructors at German universities were 

Jewish, while another seven percent were Jewish converts to 

Christianity. At the same time less than three percent of 

all full professors were Jewish.3-' Faced with double 

antagonism, it is understandable that Jews were a major 
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component of the artistic, dissident circles that attempted 

to bring about a new climate for the arts. In fact, at 

least one writer has attributed the dramatic revolutions of 

fin-de-sidcle Vienna to the salon atmosphere created by 

Jewish matrons from Fanny von Arnstein in the 18th century 

to Josephine von Wertheimstein in the late 19th century. 

It was the talented Jewish bourgeoisie 

which reached a degree of emancipation, of social 
freedom and of cultural refinement which allowed it to 
crystallize the Austrian emotion, the Austrian 
spiritual attitude, the Austrian taste for art--
perhaps even to personify it. 3 3 

Their works expressed a longing for a new world, a search 

for a higher order,34 as may be seen in Mahler's Das Lied 

von der Erde which ends with a search for a friend and for 

eternal peace, and in Schoenberg's Erwartung (Expectation) 

which likewise ends inconclusively with the words "I 

search..." As previously mentioned, most of Schoenberg's 

works seem unified by a search for his place in the realms 

of society and religion. 

The very atmosphere that had always drawn artists to 

Vienna continued to be destructive to all innovation. The 

traditional "Renaissance Man"--the man of letters who also 

painted and composed—now yearned for political and 

artistic change. 
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Revolution in the Arts 

One of the revolutions in the arts concerned literature 

and letters. Among those who yearned for change was the 

group of poets and intellectuals led by Hermann Bahr,355 

called Jung Wien. This circle of youthful poets and 

admirers of Arthur Schnitzler and Bahr met at the Caf£ 

Griensteidl, and included Hugo von Hofmannsthal and Stefan 

Zweig, two of Richard Strauss's later collaborators, as 

well as Peter Altenberg and Karl Kraus. In a city where 

political power was maintained by the aristocracy, one's 

voice could be heard and power expressed in the press. 

Jung Wien's goals included acceptance of their essays or 

feullletons in such publications as Theodor Herzl's Neue 

Freie Presse. 

The Caffe Griensteidl was also the appointed meeting 

place for the group which included Alexander Zemlinsky, the 

violinist Artur Bodanzky, Max Graf, Bruno Walter and Arnold 

Schoenberg. Hans Nachod, Schoenberg's cousin recalled: 

They were rebels, attractive rebels, especially 
attractive to the younger generation, to which I 
belonged in those days, because they were 
unconventional in the conventional surroundings of old 
traditional Vienna. They used to meet in the old caf£ 
Griensteidl or in the Winterbierhaus. Every night 
they discussed their problems until dawn and then went 
home drunk. One of the gayest and liveliest of the 
band was my cousin Arnold...3fc 

In that smoke-filled hubbub Schoenberg reportedly 

showed the score of Verklftrte Nacht to Max Graf, who in 
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turn showed Mahler. The result was the first performance, 

played by Arnold Rosfe and his musicians at a chamber-music 

evening.'7 

Undaunted by the closing of the Caffe Griensteidl in 

1897. Karl Kraus wrote a protest, The Demolished 

Literature, and he and others moved to the famous Caffe 

Central.3® Schoenberg also participated in this circle3"1* 

along with the painter Oskar Kokoschka, Peter Altenberg, 

author of the texts for Berg's Altenberg Lieder, the poet 

Georg Trakl, and the architect and writer Adolf Loos. The 

circle was a forum for literary and linguistic 

discussione.40 Adolf Loos was at the time creating sparse, 

geometric interiors with functional materials. 

The fundamental requirement for any object that would 
lay claim to the designation "beautiful" is that it 
not violate the boundaries of functionality."*1 

His designs were devoid of what he regarded as the excess 

meaningless ornamentation of the Secession. He rejected 

the totally designed interiors of the Wiener WerkstHtte 

which allowed no contribution or "tampering" by the owner 

himself. 

I am an opponent of the trend that considers it 
to be especially desirable that a building has been 
designed along with everything in it--down to the coal 
scoop--by the hand of one architect. I am of the 
opinion that the building can have a rather monotonous 
appearance as a result. All individuality is lost in 
the process.43 
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Loos was, in spite of himself, the catalyst for the 

"modern" movement. 

...everything that an earlier period has already 
produced, insofar as it is still useful today, can be 
imitated. But the new phenomena of our culture 
(railroad cars, telephones, typewriters, and so forth) 
must be resolved without any conscious echoes of a 
formal style that has already been superseded. 
Modifications of old objects in order to assimilate 
them to modern uses are not permitted. And so the 
rule is this: either imitate or create something that 
is totally new. Of course, I do not necessarily mean 
by this that that which is new is always the opposite 
of that which came before. 

.... But what is totally unworthy of being called a 
true work of art is the conscious effort to express 
new ideas in the style of an old master. It is 
destined to fail. This is not to say that a modern 
artist, through an extensive study of a particular 
school, through a predilection and reverence for a 
particular period or master, cannot make that style so 
much his own that his work strongly bears the 
spiritual imprint of his master."*3 

Karl Kraus, son of a well-to-do Jewish merchant and 

leader of the circle, gave expression to the group's 

feelings of alienation in a series of publications under 

the title Die Fackel (The Torch), and each issue was the 

subject of caf4 discussions. Kraus, a brilliant satirist, 

began publishing Die Fackel in 1899. The list of important 

authors included Adolf Loos, Hugo Wolf and Franz Werfel. 

Noteworthy among these early contributors were Peter 

Altenberg, Richard Dehmel and Frank Wedekind, whose texts 

would be set to music by Schoenberg and his young students 

Alban Berg and Anton Webern. After 1911 Karl Kraus wrote 
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all of each issue himself, but two of the journal's early 

contributors were Arnold Schoenberg and Marie Pappenheim. 

Die Fackel was an important vehicle for Sehoenberg's music 

and for his forays into the field of art. It was important 

as well for the poetry of the young Pappenheim, who was 

introduced to Sehoenberg by Zemlinsky and who would soon be 

Schoenberg's collaborator on Erwartung. 

Another of the Viennese artistic revolutions began 

with architecture and spread to Vienna's art world. In a 

series of articles published in 1896-1897. Adolf Loos 

rejected the Neo-Baroque and Neo-Renaissance buildings of 

the Ringstrasse and called for an architectural style 

suited to the times—a new style for the future. Otto 

Wagner (1841-1918), who decried the superficial use of 

ornament to mimic past styles, said: 

Every new style arises gradually out of the previous 
one, in that new forms of construction, new materials, 
new human needs and attitudes link up with the 
previously existing to produce new creations."1"5 

The importance of tradition in the creation of new works 

was to strike a familiar chord in Schoenberg's own views. 

Wagner's architecture students at the Academy of Fine 

Art Included Josef Hoffmann and Josef Maria Olbrich. They 

began to meet regularly with Koloman Moser and others at 

the Ca.Sk Sperl and formed the Siebener Klub. A similar 

group, called the Hagenbund, including the painter Carl 
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Moll and graphic designer Alfred Roller, met at the Caf4 

zum Blauen Freihaus. Eventually the groups merged for the 

direction of the exhibition facility, the KUnstlerhaus, and 

in turn became themselves the stodgy establishment which 

spawned another revolt. 

A younger generation of Viennese artists, led by the 

aggressive painter Gustav Klimt, began to broadcast their 

cause by means of the motto "Der Zeit ihre Kunst, der Kunst 

ihre Freiheit" (To the age its Art; to Art its freedom) 

inscribed on their modern building, the Secession, built in 

1898. They were inspired by Richard Wagner's concept 

Gesamtkunstwerk. promoting the integration of the arts in 

opera, formulated by the composer in a series of publi-

cations written between 18^9 and 1851, and a concept 

pervasive in Austrian life by the 1890s. These young 

intellectuals who gathered around Klimt were stimulated by 

the prospect of the world as art, a theatrum mundi. or 

theater of the world. Architecture, painting, music, 

literature, and science would come together in the creation 

of a higher art form that reflected an existential truth 

and contemporary beauty. With this concept in mind, Klimt 

and his followers produced art and decorated architecture 

in a style similar to art nouveau. but without its lush 

flowers and creeping tendrils, a unified style which was 

christened Jugendstil. The Secessionists' Journal, Ver 

Sacrum (Sacred Spring), became a unified art-work itself, 
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with the typography and illustrations designed to reflect 

the ideals of the movement. Poems and musical insertions 

surrounded with decorative borders carried out the 

journal's overall theme. Such journalistic practices could 

not have gone unnoticed by Kandinsky, Schoenberg, and 

others, who later explored the unified concept in the 

journal Per Blaue Reiter. Their artistic manifesto 

stressing the importance of spirit (content) in art was no 

doubt influenced by that of their predecessors, the 

Secessionists. 

Writers participating in Ver Sacrum included Rilke, 

Hofmannsthal, Maeterlinck and Richard Dehmel. (Dehmel texts 

were set by Schoenberg in his early songs, most notably for 

our purposes in the first "Erwartung" text setting. Op. 2, 

No. 1, and in Verklftrte Naoht of 1898.) The last Ver 

Sacrum issue of 1901 contained music by Conrad Ansorge and 

Hugo Wolf among others. 

Gesamtkunstwerk and Fin-de-sifeole Artists 

In the 1890s, Henry van de Velde, the Belgian designer 

and theorist, had wanted 

to impress beauty upon every aspect of our lives, that 
the artist should no longer simply paint pictures, but 
rather create whole rooms, or even whole dwellings, 
with wallpapers and furniture as well as paintings."1"7 

His views and similar ones were promulgated by the Viennese 

writer Hermann Bahr, leader of the Jung Wien circle of 
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poets and intellectuals. The architect Josef Hoffmann 

designed buildings unified by the idea of functional yet 

expressive beauty. He intended that wall coverings, 

carpets, furniture, and even clothes should be integrated 

into a total design. 

I believe that a house should appear like a hollow 
east and that its exterior must already reveal its 
interior. This applies dust as necessarily to the 
style of each single piece of furniture.... Everything 
should adhere to the same principle."*IB 

Hoffmann's artistic philosophy resulted in the creation of 

the Wiener WerkstMLtte, a collaborative group of artists and 

craftsmen who created whole environments. The arts and 

crafts movement involved artists of all kinds in designing 

total environments, from architecture to interiors, to 

furnishings, fashion, jewelry, toys and books. Nothing 

that was visible escaped the scrutiny of the Wiener 

WerkstHtte artists in early 20th-century Vienna, and while 

only the very wealthy few could afford totally designed 

environments, such as the Stoclet's home in Brussels and 

the Primavesi's country home in Czechoslovakia, few escaped 

some commercially marketed aspect of the concept."*"91 

Koloman Moser, one of the founders of the Wiener 

Werkst&tte (1903) is significant for his abstract, 

geometrically patterned art, with its emphasis on patterns 

in sequence (Figure 2). 
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Fig. 2. Sequential Patterns in Koloman Moser, 

Illustration for Ver Sacrum. 1901®° 

The art nouveau of the 1890s, which had likewise exhibited 

a strong abstract tendency as seen especially in the works 

of graphic artist Adolf B8hm, now passed into the 

geometrical phase of Jugendstil in the early 1900s. 

Moser's and the Werkst&tte•s characteristic patterns, with 

their complex repeating figures, may be likened to the 

musical ostinato patterns so prevalent in much of the turn-

of-the-century music. It is interesting to note a similar 

use of repeating patterns, or ostinatos, as framing or 

articulating devices in Schoenberg's Erwartung (see Chapter 

Six). 
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Moser, the "geometric" artist, had also experimented 

with stage design. In 1901 he worked with the Jung Wiener 

Theater zum Lieben Augustin. Moser designed the sets and 

coordinated related elements such as the curtain in 
order to break out of the conventional illusionism of 
the stage and create a supra-real, self-contained 
world for the actors to inhabit. 

Moser's preoccupation with all artistic elements of the 

stage work is not unlike Schoenberg's concern with detailed 

colored lighting and stage designs for Die eltlckliche Hand 

and Erwartune. The attempt to create a supra-real, self-

contained world is played out in Schoenberg's staging for 

Erwartune. 

Another development in stage design must have had 

significance for Schoenberg: the collaboration of his 

friend Gustav Mahler, director of the Viennese Opera, with 

Alfred Roller, set designer from 1903-1909. Mahler had 

completely embraced Wagner's doctrine of opera as 

Gesamtkunstwerk. a dedication made clear by his words in 

the Illustrierte Extrablatt of September 1903: 

The whole of modern art has to serve the stage. 
Modern art, I don't dust mean the Secession. It's a 
question of all the arts working together. 
Traditional methods are simply worn out; modern art 
must embrace costume, accessories, the whole 
revitalization of the work.512 

Both Mahler and Roller believed in unifying the various art 

forms that constitute opera by means of a single motivating 
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conception. Roller's influence was seen in spare settings 

in which only essentials appeared—each object meaning 

something—a concept echoed in the work of the Swiss 

designer Adolphe Appia, who also was reducing the sets for 

Wagnerian operas to their bare essentials. Schoenberg too 

painted sparse settings with only symbolic essentials to 

illustrate the four scenes in Erwartung. (For repro-

ductions see Chapter Three.) The few objects—the forest, 

the path, the moon, the mushrooms, and finally, the b o d y — 

are all crucial symbols in the woman's physical and 

emotional Journey. Schoenberg documents their importance 

in his overall concept of Erwartung; 

...while I was composing I had all the scenic effects 
in mind, se4ing them with the utmost precision.®3 

Roller, a founding member of the Secession, and director of 

the Kunstgewerbeschule from 1909t was the partner of Gustav 

Mahler at the Vienna Opera in 1909 when Erwartung was 

composed. The connecting artistic link in the Roller-

Mahler collaboration was Alma Schindler, wife of Mahler, 

and daughter of Emil Schindler, the naturalist landscape 

artist, and step-daughter of Carl Moll, Impressionistic 

painter. Her artistic interests and acquaintances 

influenced the social circles in which they moved. 

Schoenberg was of course deeply involved in these circles. 

Mahler's involvement with Vienna's art world was more 
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than tangential; he was a participant in the 1902 Secession 

Exhibition, devoted to Max Klinger's Beethoven statue. The 

entire exhibition was organized using the Beethoven 

sculpture as a focal point. The visitor glimpsed the 

central statue through arches from side rooms before 

entering the main room, satirically dubbed the "sanctuary," 

where it stood. All aspects of the exhibition were unified 

by the choice of the Beethoven statue and pointed up the 

strong influence of Klinger on Klimt: 

...especially in the form of allegory which he 
employs, the expression in symbolic-naturalistic terms 
of a grandiose, abstract philosophical conception.84 

The rest of the Beethoven exhibition maintained an 

emphasis on abstraction, decoration and geometrical forms 

designed to reinforce the central idea. The opening of the 

exhibition featured Mahler's arrangement of part of 

Beethoven's Ninth Choral Symphony, and in keeping with this 

theme, Klimt had decorated three walls with a theme from 

Schiller's Ode to Joy—Mankind's progress from desire and 

longing to fulfillment. Klimt's wall paintings were an 

attempt to mirror the structure of Beethoven's symphony. 

The final panel was later exhibited with a quote which 

alluded to Wagner's essay on Beethoven, in which he speaks 

of music deriving from the essence of things, not from 

appearances. The Beethoven frieze was hotly debated and 

the subject of much press condemnation, providing an 
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exposure of its complex, allegorical abstractions which 

Schoenberg could not have avoided in the newspapers, in 

caf£ discussions, nor in the social gatherings around 

Mahler. Probably also discussed were the friezes on a 

similar theme with which Klimt decorated the famous Stoclet 

home, a series of panels representing Expectation (Die 

Erwartung) and Fulfillment (Die ErfUllung) .I9® 

In 1908, the year before Schoenberg composed 

Erwartunft. a vast Kunstschau (art show) exhibiting works of 

the Secessionists, and other avant-garde artists, took 

place in a complex of buildings that included an exhibition 

hall, a garden, theater and caf£ designed by Hoffmann. But 

the 1890 art nouveau style of the Secession had given way 

to a starker modernism, a spirit expressed in the birth of 

Expressionism in art via such artists as Richard Gerstl and 

Kokoschka, and in the music of Schoenberg and his 

followers. 

Expressionism 

Although most of the events, exhibitions and 

publications which contributed to the rise of the movement 

known as Expressionism occurred after the composition of 

Erwartung;, some occurrences shortly before and during the 

creation of the monodrama already signaled the turn away 

from Jugendstil and Impressionism. 

The previously-mentioned Kunstschau of 1908, the large 
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exhibition staged by Klimt and the main group of 

Secessionists, who had once more seceded from their peers 

and who were now without exhibition space, had to be held 

in a partially prefabricated, partially outdoor Epace.156 

Much of the space was given to Franz Metzner, a sculptor, 

to Roller, for his opera designs for Mahler,®7 and to 

Klimt, whose sumptious gold mosaic styled paintings 

featured society women. Included in the exhibition was 

Klimt's famous painting "Der Kuss".5"51 But in one small 

corner, dubbed the "chamber of horrors" by the public, 

space was given to Oskar Kokoschka. Included in this space 

was the poster "PietA," which portrayed a pale woman 

crushing the distorted red figure of a man, depicted in a 

grotesque and cartoon-like style. In the background were 

two yellow moons (or sun and moon?). There were also 

illustrations from his book Die Tr&umenden Knaben as well 

as designs for his drama MBrder. Hoffnune der Frauen. In 

these sordid Freudian themes of nightmares, dreams, 

fantasy, and murder, the beginnings of Expressionism were 

introduced to the Viennese art world. 

One year later, in July, at the Kunstschau of 1909, 

MBrder. Hoffnune der Frauen received its premiere. It 

rejected traditional theatre conventions and featured 

anonymous characters "man" and "woman."60 This production 

may have had a strong influence on Pappenheim's and 

Schoenberg's Erwartung. written one month later in August 
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of 1909. It also easts a "man" and "woman", but depicts a 

reverse tale of murder. In Kokoschka's MBrder the woman 

holds the man bondage, he frees himself, and kills her. In 

Schoenberg's Erwartung all we are told is that the man has 

been unfaithful and he has been murdered. The identity of 

the murderer is a choice between the Jilted "woman", sole 

character on stage, and the referred-to "other" woman. In 

Erwartung the woman is annihilated in different f a s h i o n -

she lapses into madness. 

It should seem natural that the bitterness of 

Expressionism arose during the years 1907-1910. In 1907 

Mahler had been forced to leave the Imperial Opera and make 

his way to America, abandoning many of his hopes. In 1911 

he returned, a dying man. Many of the other bright 

intellectual lights were also deserting Vienna. The 

architect of the Secession building, Klimt, began to 

exhibit in Rome and Brussels. Joseph Olbrich, who had been 

attracted to the more promising Darmstadt, had died in 

1908. Richard Gerstl, close friend to the Schoenbergs and 

the lover of Mathilde Schoenberg, had committed suicide 

over the affair in 1907. Mahler's brother Otto also took 

life."1 Hugo Wolf had died insane. Artists such as 

Myrbach, Lubsch, Czeschka, Jungnickel, and Schiele, left 

Austria. Berlin drew Orlik, Kokoschka and eventually, in 

1910, Schoenberg. Vienna, which had spawned such a burst 

of creativity, could not nurture it, and in her hostile 
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soil many creative artists were destroyed. 

The migration of artists was only the beginning. In a 

short five years after Erwartune. fin de sifecle Vienna was 

engulfed in the flames of World War I. Berg, Schoenberg, 

Kokoschka and Schiele, among others, were called to the 

war. 6 2 By 1918 Klimt, Otto Wagner, Moeer, and Schiele were 

all dead, and an era had ended. 
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CHAPTER III 

AN INTRODUCTION TO ERWARTUNG 

Marie Pappenheim and 
the Origin of the Text 

Erwartung's libretto emerged from the imagination of a 

youne medical student, Marie Pappenheim. She had been born 

into a wealthy and prominent Jewish merchant family in 

Pressburg in 1882. Among the members of her family were 

influential rabbis and spokesmen for Zionism. According to 

Eva Weissweiler,1 Martin Pappenheim (1881-19&3). Marie 

Pappenheim's brother, was a well-known neurologist and 

psychiatrist who had care of the assassin of Sarajevo; her 

sister Gisela was a doctor of philosophy and chemistry. 

But most noteworthy among Pappenheim's relatives was a 

cousin,2 Bertha Pappenheim (1859-1936), who was Sigmund 

Freud's famous Anna O., the subject of his classic anxiety 

case.3 According to Dr. Hans Frischauf, Marie Pappenheim's 

son and a retired internal medicine specialist now living 

in Vienna, the case was quite famous in fin-de-si^cle 

Vienna, and Marie was well aware of her cousin's notoriety. 

Dr. Frischauf believes that his mother was influenced by 

her cousin's experience in the writing of Erwartung. as 

well as by other personal experiences of that time. 

Marie Pappenheim had come from Bratislava to Vienna to 

61 
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finish her studies in dermatology. She completed her 

degree in 1910, and while at the General Neurological 

Hospital she met Dr. Hermann Frischauf (1879-1942), whom 

she later married. During that time Alexander Zemlinsky, 

probably her relative,"4 introduced her to Sehoenberg. 

Ouring the Balkan war of 1912 she offered her services in 

Istanbul and Bulgaria as a cholera doctor. In 1918, at the 

age of 36, she married child psychiatrist Frischauf with 

whom she had one child, Hans, born in 1919. Hermann 

Frischauf was imprisoned in the Buchenwald concentration 

camp from 1938 to 19^0 and died from consequences of this 

incarceration. Pappenheim emigrated to Paris, probably in 

1938, and finally to Mexico in 19^0. Their teenaged son 

remained behind in Vienna. Pappenheim returned to Vienna 

in late 19U7 or early 1948, and practiced as a derma-

tologist at the Wiener Krankenkasse until 1952. She died 

in 1966.® 

A strong literary bent and lyrical gift is evident in 

Pappenheim's poetry, some of which she published herself in 

a volume entitled VerspHtete Ernte zerstreuter Saat. At 

the time she met Sehoenberg in 1909. Marie was still a 

medical student, but had had some early poems published in 

£Ae Fackel. Karl Kraus's journal. Sehoenberg and his 

family were vacationing at Steinakirchen along with the 

Zemlinsky family. When he was introduced to Marie 

Pappenheim by Zemlinsky, he was impressed enough to ask her 
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to write a libretto for him. She replied that the most she 

could write would be a monodrama.* Pappenheim then went to 

the home of some friends in Traunkirchen, wrote the text in 

three weeks, returned to Steinakirchen and gave Schoenberg 

the libretto. Even before she could send him a typewritten 

copy, he began setting it to music, completing the whole 

score in 17 days, from August 27 to September 12, 1909. 

When he received the typewritten copy, along with a letter 

expressing Pappenheim's misgivings about the libretto and 

her wish to make corrections, Schoenberg responded that it 

was too late; he had already finished the setting. 

The true extent of the collaboration will probably 

never be known. Schoenberg wrote to Berg in a letter from 

Baden-Baden, April 10, 1930: 

But I don't know yet what I'll write next. Preferably 
an opera; I do have plans, even for my own libretto, 
and have also thought of Werfel, whose novel...I liked 
very much. Do you think he would do something in 
collaboration with me. In the case of my first opera 
I also worked along throughout.7. 

But according to Dika Newlin, Pappenheim conceived the idea 

for the text herself.'5 The musical quotation from 

Schoenberg's early song Am Weerand. appearing in Scene U of 

the work, has led to speculation that Schoenberg made 

suggestions at least in the early stages when the two were 

considering a monodrama. The handwritten text by 

Pappenheim has corrections by another hand, most likely 
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Schoenberg' s, written in prior to the final typewritten 

version of the text. These changes may have been conveyed 

to Pappenheim while the work was being written, since 

correspondence was exchanged, but all such correspondence 

concerning the early stages of the work is missing. 

Although her cousin Bertha's emotional trauma probably 

influenced Erwartune• a letter from pappenheim to 

Schoenberg, mentioned by Stuckenschmidt, indicated that she 

too was quite emotionally fragile. The fragility of her 

condition is obvious in this passage from her letter of 

October 3rd to Schoenberg at Steinakirchen: 

I am writing out the last alterations on a separate 
piece of paper. Naturally I didn't want you to have 
to work any more. I have not shown it to anybody, not 
even Zemlinsky. I am not happy with it. I did not 
write before as I was very agitated. Now I am 
halfway. The fact that you have finished already 
gives me new courage."51 

In addition, she complained that she could not finish 

anything. Clearly, Pappenheim herself was suffering from 

some sort of mental anguish. Alan Lessem and H. H. 

Stuckenschmidt maintain that the text of Erwartung arose 

from her own personal experience. A year earlier in Ischl 

she had had to walk through a dark forest about 10:30 p.m. 

daily to reach her home, and this experience had helped to 

create the drama. 1 0 

Freud's concept that dreams are anarchical is 

reflected in the young psychology student Marie 
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Pappenheim's fragmented text with its apparent lack of 

organization, its several scenes portraying another place 

in the woods to which the woman has wandered, and a lack of 

denouement. The very text itself, with its short, 

sometimes incomplete, sometimes incoherent phrases, adds to 

the impression of the disoriented woman's dream-like state. 

Pappenheim's use in Scene 3 of mushrooms whose large 

frightening yellow eyes stare at the Woman also has 

Freudian implications. Freud was apparently very fond of 

the large Herrenpilze which grew in the Vienna woods near 

Mayerling, ironically the scene of the Liesbestod.13 Alban 

Berg also made use of the eery image of toadstools 

springing up in the floating mist in Wozzeck. Act I. 

Other late Romantic and Expressionistic images 

Pappenheim uses in Er-wartung are: the waxing and waning 

moon (symbol of love now twisted to one of lunacy), faded 

flowers, ominous shadows on the walls, beasts, a deserted 

roadway, pallid, dead fields, red blood but a bloodless 

moon, a half-lit room, the perfume of flowers, the garden 

wall, the colors of red (blood, and red-kissed arms) and 

white (the Woman's dress, and the other woman's arms) for 

the persons involved, but impersonal and eerie green and 

yellow for nature. 

Pappenheim continued her poetic activity until the 

concerns of World War I interrupted such interests. During 

the War and afterward, political and social interests 
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became her primary concern. 

Although there is later correspondence at the 

Schoenberg Institute between Pappenheim and Schoenberg 

documenting a proposed collaboration on a setting of 

"Seraphita". nothing came of the plans. Marie and her 

husband. Dr. Frischauf, remained close acquaintances of the 

Schoenbergs, meeting with them socially and attending 

concerts of Schoenberg's works. 

The Manuscript Sources 

The following remarks are studied observations only, 

since this thesis is not a critical source study of either 

the text or the score. However, such brief observations 

will illuminate the probable order of events in the genesis 

of the work. 

Two manuscript versions of the libretto originating 

with Pappenheim are in the Arnold Schoenberg Institute, Los 

Angeles. The first draft, in ink, (Text, in Tinte, Archive 

#2401-2/126), is in Pappenheim's hand. Penciled page 

numbers, folio numbers 1 to 12, have been added to the 24 

pages of text, apparently to maintain order, since the 

pages appear to have been torn out of a small, cheap 

writing book with age-yellowed or beige paper of the kind 

still easily purchased in Vienna. There are numerous 

cross-outs and additions in ink. pencil and red pencil. A 

few penciled additions to the stage directions are 



67 

obviously in Schoenberg's hand, but most of the corrections 

and additions appear to be in pappenheim's hand, probably 

in as few as two stages (pencil, then ink) and possibly 

including a third stage (red pencil), by either pappenheim 

or Schoenberg. Knowing Schoenberg's fondness for working 

with colored pencils, this probable last stage, in red 

pencil, may contain Schoenberg's notations, and some of the 

earlier neater penciled cross-outs may also be his. 

After returning from Traunkirchen around August 27 and 

bringing Schoenberg the inked handwritten copy, Pappenheim 

began to work on typing a corrected copy, (Text, maschine-

geschriebene. Archive #2*127-2431)• Some of Schoenberg's 

additions written in pencil such as "wieder traUmend" on 

folio 2405 are included in Pappenheim's corrected typed 

copy, while other corrections are not, such as the 

penciled-out "ganz" on folio 2&05» & word still included in 

her typed copy. This indicates that either correspondence 

concerning some corrections, or, more probably, joint 

collaboration at Steinakirchen on the text document, took 

place before Pappenheim prepared the typed copy. After 

Pappenheim's departure Schoenberg continued to add 

corrections and had sketched four brief musical suggestions 

(two stages, since three are in pencil and one in ink) on 

the handwritten text copy. He apparently then began to 

work on the short score. Blue-penciled Roman numerals, 

probably in Schoenberg's hand, on the text copy relate to 
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similar blue-penciled numerals on the full score, 

indicating blockings out of the full score from the text 

copy rather than from the short score. Marie's October 3, 

1909 letter quoted above indicates that Schoenberg had 

already finished the composition (on September 12) before 

she could send the final corrections to him (probably the 

typed copy). This fact explains differences between the 

typed copy and the libretto as Schoenberg set it. The 

already-completed composition also explains the relatively 

undisturbed state of the typed copy. The only changes are 

inked-in punctuation marks, primarily the substitution of 

commas for colons. 

Arnold Schoenberg and 
the Musical Setting of Erwartung 

The composers of the Second Viennese School often 

conceived their works with a hidden and personal program in 

mind. The most recently popularized examples are Alban 

Berg's Lyric Suite, and Schoenberg's Second String Quartet. 

During the years 1905-1909 Schoenberg faced his greatest 

personal crisis. it will be helpful to recount some of the 

events prior to and during these crucial years, as well as 

to describe some compositions from this time which may play 

a role in the programmatic and compositional significance 

of Erwartung. 

Some of Schoenberg's early songs were written to 

express his love for Mathilde, Zemlinsky's sister and 
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Schoenberg's future wife. m 1899. the year In which the 

relationship with Mathilde began. Schoenberg expressed his 

love in an outburst of early songs to texts by Dehmel. The 

first of these, written in August, was entitled Erwartuno>. 

Op. 2, No. l. 

Sometime after 1903 the young 20-year-old artist 

Richard Gerstl opened a studio near Liechtenstein Park. 

The Schoenbergs. Arnold and Mathilde, and their 1 year old 

daughter Gertrud. had recently moved back to Vienna from 

Berlin and were now also living on Liechtensteinstrasse. 

Gerstl began to be involved in artistic and musical circles 

and may have introduced himself to Schoenberg at a Mahler 

concert at least by 1905.1* In that year the Schoenberg 

family spent a long summer holiday at the town of Gmtlnden 

on the Traunsee. A list of visitors at Traunsee on July 

i2, 1905 mentions a Herr Schoenberg, musician from Vienna, 

with hie family and a servant. This "servant" may have 

been Gerstl, since he did accompany the Schoenbergs to 

Gmtlnden in the summer of 1907, staying next door to 

Webern.13 

The idea of "Expectation" or "Erwartung" became a 

popular theme, one not only used by such poets as Dehmel, 

but made even more famous through Klimt's paired studies 

for the Stoclet friezes "Expectation" and "Fulfillment." 

executed between 1905 and 1909. 

By 1906 Gerstl was involved in Vienna's art circles. 
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and had attended the important Van Gogh and Gauguin 

exhibits. stuckenschmidt, however, says there was trouble 

in the marriage by the time of the birth of the 

Schoenberg's second child, Georg, in October 1906, if not 

much before. Probably late 1905 or at least early 1906 was 

the crucial time for the building of the relationship 

between Gerstl and Mathilde. 

Schoenberg wrote the darkly passionate song Am 

Wegrand. Op. 6, No. 6, which is quoted in Erwartung. Op. 

17, on October 18, 1905, after Gerstl had spent his first 

of probably four summers with the Sehoenbergs. On March 9, 

1907 Schoenberg began the Second String Quartet which deals 

with the break-up of his marriage. He uses texts by Stefan 

George in the third and fourth movements which speak of 

mourning, and a wish for his longing to be killed. He 

completed the work on July 11, 1908. When Dika Newlin 

asked Schoenberg about the significance of quoting the old 

Viennese tune "Ach, du lieber Augustin, alles ist hin," 

Schoenberg had said "All is l o s t — n o t i r o n i c a l — a real 

emotional significance," to which she had added in her 

notes, "apparently the quotation had a deep inner meaning 

for him which he did not care further to specify."1*' 

During 1908 Schoenberg had again invited Gerstl to spend 

the summer with the Schoenberg family at GmUnden, and it 

was during this stay that Schoenberg found his wife with 

Gerstl. 
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I denied the fact that my wife betrayed me....She 
lied--I believed her. If I had not believed her, 
would she have remained with me so long? Wrong! She 
did not lie to me. For my wife does not lie. The 
eoul of my wife is so united with my own that I know 
everything about her. Consequently, she did not lie; 
or else she was not my wife. And so it is. The soul 
of my wife was so alien from mine that I could not 
arrive at either a truthful or a dishonest 
relationship with her. We never really spoke with one 
another—i.e. , eommunieated—we just talked...We never 
knew each other. I also do not even know what she 
looks like. I cannot conjure up her likeness. 
Perhaps she does not exist at all. She lives only in 
my imagination. 1,51 

Mathilde's reluctant return to Schoenberg and her two 

children in Vienna resulted in the Schoenbergs* estrange-

ment and Gerstl's suicide at age 25 on November k, 1908. 

In late summer 1909 Schoenberg wrote a quite different 

Erwartune from the early love song of 1899. The expecta-

tion of his early love was now interrupted and changed by 

the events and emotions of 1908 and he includes a quotation 

from the song Am Weerand. written at the beginning of his 

crisis. 

Schoenberg tried to express his crisis in an artistic 

outburst. His own interest in painting was intense after 

the suicide, the greatest concentration of painting 

occuring in the years 1908-1910. The works from this 

period are largely self-portraits, or imaginary, night-

marish "visions." Self-quotations and private programs 

motivated his musical expressions. The problem of fidelity 

in particular was the focus in Erwartung (the man as 
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unfaithful), 1909. In Die glUckllche Hand (the woman as 

unfaithful), 1 9 1 0 - 1 3 . and in his disciple Berg's two later 

operas. Wozzeck, 1917-22. and Lulu, 1929-35. (the woman as 

unfaithful in both). 

When Schoenberg vacationed at Steinakirchen in August. 

1909. he could look back to the emotional performance of 

the last two movements of his Second String Quartet by the 

soprano Marie Gutheil-Schoder in December of 1 908. one 

month after Gerstl's suicide. Schoenberg later admitted he 

had conceived the part of the Woman in Erwartun* f o r 

Gutheil-Schoder.1<s He had also completed the following 

works: (1) Two Ballads. Op. 1 2 : Jane Gre.v and Per 

verlorene Haufen, i n the spring of 1907. (2) the song cycle 

£as Buch der hMngenden G M n e n in May of 1 9 0 9 . in which 

tonality and measured periods begin to disappear. ( 3 ) the 

Three Piano Pieces. Op. 1 1 , completed in August 1909, using 

free harmonies and avoiding repetitions, and (k) the Five 

Orchestral Pieces. Op. 16. also completed in August. 1 9 0 9 , 

in which Schoenberg explores timbre and makes use of such 

patterned devices as ostinatos. Schoenberg had spent a 

year in early atonal explorations. 

Obviously greatly inspired by the text which Marie 

brought to him. and perhaps identifying with the Woman's 

rejection and the murder of the lover. Schoenberg began 

work on the score and. as mentioned previously, finished it 

in an amazingly brief time, 17 days, from August 27 to 
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September 12, 1909. The score, 426 measures in length and 

some half-hour in duration, is set for one singer, a 

soprano. The part requires strength at extremes of the 

range, contains difficult intervals, and is highly 

dramatic; it requires a fine actress as well as a flexible 

singer. The work utilizes a large orchestra (though not as 

large as the massive orchestration for Gurrelieder with its 

48-stave format). The orchestra, as listed in the 

Universal Edition, includes (Figure 3): 

1 kleine FlHte Harfe 

3 grosse FlBte Celesta 

3 Oboen Glockenspiel 

1 Englisch Horn Xylophon 
1 D-Klarinette Pauken 
1 Klarinette in B Schlagwerk 
2 Klarinetten in A (Becken, grosse Trommel 

1 Bass-Klarinette in B kleine Trommel, Tamtam 

3 Fagotte Ratschen, Triangel) 

1 Kontrafagott I. Geigen (wenigstens 16) 
U HBrner in F II.Geigen (wenigstens 1 U ) 

3 Trompeten in B Bratschen (10-12) 
k Posaunen Violoncelli (10-12) 
1 Bass-Tuba Kontrabfisse (8-10) 

Fig. 3. Instrumentation of Schoenberg's Erwartung 

The following is a short chronology of a reconstructed 

order of available music manuscript materials. 

One of the two major extant score sources is the 

autograph full score (Partitur) signed by Schoenberg and 

dated October k, 1909* It was once in the possession of 

the publisher, Universal Edition, and was purchased by the 

Pierpont Morgan Library in New York from the collection of 
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Robert O. Lehman in 1 9 8 3 . As Rufer describes the 

manuscript, it is written in ink on 67 numbered pases (34 

sheets) of 30-staved paper measuring 26.5 x 34 em. 1 7 There 

are numerous additions and corrections in colored pencil or 

red ink, and paste-overs. The title page itself is a 

curious collage of letters drawn on graph paper, pasted 

onto 48-staved paper. The title page contrasts with the 

score itself with its 30-staved paper, giving the 

impression of adaptation from a previous score, perhaps a 

missing sketch draft. (See Chapter Four, p. 108, for a 

facsimile of the title page of the full score.) 

The other major score source is the manuscript short 

score or Particell, (Niederschrift, Archive # 2 3 6 7 - 2 3 8 6 ) , 

housed at the Arnold Schoenberg Institute in Los Angeles. 

The appearance of this manuscript is quite different from 

the autograph full score. This manuscript is in pencil, a 

very clean copy with few corrections in ink, on 24-stave 

oblong paper (29 x 36 cm., as described in the Rufer 

catalog1®). The manuscript is bound together, sewn with 

thread and contains the title Erwartune (Monodram) on the 

cover that is fashioned from staff-paper. The inscription 

on the upper right-hand margin of the first page of the 

score indicates the beginning date, 2 7 / 8 . 1909, and the 

last page contains the date of completion in large numbers, 

12/9. 1909. 

The pages of the short score are numbered from 1 to 
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19. with the recto numbers in the upper right margin, the 

verso numbers in the upper left margin, and the number 12a 

substituting for the superstitious Schoenberg's 13th page. 

The extreme cleanliness of the manuscript and the lack of 

any extended musical notes on Pappenheim's handwritten text 

lend further credence to this author's belief that the 

original drafts of the work are either missing entirely, or 

still to be found in some private hands. In spite of the 

dates on these two score manuscripts the full score has the 

appearance of a very early working-out of the composition, 

perhaps drafted from sketches, while the particell or short 

score has the appearance of a clean copy made from rather 

than before the full score. 

There are several indications in the scores which lend 

further credence to the theory that the autograph score was 

ss-^lier than the short score. There are curious paste-

overs on both the fifth page (mm. 144-145) and eighth page 

(mm. 221-222) of the short score manuscript (Schoenberg 

Institute Folios #2372 and #2375). These paste -overs 

include missing text and music. For instance, on the 

eighth page Schoenberg writes the Fw vocal upbeat to m. 221 

on the word "mein," and then skips both the text and music 

to the next two measures. The fact that both text and 

music are missing is complexing if this is an original 

draft. it is easily understood if Schoenberg is copying 

the short score from an already-completed sketch. It is 
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even possible that Schoenberg worked on both the full score 

and short score at the same time, perhaps writing out the 

full score from a sketch and then interrupting that process 

to sketch out the short score. Walter Frisch,-,,!' has found a 

similar process during the composition of the D-Minor 

Quartet, Opus 7. According to Frisch, Schoenberg stopped 

work on the score of the Quartet at least twice to make 

telescoped drafts or concept sketches. 

Schoenberg provides one further clue to the chronology 

of the manuscript sources of Erwartung. Both the autograph 

full score and Pappenheim's handwritten libretto have large 

penciled Roman numerals indicating some type of sectioning, 

and also indicating that Schoenberg was working back and 

forth between the libretto and the autograph score rather 

than the libretto and the short score. From these 

manuscript indications we may postulate an order to 

Schoenberg's compositional process. As Schoenberg read and 

studied Pappenheim's handwritten libretto, he made a few 

very brief musical notations as reminders. He perhaps then 

made some musical sketches of the primary musical ideas and 

their working-out (now missing). When the sketches were 

completed Schoenberg began writing the full score, pausing 

occasionally to check his conception by writing the short 

score, but working primarily between the libretto and the 

full score. 

In addition to Schoenberg's manuscript drafts, other 
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sources include fourteen pages of a piano reduction, 

apparently by Schoenberg, (Klavierauszug, Archive #2387-

2400), dated October 22, 1909. as well as Schoenberg's 

personal printed copies of Erwartune which contain 

conducting annotations. These annotations consist largely 

of meter indications written in large numbers to signal a 

change in beat patterns, and some dynamic modifications, 

presumably for greater audibility of the voice. There is 

also Schoenberg*s personal copy of the published piano 

reduction by Steuermann with the annotation on the front 

cover "Handexemplar mit " (probably corrections), in 

which at one point (m. 215) he corrects the alignment of 

the vocal C over the D of the Hauptstimme. 

The score was first printed by Universal Edition in 

1923. although Schoenberg was correcting proofs as early as 

January, 1914• **'"' A letter from Berg to Schoenberg on May 

7, 1915 indicates that Berg and Stein worked on correcting 

later proofs. 2 1 On May 21 Berg informed Schoenberg that he 

had completed the proofreading and that Stein was sending 

the list of corrections in the last set of proofs, 2 2 which 

explains the location of the printer's proofs in the Berg 

Stiftung in Vienna. 

Also in 191U, Eduard Steuermann, with Schoenberg's 

help, made the piano reduction of Erwartune in Berlin; this 

reduction finally appeared in print in January, 1923. 

Often it was Alban Berg who performed these tasks. In this 
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case he was too distant, in Visnnsi so Schoenberg opted for 

proximity and Steuermann.23 

Alban Berg had previously written guides to Schoenberg 

works, specifically the Chamber Symphony and Gurrelieder. 

Berg wrote in a letter dated January, 1923 that he was 

"completely immersed in Erwartung."a** so he may have 

penciled his notes into his copy of the score or piano 

reduction at that point. He may have been planning another 

guide, this time an analysis of Erwartung. It is likely 

that the brief notes written into Berg's copy of the 

Universal Edition and which make up the Berg "analysis" 

date from this time. 

Performance History Highlights 

The first performance of Erwartung did not take place 

until some 13 years after its composition. During this 

time a number of performances were planned but never 

realized. Aborted attempts included Mannheim in 1909. the 

Vienna Volksoper in 1910 with Max Oppenheimer as the set 

designer proposed by Schoenberg,2™1 Berlin in 1912, Mannheim 

in 1913 (Schoenberg told the director Bodanzky that the 

Mannheim orchestra was too small24' ), Leipzig in 1913. 

Dresden in 1914, and Paris in 1922. Erwartung finally had 

its premier on June 6, 1924 at the Deutschen Landestheater-

in Prague, conducted by Alexander von Zemlinsky, (Figure lx) 
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Schoenberg's teacher and father-in—law, and friend of Marie 

Pappenheim. The part of the Woman was sung by Marie 

Gutheil-Schoder, and the producer was Louis Laber, who also 

created the stage sets. The performance was successful, 

but rumors about enormous production difficulties kept 

Erwartung from becoming more widely performed. The German 

premier followed in 1928 in Wiesbaden where Paul Bekker was 

General Intendant, but Schoenberg did not attend. The 

production starred Edith Maerker and was directed by Joseph 

Rosenstock.2'3 On June 7, 1930, the Kroll-Oper- in Berlin 

presented Erwartung with Mode Forbach in the main role, 

Zemlinsky as director, and Teo Otto as set designer. The 

sets were described as "a dissolving view, but the 

production was ruled unsuccessful by the press. The next 

year, on January 9, 1931, Schoenberg conducted a highly 

successful radio performance in London with Margot 

Hinnenberg-Lef£bre as the Woman. 3 0 

Although a concert version had taken place in New York 

City on November 15, 1951, Helga Pilarczyk, who had starred 

in the 195U Hamburg production under conductor Leopold 

Ludwig, was brought to the United States for the I960 

American premier of the staged version in Washington, D.C. 

In 1963. the CBS recording (The Music of Arnold Schoenberg, 

Volume One, M2S 679) was produced from the premier which 

had been under the direction of Robert Craft. The same 

year, 1963. saw Pilarczyk's performance on the Wergo 
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recording (WER 50001, Hermann Scherchen conducting). A 

supplement contained extensive program notes based upon 

Helmut Kirchmeyer's interview with Marie Pappenheim. 

Gladys Spector sang the part of the Woman in a 1963 

performance in Hanover at the Landestheater. A 1975 CRI 

recording (SD 503) features Susan Davenny Wyner with Arthur 

Weisberg conducting, while the 1979 recording on London 

(LDR 71015) stars Anja Silja, Christoph von Dohn&nyi 

conducting the Vienna Philharmonic. The 1980 Santa Fe 

Opera production cast Nancy Shade in the starring role with 

David Agler conducting, while the 1989 Metropolitan Opera 

production was sung by Jessye Norman and conducted by James 

Levine. 

The Plot 

Erwartung is a monodrama, and as such, has one 

character, A Woman (Eine Frau). The plot concerns an 

unknown woman wandering through the woods at night. She 

stumbles over a dead body, which she discovers later to be 

that of her lover who had deserted her. Left unanswered is 

the question of the identity of the murderer, perhaps the 

"other woman", or perhaps even the young woman herself. 

The drama is contained in one act with four scenes: 

Scene I The edge of a wood. A woman dressed in 
white anxiously takes a path leading into 
the woods. 

Scene II Blackest darkness; broad path, high thick 
trees. The woman imagines things in the 
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dark, hears weeping, runs, stumbling over 
what she believes to be a body, but it is 
only a tree trunk. 

Scene III A path in the darkness, and to the side a 
moonlit clearing with grasses, ferns, big 
yellow mushrooms. The woman tries to calm 
herself, imagines her lover calling, sees 
giant eyes staring at her, becomes terrified 
of a giant beast, and calls on her lover for 
help. 

Scene IV A broad moonlit road coming out of the wood. 
Meadows and fields in green and yellow 
strips. On one side is a house with black 
shuttered windows. The woman's clothes are 
torn, face and hands lacerated and bleeding. 
She stumbles against the body of her dead 
lover, alternately kisses and reproaches the 
body for infidelity with the woman in the 
visible house. She kicks the body, and as 
dawn glimmers, imagines seeing her lover and 
wanders away seeking him. 

Each of the first three scenes is brief, while the 

lengthy fourth scene comprises the major portion of the 

monodrama. The diagram below illustrates the scene 

proportions. Numbers indicate total number of measures in 

each scene. (Figure 5) 

SCENES 

I II III 

137 | 52 | 351 

IV 

302 

Fig. 5. Length of Scenes in Erwartung 

The staging of the work was of great importance in 

Schoenberg's conception. In 1930 he clarified his 
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Intentions in a letter to Ernst Legal, the director of the 

proposed Kroll Opera production in Berlin: 

The most important thine is: I believe that you are 
not. one of the producers who look at a work only in 
order to see how to make it into something quite 
different. Such a wrong could never be greater than 
if done to me, since while I was composing I had all 
the scenic effects in mind, seeing them with the 
utmost precision. 

In "Erwartung' the greatest difficulty is this: 

I. It is essential for the woman to be seen always in 
.1?forest. so that people realise that she is afraid 
££. it ? ! For the whole drama can be understood as a 
nightmare. But for that very reason it must be a real 
forest and not merely a "conventional' one, for one 
may loathe the latter, but one can't be afraid of it. 

II. In composing I left almost no time for the three 
transformations, so that they must be managed without 
bringing down the curtain. 

III. Further, it is only in the last (4th) scene that 
the back of the stage plays any part, during which the 
front of the stage must be empty, so that anything 
disturbing a clear view must be removed.— 

The first two transformations can be done by merely 
shifting the light indicating the path along which the 
woman must go, so that she enters from different 
sides, and for the rest one can manage by merely 
representing another part of the forest by using some 
movable or revolving scenery. In the 4th scene the 
house in the background must become visible and the 
forest must have disappeared. 

This problem isn't easy to solve.—At home I have 
begun making a little model in an attempt to fit up 
two little revolving discs on the stage, so that by 
turning them to the side everything that's no longer 
wanted can be removed. On the groundplan that would 
perhaps look somewhat as shown by the enclosed paper 
model. Here there are two little discs. But one can 
perhaps fit up some more. The size is a matter for 
the technicians. There are four sections, each built 
up differently. By setting the axial points 
eccentrically one can get a narrow strip quite empty 
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for the ftth scene. The discs may be so small that 
they can be revolved by hand.—What do you think of 
the idea? 

....The objects and settings in my pieces also play 
their parts. and eo they should be just as clearly 
recognisable as the pitch of the notes.31 

Each of the four scenes takes place in a different 

part of the dark woods. Suspense is created by the 

descriptions of moonlight, references to things crawling 

and clutching at the woman, descriptions of black things, 

shadows moving, and yellow open eyes rising on stems (which 

are in reality mushrooms). 

Throughout all four scenes the audience is given hints 

of past events during calmer moments when the woman engages 

in memories. These segments alternate with more agitated 

moments when the woman's fear brings her back to the 

present reality. 

Several precedents exist for the type of composition 

we find in Erwartuna: the melodrama, an emphasis on women 

as the focus for drama and art, psychoanalysis, 

Expressionism, and Existentialism. The monodrama had a 

predecessor in the eighteenth-century melodrama. In 

France, J. J. Rousseau's Pygmalion (1762) used spoken 

monologue with inserted instrumental interludes. In 

Germany, Georg Benda's melodramas used spoken words and 

music simultaneously and led to a whole series of similar 

works by other German composers. The new genre was often 
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called "monodrama" (or duodrama if two characters were 

involved), starring & heroine in monologue, her emotions 

and actions interpreted by the orchestra. Chapter Four 

presents a history and description of the genre to 

Schoenberg's time. 

Another parallel development was the emphasis on women 

as the center of drama and art. 

Woman, as a subject for admiration, representation and 
decoration, assumed a prominent position in the art of 
the fin-de-si£cle period; an art which takes on a 
decidedly feminine character. Strangely enough, it is 
the woman who is featured, almost to the total 
exclusion of the male. Men are cast in roles 
subordinate to women or delicate youths, who are all 
seemingly removed from everyday reality.3:2 

Dante Gabriel Rossetti's The Blessed Damoael of 1847 

pictured the archetypal woman with long blond hair, blue 

eyes, fair complexion, and always associated with flowers. 

Her image influenced Debussy's cantata La Damoiselle £lue. 

The child-like woman-image becomes unattainable, dream-

like, an innocent temptress in Debussy's "La Fille aux 

cheveux de lin," "Ondine," and "Sirenes," from Nocturnes• 

The woman often became a tragic figure, dying an early 

death, and in the Symbolist poems, such as those by 

Baudelaire and Mallarmi, she became identified with water 

and moonlight. Maurice Maeterlinck's M&lisande is the 

epitome of this ideal, a pale and frail creature lost in 

the forest. She has a mysterious unknown past and is 
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destined for a tragic future. There is always an erotic 

fascination with the maiden's long hair. 

Such images were not without effect in Vienna. 

Maeterlinck was an important topic of conversation in 

artistic circles, and was the source for Schoenberg's tone 

poem Pelleas und Melisande. The Woman in Erwartung also 

has a strong resemblance to the fated Melisande. She too 

is lost in the forest, is without past other than what she 

reveals to us of the immediate past, and is doomed in her 

innocence to a tragic fate. But in Erwartung the physical 

characteristics of Melisande are transfered to the "other" 

woman who has "pale white arms". 

In the art world of Vienna the M&lisande image is to 

be found prominently in the works of Gustav Klimt. His 

sinuous forms and tendrils of hair winding through borders 

of the pictures provide a counterpart which pervades his 

work, as well as the work of the Judendsti1 movement. But 

Klimt's elongated figures, some with bulging pregnant 

abdomens, some with their less attractive features 

emphasized, are the beginning of the distortions of 

Expressionism. 

In drama Woman and her dilemma had become the focus 

for psychological explorations. Such playwrights as Henrik 

Ibsen (A Doll's House). Oscar Wilde (Salome), Frank 

Wedekind (Pandora's Box. the source of the Lulu stories on 

which Berg based his opera), and August Strindberg (The 
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Father, and Mies Julie). and composers Waener and Strauss 

dealt with the woman in psychological terms. In fact, 

Strauss's Salome was premiered in 1906, and Elektra was 

premiered in March of 1909, six months prior to the 

composition of Erwartung. It is the unbearable plight of 

the Woman in Erwartung which carries the monodrama into an 

even darker realm than the kingdom of M4lisande. The 

Woman's situation has become so desperate that murder and 

madness are her only alternatives. 

A third and related influence may be seen in the 

interest in psychoanalysis aroused by Freud. With the 

publication of his The Interpretation of Dreams. as well as 

the reports of some early clinical cases in hysteria and 

neuroses, particularly Breuer's anxiety case, Anna O., 

interest in the psychological states of women was high in 

turn-of-the-century Vienna. Marie Pappenheim's interest in 

psychology as a medical student and her personal connection 

to Freud through her cousin Bertha's notoriety as Anna O. 

have already been chronicled. In addition, both Gustav 

Mahler and Alban Berg, friends of both Pappenheim and 

Schoenberg, consulted with Freud. Mahler sought Freud out 

in August of 1910 concerning problems with his wife, after-

canceling three prior appointments,-3 and Berg met with him 

on July 23, 1908 after an asthma attack. Berg was 

particularly impressed with Freud's ideas and took the 

occasion to question Freud on his theories, conversations 
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Berg shared with Schoenberg.34 

A fourth influence came from the Expressionietic 

movement, which peaked between the two World Wars, and 

which was discussed in Chapter Two of this study. Eric 

Salzman characterizes Expressionistic dramatic works as 

"intense internal psychological conflicts... represented 

externally by certain violent, striking, artistic materials 

whose shape grows out of conflict, paradox, contradiction, 

and psychological conflict."3* Kenneth Cameron and 

Theodore Hoffman describe some common elements of 

Expressionistic plays: 

the symbolic externalization, in acting, setting, and 
incident, of the inner emotional content and the inner-
psychology of characters and action.... the symbols 
emanate from the protagonist; they symbolize his 
predicament in his own terms....(Expressionistic 
plays) make the individual the measure of all things, 
presenting his world to the audience in the heightened 
symbolic language of dreams.3*' 

One further influence may be seen in the philosophy of 

Existentialism, a doctrine which regards man as totally 

free, yet responsible for his own acts, and the source of 

his own anguish. The feeling of isolation and alienation 

is caused by the realization that each individual's 

experiences are unique and can not be shared or really 

understood by others. The protagonist is "locked into a 

prism of his own consciousness."3'5' 

Cameron and Hoffman, in The Theatrical Response, have 
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drawn four categories for analyzing drama. These 

categories are helpful for examining Erwartung. They are 

plot suspense, character suspense, audience identification, 

and the playwright's language.38 

Plot suspense is immediately created by the sets, as 

well as by the actions and speech of the distraught woman. 

The sets depict dark woods lit only by moonlight. The 

location of the path through the woods changes with each 

scene to indicate progress through the woods. The 

importance of the scenery is indicated by the fact that 

Schoenberg sketched several settings in watereolor, crayon 

and pastel. These are reproduced here and I have arranged 

them in an order which follows his scene descriptions in 

the libretto3'" (see Figure 6). 

The Woman's fragmented lines indicate her already 

disturbed state. Lines such as "I'm frightened....So 

horribly quiet and void....Then you may die....The moon is 

full of terror,""10 add to the sense of impending doom. 

Scene II maintains the suspense through references to 

things crawling and clutching at the woman. She says "Is 

there someone?.... I hear a rustle...It moves from bough to 

bough...It's over my head!" Scene III adds to the fear of 

the woman (and of the audience) by references to black 

things, shadows moving, yellow open eyes rising on stems 

and staring, and cries of "No beast, dear God, no beast! 

Oh, I feel such a f e a r . . I n Scene IV, as in the other 
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91 

scenes, there are moments when the tension is allowed to 

relax momentarily in order to build the sense of fear 

again. 

Throughout all four scenes the audience is given hints 

of prior events leading to the present by means of the 

calmer moments when the Woman recalls the past. The 

audience understands that the Woman is hoping to meet her 

lover, that there is another woman involved, and that there 

is a great deal that is ominous about the setting and the 

Woman's state of mind. 

The gc&.ne Jl fairet the confrontation between main 

characters, occurs between the Woman and the dead body of 

her lover in Scene IV. It is here that the audience learns 

most about their relationship, specifically the Woman's 

Jealousy and anxiety over her lover and the other woman. 

With regard to suspense of character the process is 

one of concealed identities which are only partially and 

gradually unfolded to the audience. We learn nothing of 

the backgrounds of the three characters. The Woman recalls 

the settings of romantic meetings with the man and reveals 

only her feelings towards him. When he neglects to see her 

for three days she reveals her obsession and possessive-

ness. In the fourth scene, as a house is revealed at the 

back of the set, the audience gathers brief bits of 

information about another woman. The Woman reveals the 
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most about herself as she expresses rage over her lover's 

deception with this other woman. The audience is left with 

unpleasant impressions of all three characters. However, 

the most important Question is left unanswered, "Who killed 

the man?" 

Audience identification is aided by disguising the 

elements of the theatre. The darkened theatre immediately 

draws the audience's attention to the stage and creates a 

feeling of suspense. The impression of a real forest 

conjures up an emotion common to most people: fear of the 

dark and of getting lost. The naturalistic makeup and 

dress contributes to the audience's belief in the realistic 

situation. All of these are features which draw the 

audience into the drama. These elements, if rendered as 

Schoenberg and Pappenheim designed them (see Schoenberg's 

letter to the director in Berlin above on page 82), serve 

to Increase the audience's identification with the Woman. 

The language in Erwartung is essential to the 

understanding of the Woman's disoriented state, a state 

expressed in the text in unfinished fragments and 

disconnected thoughts. The language is also used to make 

the abstract visual. The references, for example, to hands 

clutching and to beasts serve to objectify some of the 

Woman's fears. By itself the playwright's language should 

not be sufficient; the theatre's other symbols are 

necessary to clarify the meaning. In Erwartung. the 
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monologue is so fragmented, the references to externals so 

profuse, and the gaps in the text so frequent, that much 

room is left for the application of dramatic action and 

coordinated sets. 

One further element used dramatically is that of 

character psychology. A character is normally defined by 

what he says, what others say about him, and what he does. 

The ambiguity of the woman is assured by the fact that no 

one else appears from whom to obtain an impression. One 

must rely on her words, indicating a greatly disturbed 

state, and on her impressions of the other characters. We 

understand that both the man and the other woman are 

dishonorable, that the Woman alone has been faithful, and 

that what has happened to her is unreasonable. As the 

audience begins to recognize the Woman's paranoia, non-

verbal symbols are added as hints of character development. 

The moonlight lends an impression of unreality, reflecting 

the Woman's state of mind, and her eventual madness. 

Later, the Woman's actions toward the body, making love to 

it and then kicking it, are outside the bounds of normal 

behavior. The audience suspects at that point that the 

demented Woman may be the murderer. Finally, the Woman 

thinks she hears the man's voice calling her and wanders 

off into the woods to find him. These actions, hearing 

voices, and wandering off to find him, in spite of his 

death, now so obvious to the audience, are the decisive 
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elements in convincing the audience of her delirium. 

Although externally the work deals with love, 

rejection and Jealousy, the monodrama explores isolation, 

alienation, suffering, anxiety and fear. The woman's 

isolation leaves only Erwartung--expectation, but no 

fulfillment. 
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CHAPTER IV 

THE MELODRAMA: ITS HISTORICAL TRADITION 

Introduction 

During the time of his "free atonal" period, 

Schoenberg experimented with various types of melodrama. 

The three atonal works, Erwartune. Die gltlokliohe Hand, and 

Pierrot lunaire are Schoenberg's best-known melodramas, but 

they are by no means the only examples in his oeuvre, nor 

the first composed. Melodrama appeared earlier in the 

Summer Wind narration in Part III of Gurrelieder. a large 

Wagnerian, late-romantic work composed in the first year of 

this century. In the section in question, Pes Sommerwindes 

wllde Jagd (Melodram), Schoenberg notates the speaker's 

part on a musical staff with standard rhythmic notation. 

However, he uses Xs for noteheads to indicate that the part 

is to be intoned in a kind of heightened speech-song. 

Schoenberg coined the term Spreehstimme for this technique. 

Schoenberg continued to experiment with new methods of 

text delivery in later melodramas. In Die gltlokliohe Hand. 

Op. 18, a drama with music composed between 1910-1913, the 

choruses are partly spoken. In Pierrot lunaire. Op. 21 

(1912), an atonal song cycle of 21 poems composed in the 

same period, Schoenberg uses traditional notation for the 
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speaker's part. This time, however, there are Xs on the 

stems of the notes to indicate that the exact pitches are 

not to be sung. As before, the notation serves merely as a 

guide for the female-voiced narrator who is called upon to 

swoop from pitch to pitch in a portamento-like style, 

following the speech rhythms of the text. The entire text 

of the work is notated in Sprechstimme fashion. 

Schoenberg developed a technique similar to 

Sprechstimme in a setting of Byron's poem Ode to Napoleon. 

In this melodrama, a serial work composed in the closing 

years of World War II (19&2), Schoenberg specifies the 

rhythmic values he wants using standard notation. However, 

to discourage the performer from "singing" the pitches, 

Schoenberg dispenses with the conventional five-line staff. 

In a new type of graphic notation that maps the general 

contour of the narrator's declamation, he places notes on 

leger lines immediately above and below a single horizontal 

reference line. 

Four years after the completion of the Ode to 

Napoleon. Schoenberg composed a six-minute music drama 

which recounts a Jewish prisoner's struggle for survival in 

a Nazi concentration camp. Entitled A Survivor from 

Warsaw. Op. U6, this melodrama presents yet another 

arrangement of traditional and more experimental methods of 

text-delivery. The notation for the narrator is similar to 

that in Ode to Napoleon, but at the conclusion of the work, 
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a male chorus sines the "Shema Yisrael" In response to the 

speaker's nlehtmarlsh tale of death and torture. Rapid 

ascending and descending passages in the orchestra and 

radical extremes in dynamics demarcate scene changes and 

punctuate the tale of horror. 

Schoenberg also experimented with new ways of 

combining traditional solo singing and speech as had Weber 

in the Wolf's Glen scene in Per Freischtltz. In the scene 

Weber assigns the hero Max a singing role and Samiel, the 

devil, a speaking part. Caspar, who serves as an 

intermediary between Max and Samiel, is able to communicate 

with them only by using their particular "language." 

Similarly, Schoenberg, in his incomplete opera Moses and 

Aron. (1930-32), contrasts the main characters by assigning 

each their own unique form of utterance. Moses, who lacks 

eloquence, is cast as a speaking part, while his brother 

Aron, who must become his spokesman, is a lyrical tenor. 

Thus, in Moses and Aron. Schoenberg draws on both 

traditions of the melodrama, the spoken and the sung. 

This brief introduction to Schoenberg's melodramas has 

concentrated on the most familiar aspects of these works: 

his development of Spreehstimme and related practices as an 

alternative to more traditional methods of text-setting. 

The measure of his success may be seen in the pervasiveness 

of the technique in contemporary vocal literature. While 

the genre itself has not enjoyed a comparable success, a 
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lack of understanding of its development and conventions 

makes it difficult to appreciate the full extent of 

Schoenberg's accomplishment in Erwartune. 

As a background to an analysis of the musical and 

dramatic structure of Erwartune. it will be helpful to 

trace the history of melodrama in order to understand what 

the genre had come to mean to composers of the early 

twentieth century, and the extent to which Schoenberg's 

setting reflects prevailing attitudes toward the genre. To 

accomplish this end, the present chapter will examine 

definitions of the term melodrama (and the related term 

monodrama, the sub-title of Erwartune). provide a brief 

overview of the genre's theatrical history, and review the 

musical history of melodrama, discussing representative 

examples from both the French and the German traditions. 

The chapter will conclude with a discussion of the 

melodrama revival in fln-de-si^cle Austria and Germany, and 

will Include a comparison of melodramas contemporaneous 

with Schoenberg's Erwartune. 

Before we can proceed with the task at hand, two 

details require further clarification. First, it is 

necessary briefly to consider current usage of the term 

ostinato which differs fundamentally from the more familiar 

usage associated with music of the Baroque period. Second, 

it is important to examine the state of the sources for 

Erwartune. for they establish that the generic description 
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"Monodram" was added by Schoenberg's librettist after he 

had already completed the score. 

Defining the Term "Ostinato" 

Repetitive melodic and rhythmic patterns abound in 

Erwartune. These ostinatos are highly idiosyncratic 

configurations, repeated unaltered pitch or rhythmic 

figures that appear throughout the entire texture. They 

are not restricted to the bass line as are the 

stereotypical basso ostinato patterns of the Baroque period 

though, as Baur observes, the twentieth-century ostinato is 

usually accompanimental.1 In their definition of the term 

ostinato, Slegmund Levarie and Ernst Levy make the same 

point: 

In ostinato compositions of all types, unity (provided 
by the repeated element) and multiplicity (provided by 
the other voices) are not interwoven but assigned to 
separate and parallel layers.2 

The ostinato principle is, of course, almost as 

ancient as music itself. David Ward-Steinman has 

demonstrated the pervasiveness of the principle in 

Comparative Anthology of Musical Forms with discussions and 

examples of various types: motivic, harmonic, isorhythmic, 

ground bass, and passacaglia. His examples span history 

from primitive pygmy music to the works of Berg, Schoenberg 

and Stravinsky. The principle, as he describes it, 

consists of an element repeated "obstinately."3 
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The length of ostinato patterns varies from composer 

to composer and work to work. Though the length is not 

prescribed, the repeating rhythm or pitches must, according 

to David Fanning's description of Sehoenberg's ostinatos in 

Erwartung. consist of a "literal reappearance of a 

configuration (disregarding dynamics and articulation), 

forming at least 2 units.""* And according to Siegmund 

Levarie and Ernst Levy, "to remain recognizable, the 

ostinato figure cannot be overly long."® Leon Dallin in 

Techniques of Twentieth Century Composition provides 

examples of patterns which range in length from three beats 

to four measures, from a simple ostinato in one instrument 

or one layer, to more complex ones involving several 

instruments or layers.6 The longest ostinato in Erwartung 

is thirteen measures long, the shortest two beats. 

Scholars have observed that in non-tonal music 

ostinatos provide an important means of creating a sense of 

unity and continuity. Levarie and Levy suggest two 

additional technical advantages that ostinatos offer. In 

improvisatory-type compositions ostinatos can fill a gap or 

gain time until a new idea is found for continuation. They 

are also especially effective at the end of movements 

because repetition intensifies an impression and helps 

create a sense of closure. In Erwartung Schoenberg 

exploits the "cadential" possibilities of the ostinato to 

articulate divisions within the one movement work. The 
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most obvious and structurally significant example of this 

form-defining procedure occurs at the end of Scene Three 

which concludes with a thirteen-measure ostinato, the 

longest ostinato in the entire composition. 

Schoenberg exploits another property of the ostinato 

in Erwartune. Siegmund Levarie and Ernst Levy consider 

ostinato a type of variation procedure: 

The multiplicity contraposed to the unity of an 
ostinato composition stems from the principle of 
variation. Both ostinato and variation are substance-
producing principles, because neither repetition nor 
variation implies limits. The shaping of the whole in 
a piece containing an ostinato is therefore determined 
by the same morphological principles that govern 
variation.r 

Schoenberg's mastery of variation technique comes to 

the fore in Erwartune not only in the inventiveness of his 

ostinatos and his skillful adaptation of the clichAs of 

melodrama within the context of an atonal framework: it is 

also apparent in the imaginative way in which he treats 

ostinato and variation technique as independent but related 

processes at the end of Erwartune. In the final scene the 

ostinatos themselves are subjected to variation technique. 

The ostinatos in Erwartune present an imaginative 

array of patterns of varying length and complexity. I have 

suggested that the placement of these patterns reflects 

long-range structural planning on Schoenberg's part. I 

would also like to propose that the configuration of the 
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ostinatos themselves as well as the figuration in the parts 

that appear in combination with them can only be properly 

understood when viewed in the context of the conventions of 

the melodrama. Indeed, the rapidly ascending and 

descending scales, tremolo, trills, and repeated notes as 

well as the numerous "oscillating" figures that Schoenberg 

uses in Erwartune were part of the exaggerated, expressive 

figuration of the melodrama from its inception. 

The Genesis of the Term "Monodrama" 
for Schoenberg * s Erwartune 

Little is known about the formative stages of 

Schoenberg*s collaboration with Marie Pappenheim. In an 

interview with Helmut Kirchmeyer shortly before her death 

in 1966, pappenheim told Kirchmeyer that Schoenberg had 

asked her for an opera text. She wrote Erwartune instead, 

telling Schoenberg, "At most I could write a monodrama,"*' 

i.e., a melodrama for one character. 

The published score of Erwartune. Op. 17, is subtitled 

"Monodram." It is not known at precisely what point in the 

genesis of the libretto Pappenheim added the sub-title. 

What is important for our understanding of the music is the 

fact that Schoenberg had already completed the score before 

Pappenheim gave her text a genre designation or title. 

Whether Schoenberg treated the text from the outset as the 

opera text he had requested or whether he changed his 

approach in the course of his collaboration with Pappenheim 
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and set the text as a melodrama can only be Judged by the 

evidence In the music itself. 

The sources for Erwartune represent four stages In the 

evolution of the work. The undated first draft of the text 

in ink in Marie Pappenheim's hand has no title. In the 

apparent second draft of the text, a typed copy also 

undated, the subtitle "Monodram" appears on the title page 

as follows (Figure 7)J 

E r w a r t u n g 

Monodrama 

von 

Marie Pappenhaira 

Musik 

von 

Arnold Scfconberg 

Fig. 7• Title Page of Pappenheim's Libretto, Typed Copy 

The apparent third stage,'* the manuscript short score 

in Schoenberg's hand, dated 27/8.1909 in the beginning, and 

completed 12/9.1$?09, has a hand-written title page (Figure 

8 ) : 
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* 

Fig. 8. Title Page of Schoenberg's Short Score 
of Erwartune 

The extant fourth stage, the autograph full score (in 

the Robert Lehman collection of the Pierpont Morgan 

Library, New York City) is signed and dated 10/4. 1909-

The words on the title page are cut and pasted on il8-stave 

music paper as follows (Figures 9 and 10): 

ERWARTUl [NG 

(MONODRAM) 

DICHTUNG 

vonl 

MARIE PAPPEN [HEIM 

MUSIK 

von 

ARNOLD SCllHONBERG 

OP. 17 

Fig. 9. Reproduction of Title Page of Erwartune 
Autograph Score to Show Cut and Pasted Letters 
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ERWAEIUNQ 
• -

i. v. 

•'•- — -rr- .js 
-Tr'W-r--* 

:•=*;•>#•"• -'• --̂K • • " -
. r ^^ - ^ 

ARNOLDS CHONBERC 

\Yl e f, Cwr:i'-' "*"'':' irtiPZ l * 

U EJ'. ̂  3 W 

Fia. 10. Title Page of Autograph Score of Erwartune 
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Defining Melodrama 

The melodrama developed alone two Independent lines, 

one musical, the other theatrical. Thus, the term 

melodrama may refer to a theatrical vocal work or a staged 

Play. 

1. Orig., a sensational or romantic stage play with 
interspersed songs and an orchestral accompaniment. 

2. Now, a drama with exaggerated conflicts and 
emotions, stereotyped characters, etc. 

3. Any sensational extravagantly emotional action, 
utterance, etc.10 

The themes, plots, and character types in both genres have 

much in common. It will therefore be helpful to review the 

melodrama in dramatic history to observe these points of 

contact between the two genres before concentrating on the 

musical manifestations of melodrama, the subject of our 

chapter. 

The Melodrama in Dramatic History 

Frank Rahill speaks of the dramatic function of 

melodrama: 

Melodrama is a form of dramatic composition in 
prose partaking of the nature of tragedy, comedy, 
pantomime, and spectacle, and intended for a popular 
audience. Primarily concerned with situation and 
plot, it calls upon mimed action extensively and 
employs a more or less fixed complement of stock 
characters, the most important of which are a 
suffering heroine or hero, a persecuting villain, and 
a benevolent comic. It is conventionally moral and 
humanitarian in point of view and sentimental and 
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optimistic in temper, concluding its fable happily 
with virtue rewarded after many trials and vice 
punished. Characteristically it offers elaborate 
scenic accessories and miscellaneous divertissements 
and introduces music freely, typically to underscore 
dramatic effect.11 

At some point early in the eighteenth century "dumb" 

shows or pantomimes became common in France, due to the 

royal patents granting sole rights for theatrical singing 

and speaking to the ComAdie Francaise and L'OpAra. 

Probably Italian in origin, the pantomimes featured stock 

characters and costumes. The elaborate costumes and 

affects appealed to the audiences on the Boulevard du 

Temple. With the reforms in 1779 of Jean-Francois Mussot, 

known as Arnould-Mussot, pantomime took on a more serious 

plot, although still sentimental and puritanically moral. 

Themes were Increasingly drawn from history or current 

events. The music performed was intended to clarify the 

action and heighten dramatic effect. The heroic pantomime 

was the immediate ancestor of Boulevard melodrama. Comic 

elements were still important, and a persistent theme among 

the popular plots was that of the innocent maiden 

persecuted by a tyrant.1* 

The theme of tyrants and heroes defying authority was 

fanned by the French Revolution. In keeping with this 

theme the young Friedrich Schiller created Die RHuber in 

1781. Jean Lamartelli^re changed Schiller's plot in 

Robert. chef de. brigands of 1792, by pardoning the villain 
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and substituting a happy ending.13 

Ren£ Charles Guilbert de PixerAcourt, the "father of 

melodrama," was strongly influenced by the midway-clatter 

of the Boulevard, the popular atmosphere, and the political 

climate fueled by revolutionary ideas. Pixer4court*s first 

melodrama, Victor ou 1'enfant de la for&t (1797) was a 

bandit piece influenced by Die Rftuber. but it lacked both a 

comic character and the recalcitrant villain. Coelina ou 

1'enfant du myst£re by Pixer&court, first performed in 1800 

at the Parisian Boulevard theater, the Ambigu, was the 

first internationally successful melodrama. It featured 

the character Truguelin wandering about the stage as a 

madman.1** Already established dramatic conventions 

Included: an opening monologue or explanatory dialogue 

introducing the main theme of persecuted innocence, 

contrived complex situations, new stage pictures with each 

act, the use of reconnaissance (a recognition scene often 

accomplished by an intermediary comic figure), and the 

grand spectacle which portrayed the heroine driven out into 

hostile nature or the cruel world.1® 

PixerAcourt's popularity was due partly to his skill 

with stage effects and the element of surprise. His main 

contribution lies in the permanent welding of sentimen-

tality to melodrama. 

As the nineteenth century dawned, the authors Caigniez 

and Ducange became early followers of Pixericourt. By the 
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1820s, traits of Romanticism influenced melodrama. There 

was an increasing disregard of the classical stage theory 

of the unities, melancholy and despair became prevalent (a 

Byronic influence), and morals were treated less strictly. 

Although the popularity of Romantic drama threatened 

the life of the melodrama in the 1830s, melodrama had 

regained its popularity by the I8il0s, joining elements from 

both traditions. By now the comic character had virtually 

disappeared, as had the bandits and ghosts so prevalent in 

earlier plots. The Jesuits were the favorite villains, and 

Bonaparte the hero of the 1830s. Napoleonic spectacles 

increased to such proportions that the insertion of a short 

comic scene before the curtain was needed to facilitate set 

changes.14. 

By the end of the nineteenth century the cape-and-

sword hero had become important to the plot. The influence 

of Realism may be seen in the colorful depictions of 

various social strata. In the 1870s the lost child was a 

frequent theme.17 

Two phenomena contributed to the demise of the 

melodrama as a theatrical form in Paris: the destruction 

of six melodrama theatres in 1862 as a precaution against 

fires,1® and the rise of the cinema, which carried on the 

melodramatic theatrical themes.1"5" In addition, Freud's 

explorations into the complexities of human motivation made 

the simple black-and-white emotions of melodrama look 
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foolish. The First World War also brought disillusionment, 

and audiences eould no longer believe in simple justice. 

Melodrama thrived in England long after its popularity 

waned on the continent. By 1918, however, the melodrama 

was virtually extinct. Only on the back roads and in rural 

areas of America did touring companies continue to bring 

the perils of melodrama to the public. 

The Melodrama in Musical History 

Music was undoubtedly important in the early days of 

melodrama. PixerAcourt, for example, composed scores for 

each play, and used the orchestra throughout the play. 

Identifying motives were often used for each character, 

songs and ballets were frequently introduced, and 

descriptive passages were used, particularly to accompany 

the pantomime sections and to accompany dialogue and 

heighten the drama. 

Before exploring the origins of the musical melodrama 

let us examine some further meanings of the term. The 

musical melodrama has several interpretations, as the 

following definitions demonstrate. 

A stage presentation intermediate between play and 
opera, consisting of spoken text and background music. 
If only one or two actors are involved, the terms 
"monodrama" or "duodrama" may be used.20 

A kind of dramatic composition, or portion of a work, 
in which the actor recites his part while the 
orchestra plays a more or less elaborate commentary on 
the situation of the moment...21 
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A kind of drama, or a part of a drama, ±n which the 
action is carried forward by the protagonist speaking 
in the pauses of, and later commonly during, a musical 
accompaniment. (It is distinct from the Italian 
melodramma. meaning simply 'musical drama,' or opera.) 
... The term 'melodrama' is also used in a less 
specifically musical sense to denote a kind of play, 
particularly popular in the 19th century (more 
commonly without a musical accompaniment) in which 
romantic and frequently sensational happenings that 
follow certain conventions are carried through until 
at the end Good triumphs and Evil is frustrated.22 

Musical melodrama, then, involves the use of either 

(1) spoken voice interspersed with orchestral comments, or 

(2) spoken voice accompanied by orchestra. It is a logical 

continuation of the text-music explorations of early opera: 

from monody, with its new speech-like or declamatory vocal 

style, to the development of an aria/recitative dichotomy, 

to further distinctions between secco and accompagnato 

recitative, and finally, to the spoken declamation of 

melodrama. The historical progression seems to have come 

full circle. Melodrama represents yet another attempt to 

find a satisfactory relationship between text and music. 

The French Origins 

Although the origins of musical accompaniment to drama 

would be difficult to trace, the melodramatic style was 

demonstrated as early as 1753 with J. E. Eberlin's Latin 

drama Sieismund. in which a speaking voice was used against 

a musical accompaniment.23 However, the invention of 
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melodrama as a genre may be traced to Pygmalion, a scfene 

lvrlque with libretto by Jean Jacques Rousseau.2"1 

Rousseau's story, based on Ovid's Metamorphoses. concerns a 

female statue, GalathAe, who comes to life, and then, at 

the final curtain, collapses into the arms of Pygmalion, 

her creator. It was sketched in the 1760s and was probably 

first performed with music by Rousseau. In 1770 Horace 

Coignet set Pygmalion to music. Coignet's setting is 

simple, yet there is an exploitation of dynamics for 

expressive effect and the use of syncopated repeated chords 

at the climax of the passage in m. ll (see Example 1). 
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Ex. 1. Coignet, Pygmalion. Andante, Ietel, p. 75 

Two of the 26 ritournelles in Coignet's setting of 

Pygmalion were by Rousseau: the Andante of the Overture 

(Example 2) 
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Nr. 3. Cet Andantino est de M. Rousseau. 

'T*. rT. 'l 

sotto wee segue. 

$ M 

$o#o poce. poco / P poeo f 

& 

Ex. 2. Rousseau, Pygmalion. Andantino, Istel, p. 73 

and an Andante accompanying the completion of the statue by 

the sculptor.351 (Example 3) 

Nr. 5. [Andante No. 2.) Cet Andante est de M. Rousseau. 

43 —s— 0 ps*,— K - — ^ 0 ^ 

\r "•* >—1 

H a s f7~trr. t~'1 fc 

f l ~ b ~ ~ 7 r T - '- — j — — y - j 1 * ft fc A 
i—^ a — 

~ r i r ̂— I—^—g ...{J: U — — 

* '• ^ •' J 1 ^ f ? 

Ex. 3. Rousseau, Pygmalion. Andante, Istel, pp. 76-77 
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Rousseau's andantes are more elaborate than Coignet's, 

making use of more complex rhythms and ornamentation. 

In this first production there was no singing. 

Rousseau's method of linking the words to music was novel. 

Short, independent, often dance-like orchestral pieces were 

inserted in between the declamation. He had declared, in 

Lettre sur la musiaue francaise in 1753. that the French 

language was unfit for operatic recitative. Therefore, 

words and music in Pygmalion were presented alternately, 

the musical phrase preparing, and followed by, the spoken 

phrase. 

Rousseau's innovative melodrama created a sensation, 

playing in Lyons in 1720, Weimar in 1772, and Paris in 

1 7 7 5 . R o u s s e a u was important to the development of the 

melodrama in having explored the dramatic relationship 

between voice and orchestra in three ways: 

1. alternating voice and orchestra, allowing each to 
speak unhindered for greatest dramatic effect, 

2. allowing the orchestra a greater role by 
permitting it to comment on the emotions of the 
speaker's text, 

3. creating dramatic effects through a more colorful 
use of the orchestra. 

Crossing between the two cultures, French and 

Austrian, Christoph Gluck (1714-1787) continued the French 

emphasis on orchestral color which had been spawned by the 

new interest in mime. He used the orchestra to express 
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dramatic gesture, but painted broader tableaux rather than 

individualized subtle expressive actions. By the 1790s 

more and more elaborate figures were used in French opera, 

particularly in melodrama sections of opera. Such devices 

as rocking, palpitating, fluctuating figures, and ascending 

and descending passages became commonplace. Running 

figures, for instance, became a standard device for 

entrance and exit music.27 

The German Origins 

In 1772 two German musical settings of Rousseau's 

Pygmalion were performed, one by Anton Schweitzer and one 

by Franz Aspelmayer, preparing the ground for a fertile 

tradition in Germany. The music has not survived, but the 

libretto to Aspelmayer's version20 indicates a minimal 

musical participation: a short opening ritournelle (to 

last two minutes) (Figure 11), 



PYGMALION' 
S e i n e Lyrique 
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le Tbedtre reprisente un Attelier de Sculpteur. Sur la cSiis on voit 
da blocs de marbrt, des groupa, da ftaiua Tbauch&s. I)ans le foiid 
eft une autre ftatue caehie sous un pavilion (Tune etoffe ligere ei 
hillantf, ornee de cripines & de guirlanda. 

L'Ouverture precede d'une d em i-minute le lever du rideau 

MUSZQUE. SCtNE. 

Lt premier morcrmj 
qui fmt Tmtverturt it 
f j hi, pemt commit 
tile, Tmajablemmt, riti> 
fmie'tuJe, It chagrin & 
If iuouTM^ement. 

Durec 
des 

ritournelles. 
Deux 

minutes. 

{t) Pygmalion ajjis & accoudi 
rive dans Tattitude d*un hommz in-
quht & triste: puis/e levant tout 4 
coup, il prend fur fa table lesoutih 
de fon art, va donner, par interval-
les, quelques coups de d\tau fur 
quelqufunede Jes dbaucbes, fe recule 
ei regarde d*un air miamtent et di-
oouragL 

PYGMAUOX. 

H n'y a point la d'ame ru de 
vie... ce n'eft que de la pierre... 
}e ne ferai ricn de tout cela. — 
O mon gdnie, ou es-tu ?..» mon 
talent qu'es-tu devenu ?.., tout 
mon feus'eft £teint... mon ima-
gination s'eft glacfc... le mar-
bre fori froid de tnes mains... 
Pygmalion tu ne lais plus des 
Dieux... tu n'tsplusqu'un vul-

Fig. 11. Aspelmayer, Pygmalion. Libretto, 
Music Indications, Revue Musioale. 375 

and brief musical pieces (10-30 seconds) which accompany 

the narrator's words. These narrative portions, usually 

only one to two sentences, are inserted into what is 

essentially a long monologue by Pygmalion. Galath&e has 
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only four brief l ines at the close of the sc&ne lyrlque. 

(Figure 12) 

MUSIQUE. — »»$ — SCfNE. 

*7 
Ia mtufyut r/pilt 

sexprejftons. 

38 
1M mtwjpu continw 

dams It mimt rnodt & 
tuicmpd^nt Its pas dt 
GaUtbh. 

*9 
La imusifutpreni uu 

carttcibrt plus vif, ejt 
cmtpa par qudqws si-
hnus, exprtmt U dtsir 
timidly Temoiio* dt 
Calalbit, Tar doer, Tp-
vrtjft dt Pjfmdum, & 
it# ttjft tout a fast que 
dams ThJUmt <m ii 
port* fw ftm carur la 
MM dt Cahtbetm 

Durle. 

Qpclques 
Secondes. 

Moins 
d'une 

demi-Minutc 

pvcmalion tranfporti. 

Moi! . . . (27). 

GALATHiE fe toucbant encore. 
C'cft moi. 

pygmalion. Ravif&ntc illu-
Hon .qui pafTez jnfqu'a roes 
orcillcs... ah ! n'abandonnez 
jamais mes fens. 

(28) Galatbit fait quelqurs pas 
& louche un marbre. 

CALATHiE. Cen'eftplus moi. 

(29) Elk silciigm dt ut objet. 
Pygmalion 'dans da agitations, 
dans des Iran/ports qui] a peineh 
ccmtenir, fuit tous fes mnivcviens, 
Fdcoute, robferve avec urn attention 
qui lui permet a peine it rtjpirer. 
EUe le urfl, s*avanu vers lui% iar-
rite9 le confidcre. II fe lax pridpi-
tammcnt, Ini tend la has & la 
j(garde avec extafe. Elle aftroche, 
tile hijitt, elle pofe unc morn jur 
lui... il trejjaille, pread cette 
main & la parte fur fan camr. 

Calath£e, avec un soupir. 
Ah ! encore moi. 

pygmauox. Oui, cher & 
charmant objet... oui,d^ne chef-
d'oeuvre de mes mains, de mon 
cceur... & des Dieux... oui, 
cfeft to i . . . c'cft toi f e d . . . je 
t'ai donnf tout mon tare, je ne 
vivrai plus que par toL 

Fin 

Fig, 12. Aspelmayer, Pygmalion. Close of the 

Libretto, Revue Musicale. 385 
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Impressed by Rousseau's Pygmalion. Goethe authored the 

text of a melodrama, Proserpina, and George Benda paid 

Rousseau high compliment by Imitating him in Ariadne auf 

Naxos (1774). In the same tradition. Florian's Hfero et 

Lfeandre (1785) featured a heroine speaking her monologue 

and looking out toward sea, while stormy waves engulf 

L i a n d r e . O n e version of this last work, in 1785, had the 

dialogue in rhymed couplets. 

Georg Benda"s Medea. By the 1780s both Florian (HAro) 

and Benda (Ariadne) were calling their experimental works 

"melodrame. ' s o By the turn of the century melodrama was 

distinguishable as a play, or passage in a play, in which 

the spoken voice was used against a musical background. 

Georg Benda's Medea (1775-)31 thus went a step further than 

Rousseau's Pygmalion. Where Rousseau had only occasionally 

used short instrumental sections to accompany the 

pantomime, Benda frequently interrupted the speech with 

short musical interludes. Benda also used spoken dialogue 

over continuous music (Example 4). 
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p i Ob. 

*2 
If. 

Gotter, Go tier leben! 
je£t£ iiji! 

Peitscht ihn her! 
Pfivlcctcho scm! 

J j Llj I Vl» 

m F Lr 'iLLf
j 

Cerab. 
Batsi 

Ex. Benda, Medea, p. 108, mm. 717-719 
Simultaneous and Alternative Setting 

Benda's approach to text setting constitutes, as Lang 

describes it, a simultaneous treatment in contrast to 

Rousseau's consecutive style.32 Germans preferred a form 

that stressed continuity of musical thought in spite of 

speech interruptions. The result was a greater musical 

emphasis, music gaining greatly in scope and prominence 

over the Rousseau model. The change in the short decade 

from the 1770s to the 1780s may be seen when comparing the 

Aspelmayer setting of Rousseau's Pygmalion (see Figure 9) 

with Benda's Medea. There is a virtual reversal of the 
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prominence of words and music, Benda's version now giving 

the appearance of a musical composition laced with spoken 

interjections. 

Given Benda's views concerning the continuity of 

musical thought it is understandable that he would have 

regarded prior experiments in this form to be inadequate. 

In fact, Benda seems to have been generally dissatisfied 

with current methods of text setting. He considered the 

recitative of serious Italian and French opera unsuitable 

for a national German form, and also criticized the 

alternation of set musical numbers and spoken dialogue in 

such works as Hiller's Sinespiele and Reichardt's 

Liederspiele for being contrived and false. There were, 

however, positive influences on his work. In his youth he 

had been exposed to Jesuit sacred plays in which spoken 

dialogue alternated with free sung insertions, both 

recitative- and aria-like. Later, the pantomime ballet he 

encountered in Berlin, and the comic opera in Venice was to 

make a lasting impression. His Sinasoiele combine features 

of ballet and comic opera with German folk song, and laid a 

foundation for German melodrama.33 

While the German emphasis on the importance of music 

in melodrama would be continued with Schoenberg, the drama 

of Benda's texts would also find a reflection in the 

twentieth-century master's monodrama. Benda's heroine, 

Ariadne, in Ariadne auf Naxoe has a monologue of despair 
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that resembles the situation used later in Schoenberg's 

Erwartune. In Benda's setting, Ariadne marks a path 

through the Labyrinth (or Theseus with a length of thread. 

This situation brings to mind the dilemma that confronts 

Schoenberg's heroine in Erwartune. In all four scenes of 

Schoenberg's Erwartune the Woman winds her way through 

different sections of the forest, following a path which 

only takes her further into the woods. Ariadne goes with 

Theseus to the island of Naxos where he deserts her. Some 

later versions recount that Theseus abandons her for the 

love of another woman, another similarity to Erwartune. 

Some versions of Ariadne auf Naxos end with Ariadne hanging 

herself, while in Erwartune the Woman is destroyed by 

insanity. 

Not only is the situation of desertion and despair in 

Benda's Ariadne similar to Schoenberg's Erwartune. but many 

of the lines spoken by Ariadne find resonance in the 

utterances of Schoenberg's Woman. As if in a nightmare, 

Ariadne calls out to her absent beloved, looks for him, 

feels that wild animals threaten her, says her beloved has 

deserted her, imagines she hears him calling, tries to 

reassure herself that these frightening experiences are a 

dream, feels her heart pounding, and speaks of the turmoil 

in the forest. In final desperation (and with the urging 

of the nymphs) she dumps off the cliff into the sea. The 

feelings and situations expressed in Erwartune are 
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remarkably similar to Benda's Ariadne. In both works, the 

heroines express themselves in short fragmentary 

exclamations. Both come to a tragic end, but Schoenberg's 

Woman's demise is portrayed in a uniquely modern way--she 

lapses into madness and wanders off into the forest. 

Benda's other famous melodrama, Medea, contains 

several musical devices, used to portray the text and 

establish moods, which are important to our historical 

discussion. The rapidly ascending D-Minor scale in the 

opening measure of the overture (a "Mannheim rocket") 

immediately sets a mood of foreboding (Example 5)« 

Flauti 

Oboe 

Fagotti 

Vio l in i 

V i o l e 

[Cembalo] 
Bassi 

Un poco grave e maestoso 2) 

Ex. 5- Benda, Medea. Opening Scale, p. !• nr. 1 
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The persistent dotted-note figures invoke a familiar 

musical topoi of the eighteenth century, the French 

overture, reinforcing the gravity of mood. Short melodic 

"cells" (Example 6): 

Flauti 

Oboe 

I. 
II. 

Tempo primo 

Fagotti 
I . 

II. 

Viol ini 

Viole 

Cembalo 
Bassi 

Tempo primo 

m so KO% ichs, 
dich wieder zu bctreten! 
Mohu se odvaiit 
prekroiit tvuj prah? 

Ex. 6. Benda, Medea. Short Melodic Cells, p. 11, m. 70 

become recurring motives and make their way, along with the 

rhythmic figures suggestive of the French overture, to the 

end of the work (Example 7). 
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P 

•niMmrmr* f f f t & t 
ff^trrrrrr i 

Viol. 

IJ.I 

i Cemb. | 
Bass! 

r 

H t f \ It 

Ich Jolg fUch ' !Slur:I in stin Sf^nerl tmj xinkt out die Sm/cn j |L)| 
Jdu 7a vami! (Vrhtw w.' iu mcC 4 klou na wrhcxJKK ) 

Ccmb 

Ex. 7. Benda, Medea. Return of Scales and 
Melodic Cells, p. 120, mm. 793-8 

These motives not only set the mood and illustrate the 

text, more importantly they serve to unify the work. The 

problem of musical coherence continued to be a central 

issue in the history of the melodrama. It was a problem 

that proved difficult to solve, given "the extravagantly 
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emotional actions and utterances of its characters,"-*1 and 

plots that do not observe dramatic laws of cause and 

effect. These factors combined with the demands of 

maintaining continuity throughout a full-length play posed 

enormous difficulties for the composer. As we shall see, 

Benda's solution in Medea will find an echo in Schoenberg's 

Erwartuna. 

A host of Benda's contemporaries and followers took up 

melodrama: Neefe, Zumsteeg, and Reichardt, among others. 

By the late eighteenth century these works were designated 

monodrama (one speaker) and duodrama (two speakers).3® Of 

the two, the monodrama proved to be the more popular. But 

the most successful realization of melodrama in the late 

eighteenth and early nineteenth centuries is to be found in 

German opera (Sinespiel) in works by Mozart, Beethoven, and 

Carl Maria von Weber. 

Mozart's Zaide. Melodrama appears in Mozart's operas 

T^amos. KBnie in Me.vpten and Zaide. The two instances of 

melodrama in Zaide will serve as illustrations of the state 

of melodrama in German opera in Mozart's time. 

Mozart designated Zaide. K.3^4 a "Deutsche Operette in 

zwei Acten" ( S l n g s p i e l ) . A s part of its "German" 

character, the first musical number (Auftritt I) is set in 

a typically German manner for "Ein Vorsinger und drei 

Andere," and is entitled "Lied"; its text, "Brtlder laest 

uns lustig sein," suggests the character of a German 
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drinking sons. Features that contribute to the Lied's 

German folk-song character include its simple tonic-

dominant harmony, the square four-bar phrasing, and the 

unison treatment of the main motif, all of which conjures 

up an image of a rustic German village band. Inside the 

frame of an introduction and postlude, Mozart sets the text 

in a simple three-part form with the contrasting B section 

repeated as a choral refrain (Figure 13)• 

Instrumental 
Intro. 

8 ms. 

Vocal 
Soloist 

a 

Vocal 
Soloist 

8 ms. 8 ms. 

"choral 
refrain" 

B 

8 ms. 

Instrumental 
Postlude 

8 ms. 

Fig. 13. Mozart's Zaide. Act I, Auftritt I 
Form of the "Lied" 

Mozart's artful imitation of the simple German 

Volkslied is followed by the highly emotional style of the 

modern "Melodram" in Auftritt II. 

Mozart first encountered melodrama when he visited 

Mannheim in 1778 where he saw a production of Benda's 

Medea. At first skeptical about the effectiveness of the 

genre, he later welcomed the opportunity to compose a 

duodrama for Dalberg. Unfortunately the duodrama 

(Semlramls) he was to have composed has not survived, but a 
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letter to hie father, contains a description of Benda's 

melodrama which he heard shortly before he began composing 

Zaide: 

Now for something important. I have a chance of 
making forty louis d'or here! To be sure, I should 
have to stay six weeks, or at most two months in 
Mannheim. The Seyler company are here, whom you no 
doubt already know by reputation; Herr von Dalberg is 
their manager. He refuses to let me go until I have 
composed a duodrama for him; and indeed it did not 
take me long to make up my mind, for I have always 
wanted to write a drama of this kind. 1 cannot 
remember whether I told you anything about this type 
of drama the first time I was here? On that occasion 
I saw a piece of this kind performed twice and was 
absolutely delighted. Indeed, nothing has ever 
surprised me so much, for I had always imagined that 
such a piece would be quite ineffective! You know, of 
course, that there is no singing in it, only 
recitation, to which the music is like a sort of 
obbligato accompaniment to a recitative. Now and then 
words are spoken while the music goes on, and this 
produces the finest effect. The piece I saw was 
Benda's "Medea". He has composed another one, 
"Ariadne auf Naxos," and both are really excellent. 
You know that of all the Lutheran Kapellmeisters Benda 
has always been my favourite, and I like those two 
works of his so much that I carry them about with me. 
Well, imagine my doy at having to compose dust the 
kind of work I have so much desired! Do you know what 
I think? I think that most operatic recitatives 
should be treated in this way—and only sung 
occasionally, when the words can be perfectly 
expressed by the music.3T 

In Mozart's description of Benda's Medea he states 

that "now and then the words are spoken while the music 

goes on" and that the "music is like a sort of obbligato 

accompaniment to recitative."3® This is precisely the 

procedure Mozart follows in the two melodramas of Zaide. 

which consist primarily of alternating recitation and 
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musical commentary. In the first melodrama which follows 

the peasants' "Lied," Gomatz laments his wretched fate: he 

is unable to sleep. As he describes his struggle to 

conquer sleep, the orchestra comments, depicting his fitful 

attempts. A slow (Andantino) lyrical lullaby played by an 

oboe, accompanied by a gentle clock-like pizzicato in the 

violins, is soon interrupted by a forte Allegro with 

syncopations. Following a rest, an aborted attempt to 

continue, and another pause, the Andantino starts all over 

again (Example 8). 

Andantino. 
SOLO 

Allegro. 

Anditniino Allegro. 

ivlct 

OiMiit! «r 
kiMBt •irkt 
irr wlu«»r 
l««»t irr Ua 
prlorklirfc-B r̂ 

I* -4*4* kwBBi afckt, 
irr •••fir 
Sfklal! . 

Ex. 8. Mozart, Zaide, Act I. Auftritt llt 
Andantino, p. 5 
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Some of the same melodramatic motifs and accompaniment 

figures already seen in Benda's works are also used by 

Mozart, but with comic results. The melodrama begins with 

an intensely dramatic gesture: an unaccompanied, off-beat, 

rapidly-rising scale or arpeggio motif that characterizes 

Gomatz's distraught emotional state (Example 9). 

N?2.Melodram. 
G*mU law! i n ArMi «b, 

iritt k«w,ri«*rH ii» Hn<' 
Fapotti 

ALFTKITT II. 
jl' d' 

Violino I. 

Violino II 

Violn. 
Violoncello e 
Basbo. 

Ex. 9. Mozart, Zaide. Act I, Auftritt II, 
Scalar Passage, p. 2 

Slow, but agitated, repeated notes, alternating (Example 

10) 

<»»Uf t »lf»j 0 Wekc! Wie ntkrifut fikle id a irk a• 
frr! . Wir r»(k rift^t fmfttt* Gejfatk*_!; O.aoi htr air Mr 

eia lurcrr rMUa* «MT grit•£*•»! - -

Ex. 10. Mozart, Zaide. Act I, Auftritt II 
Alternating Repeated Notes, p. 4 
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j"1 jj , " 

K»«* , r r r 
•rrke a i r 
M r a t f f i M S t i adr » i t 4riar» wklUa* 

• * i » i * * « w*rW»4r» 
tr» flugr 

El 

Ex. 11. Mozart, Zaide. Act I, Auftrltt II, 
Syncopated Repeated Notes, p. 6 

are used by Mozart to create a sort of musical stasis and 

agitation that aptly depicts Gomatz's physical weariness 

and restlessness. An ostinato accompaniment, the 

ubiquitous Alberti bass of the Classical period, also 

serves Mozart well in his portrayal of Gomatz's disturbed 

sleep. (See Example 8, above.) 

The exaggerated gestures and heightened emotions of 

Gomatz's sleep scene provide a transition and preparation 

for Zaide'e ethereal and lyrical aria "Ruhe sanft, raein 

holdes Leben" which follows. 

In Zaide. the two melodramas provide symmetry and 

contrast. The first melodrama in Act I (Auftritt II), 

spoken by the slave Gomatz, is written in the key of D 

Minor. It begins with a motif that outlines a D-Minor 

triad, and is immediately followed by a grand rhetorical 
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"sigh" that leaps downward a minor 7th. (See Example 9 

above.) 

Paralleling and yet contrasting this opening gesture, 

is the musical figure that announces the opening of the 

second melodrama (Act II, Auftritt I). Here the character 

is royal (the Sultan Soliman) rather than lower class, and 

so Mozart signifies his elevated status with heraldic D-

Major arpeggios that span three full octaves (Example 12). 

N° 9. Melodram. 
Allegro con brio. 

O b o e I . 

O b o e I I . i 

jfc C o r n i in D . 

T r u u i b e in D 

Timpani in D.A 

Violiuo 1. 

i r S * : 'J; 
- 8? * 

15% C a • • 
Violoncello e 

Ex. 12. Mozart, Zaide. Act II# Auftritt I, 
Heraldic D-Major Arpeggios, p. 50 

Both melodramas consist primarily of alternating spoken 

text and orchestral music, though there are brief passages 

in each (one for the Sultan and four for Gomatz) in which 

the main character speaks over the sounds of the orchestra. 

As was noted earlier, this method of text-setting 

originated with Benda. It is the feature of his melodramas 



135 

that distinguishes them from the melodramas of Rousseau. 

It will also be recalled that Mozart singled out this 

aspect of Benda's style in his letter describing his 

impressions of Medea (see p. 130). 

In the second melodrama, as in the first, Mozart uses 

some of the same melodramatic motifs: repeated-note 

figures, (see Example 12, m. 7) ostinatos that involve the 

entire orchestra (Example 13), 

Von fiurn t kri-lfu. 
huudr.ioii fiiifmSrla. 
vhi f io i rh vrr. 
fUllfrll?- - . 

, — , , 

a# 

zaemJytxM t tmwt 

i~y » ' 0 * - » - r 

Die ScUaiMrr,d)(' *if'h 
alt t,0 vHer Syriidl^.. 
M t ftrfffii die hrfli-c 
Lifbf fiats Sullau* 
frrwfijrtn bnt! 

Ex. 13. Mozart, Zaide. Act II, Auftritt I, 
Ostinato, p. 51 

and tremolos and dotted-note figures (Example 14). 
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F u r l • « » a ^ i 

am Augr* 
Frrar rt*»lr0tlu mill fcriii U H e i r r WlrkJIrfcfcrlt M-feifrkt f r v i f e r * * fcaaaM 

Ex. Ik. Mozart, Zaide. Act II, Auftritt I, 
Tremolos and Dotted-Note Figures, p. 54 

The sterotypical figures shared by the two melodramas 

are not all that these numbers have In common. Each 

melodrama Is followed by an aria and In each case Mozart 

Integrates the recitative-like melodrama and aria pair 

motlvlcally. In Act I Gomatz tries to sleep at the end of 

his melodrama. The theme which accompanies his futile 

attempt (see Example 8, Solo, above) is followed by a 

variation (Example 15). 



137 

Andaofiao. 

« } j 

cf / 

' / 
'g • — 

. . J i U 
f 
; J . 

'W* *
 d 

I*' r 
rr i i 

Oko 
tftlYvvter 

4r# fttlJIrl 

Ex. 15. Mozart, Zaide, Act I, Auftritt II, 
Thematic Variation, p. 6 

When he finally succumbs to sleep, Zaide takes up a further 

variant of his initial theme and sings a tender lullaby 

(Example 16). 

. . „ M r « X v 2 ; , ^ r i e - . A I F T M T T III 
Tempo di Minuetlogmstioso. 

Oboe Solo 

Fagotto Solo 

Violino I. 
« —tl~ 

r«i »*rdii 
Violino II. 

iTjrjP Viola I 

Viola II . 

SAIDE. I 
Violoncello e 

liilShO. if--' 

Ex. 16. Mozart, Zaide. Act I, Auftritt II, 
Thematic Variation, p. 7 

The motivic connection between the melodrama and aria pair 

in Act II is even more broadly drawn. Both numbers develop 
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martial fanfares that graphically depict the powerful 

presence of the exalted Sultan Soliman. Repeated D-Major 

arpeggios pervade the entire texture of the Sultan's aria, 

including his opening vocal phrase (Example 17). 

SOLI BAH. 

Uv' liMt tick mi sUubcb, Drr •to) 

Ex. 17. Mozart, Zaide. Act II, Auftritt I, 
Repeated Arpeggios, p. 57 

The melodramatic gestures that were introduced in the 

melodrama near the beginning of Act I and recalled in the 

melodrama in Act II return at the opera's close. The 

advantages of bringing back these repeating patterns, 

tremolos, repeated notes, ostinatos, and rising and falling 

scale passages, is self-evident. Mozart creates an air of 

excitement as the opera concludes with musical material 

that recalls its key moments, tremolos (Example 18): 
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o- # 

rriw'aas Hmvoa Ginicr flMrin re deinew uttuuxl eu&ttfcv drUM* * «th 

A /fr A> A Jk fp p 

Ex. 18. Mozart, Zaide. Act II, Auftritt VI, 
Tremolos, p. 95 

repeated notes (Example 19): 

UMi 

LkrMtirlk t i . f»»n wkt u . gerttkrt rea srkt l a . fferiihrt, 

Ex. 19- Mozart, Zaide, Act II, Auftritt VII, 
Repeated Notes, p. 104 

ostlnatos (Example 20) 
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Himmt l ho.rv dorfe mein Fle-hoaJfl*»al. IrinmM uji.trr - fly. lwi,»id»M . terp*. »«n 

bo.rv dorfc Bfin Fle.henjiwnit Ikr mif+i ubJ«t - ft. hrn.iDirfaus . ter . gr. kt*n 

Ex. 20. Mozart, Zalde. Act II. Auftritt fall, 
Ostinatos, p. 117 

and rising and falling scale passages, which heighten the 

dramatic excitement at the opera's end (Example 21). 

rait ml 

r*fam4 

1 M ****** 

. jri . ilît m\vh. 

««\ k» i . nr Kri 

fori, 

H«*rr! Mit. l«*id.Hm! »»•. wnft . jr* dirh. 
gfri=i- - -tr » if i - .-..if i - U t *s 4 J -t "* * - i i f - ' i iJt*1 

Ex. 21. Mozart, Zaide. Act II, Auftritt VIII, 
Risine and Falling Scales, p. 123 
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Mozart composed Zaide In 1779. He went on to write 

Die Entf tlhrung (1782) and Die ZauberfiBte (1791)# but 

neither of these more famous Slnesplel includes a 

melodrama. 

Beethoven's Fidelio. The next major example of a 

melodrama in German opera appears in Beethoven's Fidelio 

(1803-1805) .3'* 

The organization of Beethoven's melodrama is more 

diffuse than Mozart's even in the set numbers (aria and 

duet) where one might expect a more sectional layout. 

Where Mozart's melodramas are sharply defined operatic 

numbers comparable in length and importance to the arias 

with which they are paired, Beethoven encloses a very brief 

section of "traditional" spoken melodrama within a larger 

dramatic unit. The melodrama proper is preceded by an 

overture that introduces a recitative and aria, and the 

melodrama is followed by a duet. The entire complex begins 

with some of the same stereotypical melodramatic gestures 

that will figure prominently in the ensuing recitative and 

melodrama proper. Thus, although Beethoven entitles only 

the beginning of the second musical number of Act II (No. 

12) a melodrama (Melodrama and Duet), the beginning of the 

first number in Act II, (No. 11), simply "Introduction and 

Aria," is already a musical melodrama in everything but 

name. A description of the entire dramatic complex 

[Orchestral overture. Recitative and Aria (No. 11), plus 
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melodrama and Duet (No. 12)] follows 

No. 11. Introduction and Aria. "Gott! welch' Dunkel 
hier!" 

Grave - 32 mm. of orchestral overture in 3/4. 
Includes triplets, tremolo strings, contrasts 
in texture and timbre, and repeated rhythmic 
figures (see Example 22). 

Recit.- 48 ram., Florestan. 
The recitative Includes six tempo changes that 
depict Florestan's changing emotions as he (1) 
recalls the Joyful past, (2) contemplates his 
gloomy prison in the dungeon, and (3) hallu-
cinates, imagining his wife Leonora coming to 
him as an angel leading him to freedom. His 
recitative, mm. 135-150, interrupted by 
orchestral comments, gradually becomes arioso-
like (mm. 51-80) and dissolves into the next 
number, the aria. 

Aria - (Poco allegro) 49 mm. in 4/4. 
Aria form is roughly A A1 B Bl C C. 
Closes with an instrumental codetta (17 mm.) 
which diffuses the intensity of the aria, 
interjects rests, and compresses the range and 
dynamics to a pianississimo I V I, V I . The 
the melodrama begins on this low dynamic level. 

No. 12. Melodrama and Duet - 27 mm. of two to six measure 
segments. 
Includes seven tempo changes interrupted by 
spoken dialogue between Leonora and Rocco as 
they descend the stairway into the dungeon, and 
begin to dig a grave for Florestan. Leonora 
shivers from the cold of the dungeon. She 
trembles at the thought of Florestan's death. 
The orchestra is thus given ample cause for 
repeated figures (see Example 23), which close 
the melodrama, rounding it off, texturally and 
musically (see Example 24). 

Duet - 105 mm. of 4/4. 
Constant triplet accompaniment. Through-
composed with static melodic lines, and 
interest in the accompaniment. 
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ACT n. 
D u t , aaMarraaMS A M I N O . 

N911. Introduction and Ajrla._„Gott! welch' Dunkel bier!" 

Grave. TLT-

Pi p erne. 

mmm 

** 

Crete, 

Ex. 22. Beethoven, Fidelio. Overture, p. Ikl 
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M 
N? 12. Melodrama and Duet. 

****° — •-"•*» — >- -f- •———r~i - r"i>-T u< tw tMi<te 
digging.) 

Poco soHtenuto. Û.n,r.(U,>u«).WieUh i*e,to 
diesem unterirdischen Oewolbe! 
Rocco, Dm itt natiiriich, as ist ja 
sotief. 4 

Uonort(ia a* «Ad«rtoMX How cold 
it it is this underground vault J 
HOMO. That is natural, it is so 
deep. 

Ex. 23. Beethoven, Fidelio. Act II, p. 148, 
Repeated Figures 

Allegro. 

161 I'mfn^ESet 
mrchtestdudi 
axe yon afraid? I ^ 

Lsonors. 0 nein, es ist nnr 

< raacfc).So macfae fort, 
«ites wird dir schon 

warm werden. 
Lienors. Oto no! only it it 
so cold. 
ROCCO (quickly). Then get 
to work; working will make 
you warm enough. 

Ex. 2k. Beethoven, Fidelio. Act II, p. 149, 
Return of Repeated Figures 

The melodrama proper in Fidelio is a relatively short 

section, although, as can be seen from our overview, it is 

the core of a much larger musico-dramatic complex that 

embraces two consecutive numbers totalling 278 measures. 

The melodrama-like section at the beginning of No. 11 and 

the duodrama at the beginning of No. 12 form a unit with 

the set number that follows each in a manner roughly 

analogous to Mozart's treatment of melodrama in Zaide. 

Beethoven's approach, however, is much freer than Mozart's. 

Melodramatic figuration in the overture is carried over 
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into Florestan's accompanied recitative. Aria gives way to 

arioso, and in both the aria and duet, lyric singing gives 

way to a kind of intoned or inflected speech (Example 25). 

nein, ieh xau-dre nicbt, lch an. dre nicht. 
no, 111 do my thare, 111 do my share! 

Nnr Ifur- tig tirt, iur frischge. 
Now work a . way, we most be 

Ex. 25. Beethoven's Fidelio. Act II, No. 12, 
Duet, mm. 85-86, Speech-like Singing 

Thus, the focus is on the orchestra from the outset, and it 

remains the principle expressive vehicle throughout the two 

numbers. 

Beethoven used melodrama in his incidental music to 

Die Ruinen von Athen and KBnig Stephan. and in Egmont's 

farewell in the incidental music to Schiller's play. 

Weber's Per FreischUtE. Our concern here, however, is 

with the use of melodrama in opera, and scholars agree that 

the most successful assimilation of this technique in 

German opera of the Romantic period is the melodrama that 

occurs in the Wolf's Glen scene in Act II of Weber's Per 

Freisohtltz (1820) .•*':> The famous melodrama occurs at the end 

of the second act and is used to heighten the drama during 
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the ritual casting of the bullets. It is the focal point 

of the finale and indeed the entire second act. The 

designation "Melodram" appears at the beginning of the 

Andante of the fourth scene, the spectral setting for the 

casting of the magic bullets, but melodramatic elements 

occur at the outset of the finale. It is also significant 

that the entire finale or melodrama complex is a tonally 

coherent unit as well, beginning and ending in the remote 

key of F-sharp Minor. Weber's melodrama complex exceeds 

Beethoven's in length by some 156 measures, but it is the 

integration of this vast melodrama complex through tonal 

means that is his singular accomplishment. 

Setting the stage for the officially designated 

melodrama to come, the Finale opens with tremolo violins 

and violas, and the bass section of the Chorus of Invisible 

Spirits chanting on the pitch F# (m. 13). while the higher 

voice parts and high winds shriek responses. The clock 

tolls midnight 12 times and Caspar calls to Samiel (the 

devil) to appear. An ostinato pattern is set up between 

the strings and horns, and high wind instruments are 

sustained as Caspar and Samiel bargain (Example 26). 
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Fa* 
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j . — 
1 

aS. 

H rH b h 
J 11 hH JP 

1 

i 

i 
f i t 

J 

T T *f 

1 

i 

i 
^ at* 4- <[•'" 

j f + 

C*«p*r. 
'Pi? 'p|Vfl> Plfs 

Mein Jâd . gccell, er aaht lehbrin . ge meat 0. jpfcr dir. 
BwnielNeinl J sy'»'• We'ehe? ̂  J f 

=*==^= 
w arc® 

Ex. 26. Weber, Per Freischtltz. Act II, Scene IV, 
No. 10, Finale, p. 123, Oetlnato Patterns 

This passage, characterized by repeated 32nd-note second 

violins and capricious leaping first violins, lasts some 51 

measures. The end of the bargain is signaled by a 

chromatically ascending l6th-note passage, silence, and 

then solitary horns on C (p. 126). Various ostinatos are 

used to depict the action, such as the crackling fire 

(Example 27), 
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If ax.lwird 

Ex. 27. Weber, Per FreischUtz. Act II, Scene IV, 
No. 10, Finale, p. 129, "Crackling Fire" Ostinato 

the distant thunder (Example 28), 

Andante. 

Wle dort §ich Wetterwolken bal . len; Grauji,daj Auge wiihnt in einen Hbll«ipfuhl zu achaun! 

Ex. 28. Weber. Per FreischUtz. Act II, Scene IV, 
No. 10, Finale, p. 129, "Pistant Thunder" Ostinato 

Max's agitation at the thought of Aeathe (Example 29), 
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$ eniyre 

ESSgCBEB •SJJSHa E99H| mmsm 
$0tnpr* 

«r f 'f r 
Ku. 

A . ga . the! Siefpragt 

umyr* 

Ex. 29- Weber, Per Frelschtltz. Act II, Scene IV, 
No. 10, Finale, p. 134, "Max's Agitation" Ostinato 

and rising and falling passages are used to fuel the 

excitement (Examples 30 and 31). 

Recit. \riY*ce. 

Corai in 0. mm 

Recit. Max. 

iefc troUe Olea Sekreekea! CEr klert«rt rouge Sehritw bvrab.) ffTUlft— 
tiring. 

Ex. 3 0 . Weber, Per FreischHtz. Act II, Scene IV, 
No. 10, Finale, p. 131, Rising Passage 
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Agitato ftStfai, 

WeSc. 

crtsc. 

(Die yerttJileierte °eri:')r 7 ~ h r : ^ , r , ^ "* B*>»o.Strob *ufneput»t. 8te glctchl elner Waha«iimlyp>»m<l •chtint 

Ex, 31. Weber, Per Freischtltz, Act II, Scene IV, 
No. 10, Finale, p. 134. Falling Passage 

The melodrama which follows (p. 136) is prepared by 

silences and thinned textures. Pizzicato doublebasses and 

timpani strike the magical number three to begin the ritual 

of casting the silver bullets. Another series of ostinatos 

is used by Weber to paint the new images: the liquid 

boiling and hissing (in the strings), while nightbirds flap 

their wings and hop about (in the winds) (Example 32), 

mm mm 

konuneo haruaUir, <wti»n >tch m <U$ Feu«r, hupfen m i fUttera) 

Ex. 32. Weber, Per Freischtltz. Act II, Scene IV, 
No. 10, Finale, p. 137, Liquid Boiling and Birds Hopping 

a boar crashing through the bushes (Example 33), 



151 

" „ . (Ein K-hwarier Eber ravcheh durch'i Oebutehnnd last wild voruber.) 
- ^ . „ I » n ». .. list 

jV 

Ex. 3 3 . Weber, Per Frelsehtltz. Act II, Scene IV, 
No. 10, Finale, p. 138, Boar Crashing Through the Bushes 

a storm rising (Example 34). 

3335*53 

jagt Fun ken rom Feuer UJ.W.) 

Ex. 3k. Weber. Per Frelsehtltz. Act II, Scene IV, 
No. 10, Finale, p. 139, Storm Rising 

horses trampling and wagon wheels rattling (Example 35), 

JlJ J J J 
m ' t ' f 

t J ' J j i J j jj J jTJJJ'JJ-iJ IJ J jijjjjjjjj - m 

dJdJdf zJj df zlJ zlJ 
(Yltr feurlgtjunkenwerfende Rider rolleu fiber die B&hne.) 

r . r r r n r r n n 
r i p r i F I 
P 1 P 1 P 7 P 1 

Ex. 35. Weber, Per Frelsehtltz. Act II, Scene IV, 
No. 10, Finale, p. 1^0, Hoses Trampling and Wagons Rattling 
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and huntsmen galloping on horseback (Example 36). 

»w»w tuttefttrtitsimo fomiUh 
Corn© In B. f I jfe. I 

Cot-no in 7. tutto^riUttmo pouibile 

in I *9m?>r* tutto Atrt\$*imo povtibile Corn I 

Trombonl. 

Ex. 36. Weber, Per FreischUtz. Act II, Scene IV, 
No. 10, Finale, p. lftl, Huntsmen Galloping 

The storm Increases, and repetitive passages build to 

a peak in the final presto section (58 measures, p. 146). 

As the storm subsides, the orchestration disintegrates into 

low tremolos, and the curtain to Act II falls. 

In summary, Weber has used melodrama to heighten the 

most dramatic moment of Per FreischUtz. Since FreischUtz 

is a Sinespiel. he changes from spoken passages and set 

numbers, songs or arias, to a different texture: vocal 

passages (sung narrative and spoken exclamations), 

contrasted with instrumental passages which illustrate 

frightening images or emotional reactions to them. The 

spoken passages sometimes alternate with the instrumental 

passages, or are sometimes performed simultaneously with 

them. The sung passages are sometimes recitative-like, 

sometimes arioso. There are no fewer than seventeen 

indicated tempo changes (plus other gradual changes and 
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"Recit" indications), but all passages are brief, giving a 

fragmented, rapidly changing character. The use of 

melodrama is most effective for this highly agitated scene. 

Weber uses some of the same melodramatic figures that 

Benda and Mozart had used in their melodramas: tremolos, 

ascending and descending scales, ostinatos in the form of 

rhythmic repeated figures, and repeated notes for 

agitation. In order to unify this section he begins and 

ends with F# Minor, but traverses many keys in between. He 

particularly exploits the alternation of the keys of C 

Minor and Ftt Minor, using the tritone relationship to 

represent Samiel and the devilish acts accomplished during 

the scene. He also makes use of chromatic harmony and 

sharply disjunct tonal passages, never settling into one 

key for very long, and varying the keys and chords for the 

immediate depiction of the text. These restlessly moving 

harmonies provide a link to the tonal, or rather atonal, 

practices of Schoenberg. 

Weber enriched the German tradition by also using 

melodrama in Per erste Ton (1808), and in Preclosa. a "play 

with music, or opera with dialogue" (1821)."*1 Other German 

composers continuing the tradition included Schubert, who 

used melodramatic scenes in Die Zauberharfe (1820), in Pes 

Teufels Lustschloss (1813-14). and in Fierabras (1823). 

Mendelssohn added to the tradition with Midsummer Night'E 

Pream (1842). 
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Contemporary German Melodrama 

The melodrama enjoyed a brief revival in Austria and 

Germany at the turn of the century. Numerous artists known 

as declaimers, recitants or diseurs, specialized in 

dramatic performances of speech-oriented musical works. 

Artists such as Albertine Zehrne of Leipzig, who 

commissioned Pierrot lunaire. and the diseuse Yvette 

Guilbert, friend of Freud, who combined a suns and spoken 

delivery of French chansons, 4 2 influenced composers of 

their day. Forums for performance Included not only 

evenings of entertainment held by wealthy matrons who 

sought out such works for their own use, but cabarets such 

as the Uberbrettl of Ernst von Wolzogen in Berlin, which 

regularly employed such artists and which no doubt greatly 

influenced one of its employees in 1901, Arnold Schoenberg. 

Musical works written for concert use during this time 

exhibit a wide range of forces, from solo speaking voice 

with piano, such as Richard Strauss's Enoch Arden (1898), 

to a work with orchestra and over fifty soloists plus 

numerous choruses, such as August Bungert's pretentious 

setting of Faust, (1903). The following charts summarize 

some comparisons of the above-mentioned works as well as 

for other representative turn-of-the-century melodramas: 

Hans Pfitzner's Das Fest auf Solhaug. Engelbert 

Humperdinck's Die KBnigskinder. Theodor Gerlach's 
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Llebeswoeen. and Max Schillings' Das H e x e n l i e d . C h a r t 1 

distinguishes the mode of accompaniment, number of voices, 

and whether the voices speak or sing in alternative 

(French) or simultaneous (German) style. Chart 2 outlines 

the plot of each work, characterizes the type of music 

expression, whether general mood evocation or programmatic 

use of figures, and lists the pertinent long-term 

structural devices: cyclic use of motives and key 

relationships. Chart 3 shows the overall means of 

organization, whether by means of discrete forms or 

continuous recitative, and briefly catalogs the kinds of 

descriptive or "melodramatic" patterns used in each work. 
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Although the turn-of-the-century melodramas chosen for 

discussion represent extremes in the deployment of 

performing forces used, they nonetheless draw on some of 

the same techniques of text setting. All of the works use 

a speaking voice, and Sprechstimme in the case of 

Humperdinck's Kttnieskinder. Schoenberg's setting of 

Erwartung differs from those contemporaneous works in never 

using a speaking voice. All the works sampled also include 

singing except the two briefer melodramas by Strauss and 

Schillings. Understandably, all use the German approach to 

melodrama, presenting voice over accompaniment, and only 

occasionally resort to the French method of alternating 

text and music. 

The longer melodramas contain discrete forms, the 

shorter ones continuous recitative. All exploit rapid 

rising and falling scalar passages, tremolos, and repeated 

notes to represent agitation or an excited state. Some of 

the melodramas use sustained chords in the recitative 

passages while others occasionally interject rests for 

special dramatic effect. Pfitzner, for example, sets off 

his text, as does Schoenberg later in Erwartung. by 

dramatically interrupting a full orchestral texture with 

grand pauses. Significantly, ostinatos rarely are found, 

and, when they are, repeated rhythmic patterns are the 

preferred choice. 

The composers of the works are concerned more with 
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evoking a general mood through the use of musical figures 

dust described rather than depicting the specific images of 

the text through these musical commonplaces. Text painting 

is not entirely absent in these works, however, and indeed, 

Humperdinck, Schillings, and Gerlach make extensive use of 

these figures not only to create a mood but to project 

imagery of the text. 

Significantly, the texts of all of the melodramas 

explore a common theme: lost love. At the end of the 

nineteenth century melodrama apparently was considered one 

of the most effective mediums for the time-honored theme. 

All of these works make use of cyclic or recurring motives. 

Strauss, however, is the only composer in the group to 

treat his motives structurally in order to organize the 

entire work. 

In their treatment of tonality two organizing 

principles may be observed. The Bungert melodrama (1903) 

is rounded tonally. The Schillings and Pfitzner works are 

also tonally closed, but move from the minor to major mode 

of the same tonality. On the other hand, two works, 

written in 1898 by Strauss and Humperdinck, progress from G 

Major to E-flat Major. With respect to harmonic language, 

Liebeswoeen (1903) is by far the most chromatic, freely 

moving through various tonal centers. None of the works, 

however, approaches the extreme chromaticism that is 

identified with the atonal language of Schoenberg's 
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Erwartung. 

Compared to Schoenberg's Erwartung. the melodramas 

examined In this survey are rather predictable in their 

figuration, harmonies, and texture. None use the linear 

contrapuntal style or complex polyphonic texture found in 

Erwartung. None of these contemporaneous works is as 

inventive in its treatment of orchestration, and certainly 

none contains such an ingenious treatment of ostinatos, 

either expressively or structurally. To be sure, the 

longer works use discrete forms, but none exhibits 

Schoenberg's highly complex and original approach to form. 

As for Humperdinck's innovative use of Spreehstlmme. there 

is no denying its importance to the history of melodrama in 

particular, and twentieth-century vocal music in general. 

But again, Schoenberg's sophisticated and systematic 

application of this newly invented technique in Pierrot 

lunaire sets his later melodrama apart from Humperdinck's 

and those that immediately followed. 

Strauss, continuing his exploration of declamatory 

techniques and writing two years after the composition of 

Erwartung. used a Sprechrolle. that of Der Haushofmeister, 

as a contrast to the singing roles in Ariadne auf Naxos 

(1911-12). Melodramas continued to be composed well into 

the 1920s, but Schoenberg's Erwartung was not to be 

surpassed. Artistically, it represented the culmination of 

a short-lived revival of the genre in fin-de-sl6cle Austria 
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and Germany. 

The Continuing French Tradition 

Nineteenth-century French composers continued the 

tradition of using melodrama in their operas. Examples 

from the first half of the nineteenth-century appear in 

op&ra comique by Mehul, Boieldieu, and Cherubini. 

Berlioz's Lelio ou le Retour k la vie. OP. 14b. The most 

extended treatment of melodrama during the Romantic period 

in France is found in Berlioz's Symohonie Fantastiaue. Le 

Retour k la vie (1832), or Lelio ou le Retour & la vie. Op. 

lttb, as it was known in the 1855 version."*"1' This highly 

unusual work contains seven monologues for one actor, 

alternating with six musical numbers set for soloists, 

chorus, and orchestra. Berlioz refers to it as a melologue 

in the early version, and a monodrame lyrique in the later 

version. Although there is some spoken commentary during 

the musical numbers, Berlioz adheres for the most part to 

the Rousseau model of melodrama in which spoken monologue 

alternates with musical numbers. In contrast to brief 

spoken comments that characterize earlier French 

melodramas, however, Berlioz writes greatly extended 

autobiographical monologues for the soul-searching artist, 

utilizing rhythmic measured prose with occasional rhyme or 

"prose cadenc&e" as he called it."*® 

Also in keeping with eighteenth-century practice. 
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Berlioz Incorporates complete musical numbers rather than 

short, fragmentary episodes such as are found in the early 

settings of Rousseau's Pygmalion by Aspelmayer in Germany. 

But an even more striking departure from the French ideal 

of melodrama is exhibited by his preferences for vocal set 

pieces rather than dance or instrumental numbers such as 

appear in Rousseau's melodrama Pygmalion. What is more, 

Berlioz does not restrict himself to vocal pieces in the 

style of the French chanson, but borrows from the 

contemporary German Lied, ballad, and choral fantasia in 

devising vocal pieces that suit his expressive needs. 

Faced with the usual problem of melodrama—integrating 

spoken dialogue with self-contained musical numbers, in 

this case a pieced-together collection of previously-

composed musical works—Berlioz relies on several different 

means of achieving a sense of unity and continuity. The 

most obvious means is the presence of the artist's spoken 

voice throughout the work: the artist meditates on the 

loss of his lady-love, and he searches for artistic 

fulfillment. In a work as eclectic as Lelio. additional 

musical means had to be devised to make the work cohere. 

The following overview of Lelio highlights some of the more 

obvious techniques. 

In the opening monologue Lelio epeaks of his lost love 

and the musical idea (the idfee fixe) which continues to 

torture him. He mentions his friend Horatio, untouched by 



16k 

cruel passions, who innocently sings hie favorite ballad. 

The first musical number, "The Fisherman," follows, 

the text a ballad by Goethe which tells of the fisherman 

who has been tempted by a water nymph. The poem has three 

strophes, each with four equal lines, and a rhyme scheme of 

abab. The three strophes are articulated, and interrupted, 

first (between the first and second strophes) by a spoken 

interjection (Lelio remembers setting Goethe's text for 

Horatio), and then (between the second and third strophes) 

by the id&e fixe itself. Berlioz cleverly prepares for the 

interruption of the id*e fixe by basing the final musical 

phrase of strophes one and two (labeled the "D" phrase in 

the musical diagram which follows) on the id&e fixe (Figure 

Ik). 

Strophe Form 

1 A B C D D* 

Lelio speaks 

2 A B C D D' 

idfee fixe - solo violin, laced with 
Lelio's spoken exclamations 

3 A B Lelio speaks C 2 D"* 
(tremolo accomp.) (chanced harmonies) 

Fig. ltt. Berlioz's Lelio. I. The Fisherman, 
Diagram of the Form 

In the last strophe, when the text speaks of the fisherman 

following the beckoning water nymph to his death, the 
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musical setting is dramatically truncated to a single D 

phrase. 

Berlioz transposes the id&e fixe which appears in C 

Major in the Svmphonle Fantastlque to A Major in Lello 

(Example 37). 

a Alley r« mm (J. tm) 

r«Mt 

1* " 1 

Allegro DOB troppo. (J « IN) 

Ex. 37- Berlioz, Lelio. I. The Fisherman, 
p. 6, A-Major ld&e fixe 

On the final page of the work the idfee fixe appears in the 

remote key of F Major. 

In his setting of Goethe's ballad "The Fisherman," 

Berlioz paradoxically creates a feeling of motion yet 

stasis (as in rippling water), by means of repetitious 

patterns involving arpeggio passages (Example 38), 

$ * f P ir 
fcril.kr lu 4 . eltt piw. pw! 

Jil,, - ; 
f t i iNB . aw !• ciel. 

. tmt 4m Mm 
B«.M4 til* ip«rt . hre troat. tot 

. 4-. fimtkr 
purfc . up rmjrT 

Ex. 38. Berlioz, Lello. I. The Fisherman, 
p. 5, Repeated Arpeggios 
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trills (Example 39). 

DM _ 

Ex. 39- Berlioz, Lelio. I. The Fisherman, 
p. 5, Trills 

and tremolos (Example 40). 

T««y I. m yih mm— U 

TM w* . ton r»U«t, tk« *» . ton roM, Tl* wantii* Ut« J 1 feu i**. ^ 4 j, y , 

1̂ «p« I, u pia uomo »d agiUto. 

Ex. 40. Berlioz, Lelio. I. The Fisherman, 
p. 6, Tremolos 

In the second lone monologue Lelio, inspired by 

Shakespeare's Hamlet, realizes he must continue to live for 

the sake of his Art. He opens Hamlet and lies down to 

read, and as he does, the second musical section begins, 

the "Chorus of the Shades." 

The text of the Chorus, in three strophes, A B A , has 

the rhyme scheme: abac adae abac. It is set musically as 
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one lone, twelve-line verse, throueh-composed, but with 

some textual and musical repetition. The motive on the 

words "quand done" (the final phrase of strophe one), is 

characterized by a half-step appoeeiatura from D to the 

hieh climactic E-flat, and a lone, dotted half-note on the 

word "done." It is varied and made more dramatic by an 

intervallically enlarged (now an octave) leap to a hieh A-

flat on the word "vivant," to beein the second strophe. 

The third strophe also beeins with the words "quand done" 

and the enlarged octave motive. 

Unity is achieved in the Chorus of Shades not only by 

means of the octave motive, but throueh the persistent 

rhythmic ostinato hintine of a death march (Example H i ) . 

! ££ p' j V 
4 . tKJMi 4m ft*-* 

L . l t ' ' 

j m J ** j jgn J m i J ^ 

pp r r p p r - w - w 

Ex. H i . Berlioz, Lelio. II. Chorus of the Shades, 
p. 12, Rhythmic Ostinato 
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This ostinato in the low strings is Joined by an 

alternating and repeated pattern in the upper strings (see 

Example 41). The effect is riveting. 

The third monologue is a diatribe against society 

which persecutes artists seeking a higher truth. Away to 

the mountains of Italy, says Lelio, where there is a life 

worth living. 

The third musical selection is the "Brigands' Song" 

(Ratlberlied). This vocal number features an orchestral 

introduction, four verses and coda, with a soloist and 

chorus. The soloist sings the first verse, the chorus the 

second, the soloist the third verse, and chorus and 

soloists Join homophonically for the last verse and 

summation. The first three verses are separated or 

articulated by the insertion of a 3/8 measure in the midst 

of the 6/8 meter (6/8 3/8 6/8). Verse three runs 

directly into verse four and then into the coda. The 

"Brigands' Song" is unified by a persistent galloping 

rhythm (Example 42). 

•MIm I. 

n. 

ym*. 

VtoUaetlU • 
CntnUM*. 

ALfogr* aareato mb inpefo. (J-. 

Ex. 42. Berlioz, Lelio. III. Brigands' Song, 
p. 24, Repeated Galloping Rhythms. 
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In the fourth monologue Lelio becomes calmer, lost In 

dreams. He speaks of the Ansel of Bliss—providing; an 

introduction to the fourth musical number, the "Song of 

Bliss," suns by the imasinary voice of Lelio. There are 

nine lines of text in this musical number, in the rhyme 

scheme abab cdcc dd. The lines are of varyins lensths, and 

both the text and musical settinss are freer than earlier 

sections of the work. After an orchestral introduction 

based on the idfee fixe in A Major, Berlioz introduces a 

persistent arpessio in the harp accompaniment, recalling 

the arpeggiated fisuration that first appeared in the 

opening number, "The Fisherman." The continued rhythmic 

ostinato (now on repeated notes rather than on arpessios) 

is taken up by the orchestra for the fifteen measure coda. 

In the fifth monologue, Lelio laments "Oh, why can't I 

find that Juliet, that Ophelia, for whom my heart is 

pining?" He dreams of lovers dyins together, laid in a 

grave beneath a large oak. A harp placed in its boughs is 

played by the wind. 

The short (29 measures) fifth musical section, 

"Aeolian Harp—Recollections," is purely instrumental. It 

contains reminiscences from the previous musical sections: 

the tremolandos from sections one and two, the harp arpes-

sios and melodic frasment (this time in the clarinet rather 

than the strings) from section four. The movement closes 

with a contrabass tonic-dominant ostinato (Example 43). 
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Ex. 43. Berlioz, Lelio. V. Aeolian Harp-Recollections, 
p. 61, Tonic-Dominant Ostinato 

In the sixth monologue Lelio resolves to live and 

realizes his art will console him. He once again turns to 

Shakespeare for inspiration, this time the Tempest. and he 

writes a Fantasia. The curtain parts, showing the seated 

orchestra, and the chorus files on stage. 

In the sixth musical section and finale, the Fantasia 

on Shakespeare's Tempest. there are eight sections, 

alternating between choral and orchestral movements (Figure 

15): 

B B A 

chor. chor. orch. chor. orch. 
"Mir." "Mir." "Caliban" 

B A B 

orch. chor. gallop 
"Mir." rhythms 

Fig. 15. Berlioz's Lelio. VI. Fantasia on 
Shakespeare's Tempest. Diagram of Form 

The four A sections, choral movements with "Miranda" 

refrains, are characterized by a stratified texture that 

combines five different ostinato patterns in a kind of 

rhythmic counterpoint. (See Example HU.) 



171 

VkiD. 

Ex. Hk. Berlioz, Lelio. VI. Fantasia on 
Shakespeare's Tempest. p. 65, Multi—layered Ostinato 

The descending sixteenth-note arpeggiated pattern in the 

winds is again reminiscent of the second movement. The two 

pianos alternate trills and arpeggios. These arpeggios 

recall the harp arpeggios and glissandos of sections one, 

four and five, and thus create a sense of unity in the work 

as a whole. There are repeated-note patterns in the second 
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violin. Even in the freer B sections, the orchestral 

portions, there are repeated rhythmic patterns, such as 

bass drum triplets, and reiterated harmonies, such as open 

fifths, and ions tonic pedals on C in the contrabass. The 

galloping rhythms used earlier in section three return at 

the end of the finale. 

After Lelio makes a brief comment to the orchestra and 

utters an expression of weariness, he once again hears the 

id&e fixe. this time in F Major. He mumbles "Once more — 

and for ever!" and exits. 

In summary, in the melodrama Lelio. there is a marked 

progression in Berlioz's texts: from the strict four equal 

lines and rhymed verse of Goethe's poem, to the continuous 

twelve rhymed lines of the Shade Chorus, to the varied 

verse lengths of the "Brigands' Song" and the freer and 

varied line lengths, but still rhymed verse, of the "Song 

of Bliss," ending with the free unrhymed verse of the 

choral fantasia. 

The musical form, too, varies, from a strict strophic 

setting in the third number (the "Brigands' Song") to a 

relatively strict four-line, three-verse, repeated and 

varied strophic setting of Goethe's ballad in the first 

musical number; from an actual through-composed setting 

with the use of a brief "head-motive" in the second musical 

number (the "Chorus of the Shades"), to a still freer 

through-composed setting in number four; and finally 
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closing with the large, free final choral fantasia. 

The cyclic use of repeated rhythmic fisur.es and 

melodic ostinatos, as well as the return and varied use of 

the id*e fixe are the most obvious means by which Berlioz 

unifies the total work. But it is the progressive 

abstraction of the vocal forms, and the freeing of the 

textual poetry and line lengths, which allows for the 

artist's personal development and the creation of his own 

art at the end, in the final Fantasia. 

Lelio, like most sequels, has met with limited 

success. Though it has less appeal today than Symphonie 

Fantastioue. its textual and musical structure offer an 

interesting parallel to Schoenberg's Erwartung. Schoenberg 

also uses a progressive abstraction of vocal forms in the 

four scenes of his melodrama. As in Lelio. the free-form 

last scene surpasses in length and complexity shorter 

preparatory scenes. Common to both works is a progressive 

freeing of the textual poetry and line lengths, a cyclic 

use of repeated rhythmic figures and melodic ostinatos, and 

the use of pitch material drawn from a pre-existing work. 

The quotation in Erwartung is a hidden reference to an 

earlier song Am Weerand. The use of pitch sets from the 

song provide the basis for a developing variation technique 

that unifies the work. It is especially interesting to 

note that the works quoted by both composers are 

autobiographical and refer in both instances to the 
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loneliness after a woman has spurned their love. 

After Berlioz's Lello, melodrama continued to be a 

useful medium for French composers. Twentieth-century 

French settings include Honegger's melodrama Amphion 

(1929), the part of Joan in Honegger's Jeanne d' Arc au 

bucher (1934), Paul Claudel and Milhaud's Le livre de 

Christoph Colomb (1928), and Poulencfs monodrama, La Voix 

humaine (1958), in which a counterpart to Bendafs Ariadne 

calls out in desperation for the lover who has deserted 

her, this time on the telephone. 

Summary and Conclusions 

Melodrama began as an experiment by Rousseau, who 

viewed the spoken voice as a more effective dramatic tool 

than the singing voice, and who inserted small instrumental 

dance numbers into appropriate places in the text. 

Rousseau's alternation of voice and orchestra allowed each 

to speak unhindered. Rousseau increased the role of the 

orchestra as emotional commentator and used orchestral 

colors to enhance the dramatic effects. Musical figures as 

dramatic devices became commonplace in French opera and 

particularly in the melodrama sections of opera. 

The popularity of Rousseau's Pygmalion in Germany in 

the late eighteenth century generated several German 

adaptations of melodrama. Franz Aspelmayer's Pygmalion 

contained a brief opening ritournelle and very brief 
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musical pieces underneath the narrator's words to 

underscore and illustrate their effect. The most important 

of the German melodramas were Georg Benda's Ariadne and 

Medea. In these works Benda used both techniques: 

interrupting speech with music, and using music to 

accompany speech. Increasingly, the German form stressed 

musical continuity despite speech interruptions, an 

approach contrary to the French speech-dominated genre. 

Certain other traditions were developed by Benda. in 

particular the theme of a rejected and suffering heroine 

whose emotions are expressed in a nightmarish monologue 

that takes up the greater portion of the monodrama. 

Musical figures continue to be important and signal 

appropriate emotional responses. Rapidly ascending and 

descending scales and repeated figures serve to heighten 

emotions, and rhythmic and melodic motivic cells contribute 

to an overall unity in his works. 

By the time of Mozart and Beethoven, melodrama is used 

most often as an isolated passage in a larger work, the 

contrast of texture providing needed heightened dramatic 

effect. In Zaide. there are two melodramas: the first 

occuring near the beginning of the opera to set up the 

condition and character of Gomatz the slave. Rapid 

ascending scales and repeated notes convey his agitation 

and restlessness, while static ostinato patterns express 

his weariness and his aborted attempts to sleep. Mozart 
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places the second melodrama In a parallel position in Act 

II. A large-scale symmetry is created that unifies the 

opera's two acts through recall of key (D Minor/D Major), 

text, and the by-now familiar melodramatic figures--rapid 

scale figures, repeated figures, ostinatos, tremolos, and 

dotted-figures--that portray the character's emotion. 

Beethoven's approach to melodrama in the climactic 

dungeon scene in Act II of Fldelio is more diffuse than 

Mozart's. It begins with the orchestral overture to the 

second act, and features tremolos, contrasts in texture and 

timbre, and repeated figures. In the next section, sung 

monodramatic recitative depicts the restlessness of 

Florestan. The melodrama (a duodrama) proper does not 

occur until the next section, in which the music is 

interrupted by the spoken dialogue of Leonora and Rocco. 

Thus Beethoven uses both instrumental and spoken melodrama 

in his setting of this emotionally charged scene. Drawing 

on the traditions of the late eighteenth-century melodrama, 

he makes use of familiar orchestral conventions, quick 

tempo changes, tremolos and repeated figures. 

Weber, like Beethoven, restricts his use of melodrama 

to the climactic dramatic moment in the opera in order to 

achieve maximum dramatic effect. Each spectral event or 

image in the Wolf's Glen scene in the Finale to Act II is 

characterized by a unique combination of standard 

melodramatic figures, tremolos, ostinatos, and rising and 
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falling scale passages. Because FreischUtz Is a Singspiel 

and already uses spoken dialogue. Weber sometimes uses 

recitative, sometimes arioso passages for variety in vocal 

texture. 

With Berlioz's Lelio we once again see a complete work 

titled a melodrama. Not surprisingly. Berlioz reverts to 

the Rousseau model, using seven monologues alternating with 

six musical numbers, each of which has its own form. 

Rather than instrumental pieces as in Rousseau's Pygmalion. 

Berlioz uses vocal genres: the Lied, the ballad, chanson, 

and choral fantasia. For additional musical expression he 

turns to the stereotypical arpeggiated passages, trills and 

tremolos, repeated notes, and rhythmic ostinatos associated 

with melodrama. For purposes of musico-dramatic coherence 

Berlioz recalls these figures, and combines them with 

phrases based on the idfee fixe from the Symphonie 

FontftBtioue. The vocal forms used in Lelio become 

increasingly free and formally complex as Berlioz moves 

from strict and free strophic settings, to through-composed 

settings, and finally to a large free-form choral fantasia. 

This progressive abstraction symbolizes the artist's 

triumph in achieving freedom of individual artistic 

expression. Using a similar process of increasing 

abstraction, Schoenberg employs traditional forms in a 

symbolic and developing sense to portray the mental 

deterioration of his deranged heroine in Erwartung as she 
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sinks deeper and deeper into insanity. 

Typically, composers of melodrama eschewed closed 

forms to follow the momentary needs of the text. From its 

inception, melodrama concerned itself with a more realistic 

presentation of the text. To that end it included the 

Juxtaposition of contrasting textures, using spoken voice 

and/or sung voice with alternating or simultaneous 

orchestral accompaniment made up of common figures with 

standardized connotations, to illuminate or further 

illustrate the emotions expressed by the voice. Tremolos, 

repeated notes signifying agitation and rising and falling 

scale passages became a mainstay of the genre. 

The legacy of melodrama is strongly reflected in 

Schoenberg's monodrama Erwartung. as we shall see in the 

details presented in the analytical Chapter Six. For the 

moment let us briefly summarize those aspects of the work 

that are most clearly indebted to the traditions traced in 

this chapter. Perhaps the most telling feature of the work 

is Schoenberg's exclusive reliance on arioso and 

declamatory-like passages in setting the emotionally 

charged text. The angular dramatic leaps of the vocal part 

which seem more instrumental than vocal in conception, are 

combined with more familiar musical gestures and figures. 

Ascending and descending scales and tremolos in the 

orchestra serve to illustrate the text, commenting on the 

singer's words. Ostinatos, another traditional component 
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of the "melodramatic" accompaniment play an important 

structural role as articulators of form within the scenes, 

and as delimiters and mood-setting devices between scenes. 

Instead of varying a number of recurring rhythmic and 

melodic motives, Schoenberg develops three melodic cells 

introduced in the beginning of the work, subjecting them to 

subtle transformations according to Schoenberg's favorite 

technique of developing variation. The evenly-articulated 

"strophic" form of the first scene is gradually loosened 

and abstracted, in the manner seen in Berlioz's Lelio. 

resulting in the complexity of the final fourth scene, with 

a self-quotation from one of Schoenberg's Lieder and 

evocations of the waltz. 

The musical melodrama continued to be used, as we have 

seen, by Schoenberg in later works, and was especially 

cultivated by composers of turn-of-the-century Austria and 

Germany. In a climate ripe for Expressionism, the 

melodrama filled a need for dramatic expression and enjoyed 

a brief revival in the Germanic countries. Such composers 

as Pfitzner, Strauss, Humperdinck, Schillings, Gerlach and 

Bungert composed melodramas for a variety of forces, but 

their settings were predictable in format, harmony, and 

expression. These turn-of-the-century settings were 

contemporary with Schoenberg's Erwartune. but they lacked 

its creative orchestration, its polyphonic textural 

complexity, and above all, its forward-looking use of 
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atonality. 

Although the melodrama briefly lost favor during the 

mid-twentieth century, composers today, such as Hugo 

Weisgall, Luciano Berio, George Rochberg and Karel Husa, 

are once again discovering the possibilities of the genre 

that were so successfully realized in Schoenberg's 

masterpiece Erwartung. Unlike its dramatic counterpart, 

musical melodrama continues to be a vital art form more 

than 200 years after the first efforts of Rousseau and 

Benda. 

1. John Baur, Music Theory Through Literature. (Englewood 
Cliffs: Prentice-Hall, 1985), 11. 226. 

2. Siegmund Levarie and Ernst Levy, Musical Morphology; A 
Discourse and a Dictionary (Kent, Ohio: The Kent State 
University Press, 1983), 211. 

3. David Ward-Steinman, Comparative Anthology of Musical 
Forms (Belmont: Wadsworth, 1976), II, 3. 

4. David John Fanning, Schoenberg1s Monodrama Erwartung; 
Text. Structure and Musical Language (Ph.D. 
dissertation. University of Manchester, England, 1984), 
63. 

5. Levarie and Levy, op. cit.. 209. 

6. Leon Dallin, Techniques of Twentieth Century 
Composition: A Guide to the Materials of Modern Music 
(Dubuque: Wm. C. Brown, 1974), 160-164. 

7. Levarie and Levy, op. cit.. 211. 

8. See Marie Pappenheim's own account on the record liner 
notes to Erwartung. Wergo recording WER 50001. 



181 

9. The cut and pasted title pass and the numerous 
corrections and paste-overs of the autograph full 
score, as well as the extremely clean short score which 
has been described as the first stage in Schoenberg's 
work, suggest that a sketch stage is missing. 
Schoenberg filled "Sketchbook III" (as Rufer numbers 
it) during this time with preliminary sketches of other 
works dated from 1906 to 1916 • but there are no 
sketches to represent the years 1909 and 1910. In 
addition, there are several smaller notebooks, one 
dated from 1900, and others from 1915 and 1917. 
Schoenberg was also meticulous about maintaining 
diaries from these early years and saving 
correspondence. In view of his interest in preserving 
such materials, and recognizing his extensive sketch 
work for other atonal works such as Pierrot lunaire. it 
is possible that sketches for Erwartung are missing, or 
perhaps, in private hands. 

10. "Melodrama," Webster's New World Dictionary of, the 
American Language. 2nd College Ed. (New York! Simon 
and Schuster, 1981), 885. 

11. Frank Rahill, The World of Melodrama (University Park: 
The Pennsylvania State University Press, 1967)« xiv. 

12. Ibid.. 23, 25. 

13. Ibid.. 25. 

14. James L. Smith, Melodrama (London: Methuen & Co., 

1973). 4. 

15. Rahill, op. clt., 34. 

16. Ibid.. 73-7^. 

17. Ibid.. 75. 93. 

18. Ibid., 100. 

19. In fact, the history of the cinema begins with the 
first show of the Lumiere Brothers of Lyon at number 
14, Boulevard des Capucines in Paris, 28 December 1895, 
according to David Robinson, The History of World 
Cinema (London: Eyre Methuen, 1973), 1. 

20. Willi Apel, "Melodrama," Harvard Dictionary of Music, 
2nd rev. ed. (Cambridge: Harvard University Press, 
1977, 1944), 516. 

21. George Grove, J. A. Fuller-Maitland and Nicholas Comyn 



182 

Gatty, "Melodrama," The Grove Dictionary of. Music and 
Musicians. 5th ed., 10 vols., ed. Eric Blom (New York: 
St. Martin's Press, 195*0, V, 666. 

22. Peter Branscombe, "Melodrama," The New Grove Dietionary 
of Music and Musicians. 6th ed., 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), XXI, 116. 

23. Ibid., 116. 

Zk, All musical examples are from Edgar Istel, Jean-Jacques 
Rousseau als Komponist seiner lvrlschen Scene 
"Pygmalion". Studien zur Geschichte des Melodramas I, 
Publikationen der Internationalen Mueikgesellschaft, 
Heft I (Leipzig: Breitkopf & H&rtel, 1901). 

25. Roger Cotte, "Horace Coignet," The New Grove Dictionary 
of Music and Musicians, op. cit., IV, 522. 

26. Smith, OP. cit., 1. 

27. Robert T. Laudon, Sources of the Wagnerian Synthesis: 
A study of the Franco-German Tradition in. 19th-century 
Opera (Salzburg: Musikverlag Emil Katzbichler, 1979), 
129. 

28. All examples are from the libretto to Franz 
Aspelmayer's version of Pygmalion as reproduced in 
Revue Musicale de Lyon. XI, 31 December 1905, No. 12, 
372-385. 

29. Smith, OP. cit.,2. 

30. Ibid.. 2. 

31. All examples are from Jiri Antonin Benda, Medea 
(Prague: Editio Supraphon, 1976). 

32. Paul Henry Lang, Music in Western Civilization (New 
York: Norton, 1941), 583-

33. Doris J. Richards, Geore Benda and His Melodrama 
Ariadne auf Naxos. (Master of Music thesis. North Texas 
State University, 1970), 8-9. 

34. See text, p. 11, f.n. 10. 

35. Branscomb, op. cit.. 117. 

36. All examples are from Wolfgang Amadeus Mozart, Zalde: 
A German Operetta in Two Acts. K. 344, Kalmus Study 
Score #941 (Melville: Belwin Mills, n.d.). 



183 

37. Emily Anderson, The Letters o£ Mozart and ffis family 
(London: Macmillan and Co., 1938). II. 936-7. 

38. Ibid. 

39. All examples are from Ludwig van Beethoven, Fidelio, G. 
Schirmer Vocal Score (New York: G. Schirmer, 1907). 

tl0. All examples are from Carl Maria von Weber, Dei? 
FrelschUtz. Orchestral Score (New York: Dover, 1977). 

lil. philipp Spitta. "Carl Maria von Weber: Catalogue of 
Works." Grovej_s Dictionary of Music and Musicians. 5th 
ed.. ed. Eric Blom (New York: St. Martin's Press. 
195*1). Vol. IX. 219-

IX2. Istvan Anhalt. Alternative Voices (Toronto: University 
of Toronto Press, 1984). 8. 

Zt3. Interestingly, it was this same Max Schillings who was 
responsible for the departure of Schoenberg from the 
Berlin Academy in 1933 because of anti-semitic 
sentiment. The incident is recounted in Joan Allen 
Smith, Sprechstimmen—Geschlchte: An Oral Hj.story of. 
the Genesis of the Twelve-Tone Idea. Ph.D. 
dissertation, Princeton University. 1977. 320. 

till. All examples are from Hector Berlioz. Lelio (The Return 
to Life). Op. 14 (bis), Kalmus Miniature Score #509 
(Melville: Belwin Mills, n.d.). 

U5. Peter Bloom, "A Return to Berlioz's Retour 4 la Vie," 
Musical Quarterly. LXIV/3 (July 1978), 35^-359. 



CHAPTER V 

THE LIED AND BALLAD AND THEIR CONNECTION 
WITH ERWARTUNG 

Schoenbere's Interest in the Lied 

The Lied, and in particular the songs of Schubert, 

continued to play an important role in late nineteenth-

century Viennese culture.1 Schoenbere'e earliest musical 

recollections were of Schubert's songs'2 which he imitated 

in his first youthful attempts at song composition.3 As 

late as 1912, Schoenberg orchestrated four of Schubert's 

songs and Beethoven's Adelaide, which he indicated in a 

letter to Alban Berg he had high hopes of publishing."* 

Richard Heuberger, Schoenberg's composition teacher in 

1894, shared Schoenberg's enthusiasm for Schubert's Lieder. 

For student and teacher alike, the Schubert song repre-

sented, "something new, of unprecedented power, the first 

composition in a hitherto unknown form, the first modern 

German song."*5 

Throughout his life Schoenberg remained a devotee of 

Schubert,* and above all of Schubert's songs. He included 

them on concerts along with Schubert's instrumental works, 

which were performed both in their original versions and in 

Schoenberg's new arrangements.r Most importantly, they 

were a main staple in Schoenberg's composition classes. 

184 
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His most gifted students, Alban Berg and Anton Webern, 

proved their mettle in the "national" genre of Vienna. 

Under Schoenberg's tutelage, both composers produced large 

numbers of songs® inspired both by Schubert's and 

Schoenberg's example. 

The Lied in schoenbere's Compositional Output 

Before Erwartune. the Lied occupied a position of 

prominence in Schoenbere's compositional output. Opus 

numbers 1. 2, 3, 6. 8, 12 and 1H are all sons collections 

with piano accompaniment in the intimate style of the 

Romantic Lied. In addition to these songs, there are 

scores of songs without opus numbers, some only recently 

published,"* and others still awaiting publication. 1 0 The 

Brettl-Lieder, a collection of cabaret songs, also dates 

from this period. They are an exceptional group of songs 

that are a product of Schoenberg's encounter in 1901 with 

Berlin's popular music culture. They stand in striking 

contrast to Schoenberg's other early songs that represent 

the culmination of the nineteenth-century Viennese Lied 

tradition. 

After the composition of Das Buch der hSneenden 

Garten, a collection of songs composed in the same year as 

Erwartung. Schoenberg turned increasingly to large-scale 

dramatic vocal forms with orchestral accompaniment. 

Herzgewachse (1911), Pierrot lunaire (1912), and Four 
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Orchestral Songs (1913-1916) follow immediately on the 

heels of Erwartung. his first large-scale dramatic vocal 

work since the 1901 orchestral song cycle Gurrelieder. 

Songs figure less prominently in Schoenberg's output after 

the spate of orchestral songs of 1911-1913. 

Schoenberg composed his last group of orchestral 

songs. Three Songs. Op. 48, in 1933 after a 20-year hiatus 

in song composition. These songs are followed nine years 

later by Ode to Napoleon. Op. 41. for reciter and piano or 

orchestra. The ode represents Schoenberg's final 

experiment with solo vocal music. Its style is related to 

another vocal genre that developed alongside the Lied in 

nineteenth-century Germany, the Deklamationssttick. 

Representative examples include: Schubert's Abschied von 

der Erde. Schumann's SchBn Hedwig. Op. 106, Ballade vom 

Haideknaben. Op. 122, No. 1, and Die FlUchtlinge. Op. 122, 

No. 2, and Liszt's Per traurlge MiJnch. 

The Lied and Ballad 
and their Connection with Erwartung 

Schoenberg composed Erwartung at the end of an 

intensive period of song composition for solo voice and 

piano accompaniment that includes the song Am Wegr-and 

(1905). The song is the source of the motives used 

throughout Erwartung and is a proven musical connection 

between the monodrama and a specific Lied. Thus, the song 

quotation in Scene IV of Erwartung establishes a direct 
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connection between the Lied and monodrama. 

The Lied and the monodrama were genres extensively 

cultivated by sone composers of the nineteenth century. In 

the nineteenth-century monodrama for solo voice and piano 

accompaniment emphasis was placed upon local expressive 

effects, rather than upon expansion and development of 

musical ideas. In Schoenberg's songs, however, the text is 

music's handmaiden. He admitted that in writing a song, a 

few words from the text would furnish an inaugural point 

that could be grasped without a complete reading of the 

poetic details. 

A few years ago I was deeply ashamed when I 
discovered in several Schubert songs, well-known to 
me, that I had absolutely no idea what was going on in 
the poems on which they were based. But when I had 
read the poems it became clear to me that I had gained 
absolutely nothing for the understanding of the songs 
thereby, since the poems did not make it necessary for 
me to change my conception of the musical interpre-
tation in the slightest degree. On the contrary, it 
appeared that, without knowing the poem, I had grasped 
the content, the real content, perhaps even more 
profoundly than if I had clung to the surface of the 
mere thoughts expressed in words. For me, even more 
decisive than this experience was the fact that, 
inspired by the sound of the first words of the text, 
I had composed many of my songs straight through to 
the end without troubling myself in the slightest 
about the continuation of the poetic events, without 
even grasping them in the ecstasy of composing, and 
that only days later I thought of looking back to see 
dust what was the real poetic content of my song. It 
then turned out, to my greatest astonishment, that I 
had never done greater justice to the poet than when, 
guided by my first direct contact with the sound of 
the beginning, I divined everything that obviously had 
to follow this first sound with inevitability.11 
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Schoenberg's idiology with respect to mueico-poetic 

relationships would seem to indicate that the connection 

between the sons Am Weerand and the monodrama Erwartung may 

be more far-reaching than the mere quotation in Scene IV 

would indicate. This chapter presents a detailed analysis 

of the song and examines its word-tone relationships in 

order to determine whether Schoenberg's approach to song 

composition may have influenced his approach in setting 

pappenheim's libretto. 

Schoenberg's early involvement with the Lied is 

important to our understanding of Erwartung in another 

fundamental way. The subject matter of the songs deals 

with many of the important themes of Pappenheim's text: 

night, death, dreams, being lost, unfulfilled longing. 

These themes form the core of both mood and situation in 

most of the poetry of the nineteenth century and it is 

inevitable that they should be taken up in Schoenberg's 

songs. Indeed, before Schoenberg set Pappenheim's text, he 

had already dealt with its main themes not only in the song 

Am Wegrand. but in other songs as well, including a song 

entitled Erwartung on a text by Richard Dehmel. 

Dehmel's is one of three nineteenth-century poems 

known to this author, that are entitled "Erwartung," and 

that were set to music for solo voice and piano 

accompaniment in the nineteenth century. Schoenberg's 

setting of Dehmel's text (1899) is preceded by Zumsteeg's 
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(c. 1799-1802) and Schubert's (1815) Bettings of Schiller's 

ballad F.rwartune. The third song. Hugo Wolf's setting 

(1880) of Eichendorff's poem, dates from the same general 

period as Schoenberg's setting of Dehmel's poem. 

This chapter deals with a chronological survey of the 

"Erwartung" songs, examining the manner in which the 

musical ideas suggested by the words of the poem are 

embodied in the setting of those words for voice and piano. 

Of particular interest to this study is Schubert's setting 

of Schiller's ballad grwartung. While there is no evidence 

to indicate that Schoenberg imitated any of Schubert's 

songs in composing his mature works, it is important to 

keep in mind that Schubert's songs were compositional 

models for the young Schoenberg and that they served as 

exemplars in his adult life in the teaching of song 

composition. The influence of Schubert's songs on 

Schoenberg's style was. by Schoenberg's own admission, 

profound. An analysis of Schubert's grwartung should 

provide insight into the technique of song composition that 

Schoenberg found so compelling and that he sought to 

emulate in his own songs. 

Schubert's Gretchen am Spinnrade has also been 

included after the survey of the "Erwartung" settings. It 

has been included in the discussion because Goethe's poem 

is closer in mood and situation to Pappenheim's monodrama 

than any of the Erwartung texts, including Schiller's 
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ballad. Both Schiller's ballad and Goethe's poem are 

monodramas. but at the end of Schiller's ballad the man's 

lover is restored to him. In Goethe's poem, as in 

pappenheim's libretto, the woman's longing for her lover's 

return remains unfilled. The chapter concludes with an 

analysis of Am Weerand. the song quoted in Schoenberg's 

monodrama Erwartung that is analysed in detail in Chapter 

VI. 

The "Erwartung" Settings 

Zumsteeg and the Ballad 

Johann Rudolf Zumsteeg (1760-1802) was a composer of 

numerous ballads. From early works such as Die 

FrOhlingsfeler to later ballads, Zumsteeg's compositions 

show a dependence on melodrama in their descriptive 

figurations and emphasis on Tonmalerei.xx His duodrama 

•rami r>A (1788) is modeled after Benda's melodrama Ariadne. 

Moving away from the simple, strophic, folk—like settings 

cultivated by song composers of the First Berlin School, 

Zumsteeg set his ballads in a style that is cantata-like in 

its alternation between recitative and arioso sections, and 

in the inclusion of descriptive instrumental interludes. 

In his effort to express the text yet provide a clear 

organization, Zumsteeg used both open forms and cyclic 

forms in his through-composed ballads, repeating and 

developing rhythmic or melodic motifs to ensure overall 
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thematic as well as harmonic unity. 1 3 His use of 

recitative and coloristic harmonies proved to be a decisive 

influence on Schubert's style. Zumsteeg avoided the simple 

diatonic harmonies of the folk-like ballads of the North 

Germans. He incorporated chromatic progressions. 

enharmonic changes, interrupted cadences, diminished and 

augmented chords, and constantly shifting harmonies in his 

extended, through-composed ballads. In Macht der Sinne, 

shifting harmonies are used in the service of character 

development, effectively projecting the character's 

psychological disorientation. In the elaborate, complex, 

through-composed settings whose primary purpose was the 

expression of the text, Zumsteeg's ballads may be said to 

be true precursors of Schubert's intimately expressive and 

highly subjective ballads. 

Zumsteeg's Ballad Die Erwartung (c. 1798-1802). Die 

Erwartung depicts a man waiting for a pre—arranged tryst 

with his lover. The eleven-strophe poem consists of pairs 

of four-line and eight-line strophes. Each of the four-

line strophes except the last divides into couplets. In 

the first couplet the lover questions the meaning of the 

sounds and sights he hears and sees; in the second couplet 

the lover denies their reality. The third line of each 

quatrain is articulated by the lover's denial, "Nein." 

Through the use of the recurring four-line question 
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and answer refrain, Schiller manipulates the reader into 

believing that the poem is an interior monologue of an 

expectant lover anxiously awaiting the arrival of his 

beloved. It is not until the final quatrain, when he 

departs from the question and answer pattern of the 

preceding four—line strophes and shifts to a complete 

statement, that Schiller reveals the presence of a 

narrator. 

In Schiller's ironic rendering of a familiar tale of 

love, the narrator completes the lover's passionate first-

person account. The lover has fallen asleep. Schiller 

prepares for the surprise ending in the last eight-line 

strophe which concludes with the image of a "hollow dream" 

springing into life. In the narrator's quatrain that 

follows, the reader learns that the beloved finally 

appeared, but unobserved, as if "from the heavenly 

heights." Schiller leaves the reader questioning whether 

the image of the beloved that "springs into" life in the 

course of the poem was nothing but a "hollow" dream. Was 

the lover's story a dream? Was it real? Will his vision 

vanish when she, reality, arouses him from his sleep? The 

questions raised by the intrusion of the narrator in the 

final strophe are an echo of the lover's question and 

answer refrain. But in the final quatrain of the ballad, 

Schiller provides no answer. 

Zumsteeg sets the five pairs of four—line and eight— 
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line strophes of Schiller's ballad as alternating 

recitative and arioso sections. The first and second pair 

of strophes conclude with a brief instrumental interlude, 

as does the fourth pair. In the third pair and fifth pair 

the recitative quatrain is also followed by an interlude. 

The last Quatrain is not set in recitative style as is 

expected. Instead, Zurasteee sets the quatrain in arioso 

style, resulting in an expansion of the final arioso 

section. He nevertheless acknowledges the structural break 

in Schiller's poem and sets off the narrator's quatrain by 

a change to 6/8 meter and a return to the tonic key of F 

Major. 

The diagram below presents an overview of the musico-

poetic structure of Zumsteeg's setting of Die Erwartung. 

Schiller's text is given as it appears in Zumsteeg's 

setting, including archaic spellings as found in the 

facsimile of Zumsteeg's ballad. In the eight-line strophe 

of the second section of the song Zumsteeg eliminates two 

lines of Schiller's text ("Breit' um uns her den 

purpurroten Flor / Uraspinne uns mit geheimnisvollen 

Zweigen!"), and breaks up the opening pair of lines ("O 

lBsche deine Fakkel, Tag! hervor / du geistge Nacht, mit 

deinem holden Schweigen,") into three lines, thereby 

creating a seven-line strophe that departs from the regular 

rhyme scheme (abababcc) of Schiller's poem. The main 

sections of the song are identified by Roman numerals. 
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Recitative and arioso segments are identified in the left 

mareini the key of each section is indicated in parentheses 

(Figure 16). 

The Musico-Poetic Structure 
of Zumsteee'g Die Erwartung 

Prelude (F) 10 measures 

(F) Recit. 
m. 11 

Arioso 
m. 16 

HBr' ich das PfBrtchen nicht gehen? 
hat nicht der Riegel geklirrt? 
Nein, es war des Windes Wehen, 
der durch diese Pappeln schwirrt• 

(F) 0 schmllkke dich, du grllnbelaubtes Dach, 
du sollste die Anmuthstralende empfangen, 
ihr Zweige, baut ein schattendes Gemach, 
mit holder Nacht sie heimlich zu umfangen, 
und all' ihr SchmeichellUfte werdet wach, 
und scherzt und spielt urn ihre Rosenwangen, 
wenn seine schiJne Btlrde, leicht bewegt, 
der zarte Fuss zum Stiz der Liebe trHgt 

Interlude, 3 measures 

II 

Recit. (F-E) Stille, was schlflpft durch die Hekken 

m. 36 raschelnd mit eilenden Lauf? 
Nein es scheuchte nur der Schrekken 
aus dem Buseh den Vogel auf. 

Interlude, 1 measure 

Arioso (E) 
m. H3 

O lBsche deine Fakkel, Tag! 
hervor, du geistge Nacht, 
mit deinem holden Schweigen, 
der Liebe Wonne flieht des Lauschers Ohr. 
sie flieht des Strahles unbescheidnen Zeugen! 
Nur Hesper, der Verschwiegene, allein 
darf still herblikkend ihr Vertrauter seyn. 

Interlude, 2 measures 

III 

Recit. (E) Rief es von f e m e nicht leise, 
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m. 65 flllstern den Stimmen gleich? 
Nein, der Schwan ists, der die Kreise 
ziehet durch den Silberteich. 

Interlude, 3 measures (E - E-flat) 

Arioso (E-flat) 
m. 75 Mein Ohr umtiSnt ein Harmonienfluss, 

der Springquell fttllt mit angenehmen 
Rauschen, 

die Blume neigt sich beides Westes Kuss, 
und alle Wesen seh ich Wonne tauschen; 
Die Traube winkt, die Pfirsche zum Genuss, 
die Uppig schwellend hinter BlHttern, 

lauschen 
Die Luft, getaucht in der GewUrze Fluth, 
trinkt von der heissen Wanee mir die Gluth. 

Interlude, 3 measures 

IV 

Recit. (E-flat) 
m. 100 HBr ich nicht Tritte erschallen? 

rauscht's nicht den Laubgang daher? 
Nein, die Frucht ist dort gefallen 
von der eignen Ftllle schwer. 

Interlude, 1 1/2 measures 

Arioso (E-D) 
m. 108 Des Tages Flaramenauge selber bricht 

in stissem Tod, und seine Farben blassen; 
Kllhn Bfnen sich im holden DSmmerlicht 
die Kelche schon, die seine Gluten hassenj 
still hebt der Mond sein stralend Angesicht, 
die Welt zerschmilzt in ruhig grosse Massen, 
der Gtlrtel ist von dedem Reiz gelBsst, 
und alles SchBne zeigt sich mir entblBsst. 

Interlude (3 1/2 measures) 

V 

Recit. (D) Seh' ich nichts Weisses dort schimmern? 
m. 133 glHnzt's nicht wie seidnes Gewand? 

Nein, es ist der Sftule Flimmern 
an der dunkeln Taxuswand. 

Interlude (D-D-flat) 3 measures 

Arioso (D-flat) 
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m. lliZ O sehnend Herz, ergBzze dich nicht mehr 
mit stlssen Bildern wesenlos zu spielen, 
der Arm. der sie umfassen will, 1st leer, 
Kein SchattenelQck kann dlesen Busen kllhlen; 
O ftlhre mlr die Lebende daher. 
lass ihre Hand, die zfirtliche, mich ftlhlen. 

Interlude (1 1/2 measures) 

m . 159 Den Sehatten den Schatten nur von ihres 

Mantels Saum, 
und in das Leben tritt der holde Traum. 

Interlude (2 measures) 

6 (F) Und leis' wie aus himmlischen 
8 HBhen die Stunde des GlUkkes er scheint, 

m. 169 eo war sie genaht und gesehen 
und wekte mit Ktlssen, mit Ktlssen den Freund. 

Fig. 16. The Musico-Poetic Structure of 
Zumsteeg's Die Erwartung 

Recitative sections (the four-line strophes) are set 

in a traditional manner with sustained chords and rests 

articulating text units. Each arioso section of the ballad 

(the eight-line strophes) is characterized by a distinctive 

rhythmic figuration. Zumsteeg integrates the arioso 

sections by employing a variation technique popular in the 

classical period: rhythmic diminution. The first arioso 

is accompanied by triplet arpeggios, repeated notes and 

reiterated chords. The second arioso introduces 

arpeggiated eighth notes in groups of four and repeated 

chords. Arpeggiated sixteenths accompany the third arioso. 

In the fourth arioso Zumsteeg breaks the pattern of 

rhythmic diminution, yet continues to build tension by 
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using repeated chords, which carry over into the fifth and 

final arioso section. In the final arioso section Zurasteeg 

breaks up the repeated chord pattern first introduced in 

Section II. The overall effect is that of rhythmic 

diminution as he proceeds from steady eighths in arioso 

Section II. to an offbeat eighth-note rhythmic pattern in 

Section IV. to the fragmented eighth-note pattern of 

Section V. The following examples provide an overview of 

the progressive, rhythmically-varied accompaniments in the 

five sections of the ballad (Example 45) •l"* 

Arioso # Rhythmic Figuration 

tB ^ I i 4 4 I f i i I 1 

0'^ d-

m. 16 m. 23 

II 

III 

m. 42 m. 53 

m. 76 

IV r**; 

m. 109 
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m. 169 

Ex. 45. Zumsteeg's Die Erwartune 
Rhythmic Variation 

The open form of Zumsteeg's setting of Schiller's 

ballad is rhythmically and tonally unified. The ten-

measure piano prelude introduces motives that forecast the 

key structure of the ballad (Example U6). 

Langum. 

Rtclt. 

HOr" ich du Pfdrt-cbcD oicht gc-hca? bit nlcbt der Rie-gel ge-lliml Neln, ci wir des Win dej 

Ex. U6. Zumsteeg's Die Erwartune. mm. 1-10 
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The piece is rounded tonally and returns to the tonic, but 

the key scheme follows a descending chromatic pattern that 

is presaged in the prelude: F E E-flat D D-flat F. 

In the prelude all of these pitches are used in some sort 

of short descending pattern: F-E, F-E-D-C-sharp (D-flat), 

E-flat-D-F, F-E-D-C-sharp, and F-E-D-C (see brackets in 

Example 1). The short two- to four-note patterns are 

merged into a longer six-note group at the end of the 

prelude: F-E-flat-D-D-flat-C. The technique of motivic 

expansion and development employed in the introduction to 

Zumsteeg's Erwartune is a procedure that Schubert will use 

extensively in his own song composition. 

The ending of Schiller's ballad is ambiguous and 

especially problematic for the composer who suddenly must 

shift from the impassioned outpourings of the lover that 

make up the first sixty lines of the ballad to the 

dispassionate statement of the narrator who appears 

unexpectedly in the final four lines of the poem. 

Zumsteeg's solution to the problem of creating a 

satisfactory denouement was to set the final quartrain in 

arioso style, thereby avoiding the sharp textual break that 

would have resulted had he set the narrator's quatrain in 

recitative style. At the same time he distinguishes the 

narrator's quatrain from the lover's eight-line strophe by 

shifting to 6/8 meter. 

By setting the last twelve lines in arioso style 
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Zumsteeg downplays the structural break in Schiller's 

ballad when the narrator speaks. Moreover, he pauses at 

the end of the sixth line of the lover's final arioso 

section in a melodramatic gesture that marks the climax of 

the sons. The lover implores, "Lass ihre Hand, die 

zMrtliche, mich ftlhlen." The music hangs suspended in the 

key of D-flat Major until the return of the tonic key of F 

Major, at the beginning of the 6/8 section that signals the 

beloved's arrival. 

Schubert's Die Erwartung (1815). In addition to his 

setting of Schiller's ballad Die Erwartung. Schubert also 

composed settings of five additional poems set by Zumsteeg, 

Hagars Klage. Lied der Liebe. Nachteesane. Ritter 

Toggenburg. and Skolie. In a comparison of these settings, 

Gunter Maier found melodic, harmonic, rhythmic, and 

structural correspondences that establish a direct link 

between the songs of Zumsteeg and Schubert.1®1 

Two different versions of Schubert's Die Erwartung 1 

have come down to us. In an autograph version, dating from 

May 1816, the song's tonality moves from B-flat to E to C, 

closing in open-ended fashion on G, the third-related 

submediant. In the revised version, published as Op. 116 

in April, 1829, the ballad is rounded tonally in B-flat. 

It is this later version that is the subject of the 

analysis in this chapter. Both versions and Zumsteeg's 
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model are printed in the Weue Auseabe. 

As in Zumsteeg's setting, Schubert sets the 

alternating four- and eight-line strophes in contrasting 

recitative and arioso styles, thereby articulating the 

character's shift back and forth between reality and 

illusion. But, there the similarity ends. In Schubert's 

setting the piano part ie more independent and, in almost 

every case, the interludes are more extended. He even 

inserts a brief one-measure interlude following the first 

Quatrain so that each strophe is set off with a new 

figuration in the keyboard part. 

The most striking difference between the two settings, 

however, is Schubert's unorthodox tonal plan, which 

involves modal contrasts as well as a shift to a remote key 

a tritone away from the tonic. Schubert twice moves to C 

Minor when the text introduces the image of a fading day. 

In the central section of the ballad Schubert moves from 

the tonic B-flat to the remote key of E Major, a tritone 

away, when the lover speaks of a "flood of music" that 

fills his ears. (William Mann's translation of the 

ballad1® is given below.) 

The shift to E Major in the third arioso section 

creates a tonal break in Schubert's setting of the ballad 

that is at odds with the poem's structure. The move to E 

Major in the middle of the song is as startling a break 

tonally as Schiller's break in the poem, when the narrator 
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unexpectedly appears at the end. Schubert sustains the key 

of E Major through the recitative at the beginning of the 

fourth section. He follows it with an equally surprising 

tonal gesture at the beginning of the arioso section that 

follows. He changes mode to C Minor at the beginning of 

the fourth arioso section and immediately moves to the 

major dominant when the lover describes the "twilight 

flowers" opening their cups. The arioso section concludes 

in the subdominant, introduced when the lover says that 

"beauty shows herself in nakedness." 

The shift to the subdominant at the beginning of 

Section V marks the beginning of a sequence of keys that 

brings the song to tonal closure. Whereas Zumsteeg delayed 

the return of the tonic until the narrator's quatrain, 

Schubert introduces the tonic B-flat at the opening of the 

lover's final recitative and arioso sections. But Schubert 

reserves the conventional V-I cadential pattern for the 

narrator's intrusive quatrain, setting it off from the 

imaginative and colorful harmonies of the lover's 

monologue. Charles Rosen could well have been describing 

Die Erwartune. which departs from the classical tonal 

organization of Zumsteeg's ballad, when he wrote of 

Schubert's songs: 

...After the first tentative experiments, the 
principles on which most of his songs are written are 
almost'entirely new; they are related to the Lieder of 
the past only by negation: they annihilate all that 
precedes. The classical idea of dramatic opposition 
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and resolution is completely superseded: the dramatic 
movement is simple and indivisible.1"* 

In the diagram below that summarizes the musico-poetic 

structure of Schubert's Die Erwartune. the letters to the 

left of each section indicate the key of the section: 

capital letters indicate major key, lower-case letters 

indicate minor keys (Figure 17). 

The Musico-Poetic Structure 
of Schubert's Die Erwartune 

Prelude (B*) 3 1/2 measures 

Recit. (Bb ) Do I not hear the gate swinging? 
m. k Did not the latch click? 

No, it was a breath of wind 
that blew through the poplars. 

Interlude (1 measure) 

Arioso (B*) Adorn yourself, ceiling of leafy green; 
m. 10 you must receive a gentle, radiant guest. 

You branches, form a shady room 
to enclose her gently in night's soft 

embrace. 
And all you wheedling breezes, wake to 

life, 
and sport and play about her rosy cheeks 
as, lightly stepping, that fair form 
is borne on pretty feet to love's own 

place. 

Interlude (U measures) 

Recit.(B*-g) Hush! what glides through the bushes, 
m. 33 and rustles as it hastes on its way? 

No, it was only alarm that scared 
a bird from out of its covert. 

Interlude (3 measures) 

Arioso (c) Put out your torch, oh day! Appear, 
m. 43 spirit of night, with sweetest silence! 

Spread all about us evening's crimson glow, 
cloak us with branches, give us secrecy. 
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Love's rapture flees from listening ears, 
flees, too, the gaze of rash onlooking 

eyes; 
(E*) only the evening star, ever discreet, 

shall beam down in silence, her confidante. 

Interlude (3 measures) 

Recit. (B**) Was that a soft and distant call, 
m. 66 like the whisper of voices? 

No, 'tis the swan, circling 
his way through the silver pond. 

Interlude (il measures) 

Arioso (E) A flood of music throngs my ear} 
m. 75 the fountain splashes with a pleasant 

sound. 
Flowers bend down to feel the west wind's 

kiss; 
all creatures seem to share their doy. 
The grape nods for the pleasure of the 

peaches 
that listen behind their leaves and swell 

to ripeness; 
the air, bathed in the stream of scents, 
drinks in the glow from my warm cheeks. 

Interlude (7 measures) 

Recit. (E) Did I not hear a footstep sounding? 
ro. 98 Did not the leaves rustle over there? 

No, it was the fall of fruit 
heavy with its own ripeness. 

Interlude (2 measures) 

Arioso (c) The flaming eye of day is falling, too, 
m. 108 in sweetest death, and all its hues grow 

pale; 
(G) and now, at lovely twilight flowers dare 

to open wide their cups which hate the 
warmth. 

Quietly the moon uplifts her radiant face, 
the world dissolves into great heaps of 

rest; 
now everything that charms slips off its 

dress, 
(Efc') and beauty shows herself in nakedness. 

Interlude (6 measures) 
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Recit. (B*) Did I not see a shimmer of white? 
m. 138 The gleam as of a silken dress? 

(F) No, it was the glimmer of columns 
against the wall of yew trees. 

Interlude (3 measures) 

Arioso (B*) O longing heart, distract yourself no more 
m. 160 by playing vainly with sweet images! 

The arm that would embrace her clasps at 
nothing, 

nor can dull shadows cool my burning heart. 
O bring my loved one hither, 
and let her hand, her gentle hand, but 

touch me! 
even the shadow of her cloak's border--

(F) and hollow dreams will waken into life. 

Interlude (5 measures) 

m. 184 (F) And softly, as from the heights of heaven, 
the hour of happiness arrives, 

(Bfc') as she drew near, unseen, 
and with her kisses woke the waiting 

friend. 

Fig. 17. The Musico-Poetic Structure of 
Schubert's Die Erwartune 

In addition to colorful, long-range tonal effects, 

Schubert's musical narrative makes special use of harmonic 

shifts a half-step away that highlight key passages in 

Schubert's "reading" of the poem. (1) In the first 

strophe, m. 16, on the word "Nacht," there is a half-step 

shift in the bass note. Schubert uses the common tone E to 

move from a diminished chord on E (G-E-B* ) to an E major 

triad (G*"-E-B) (Example U7). 
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tn&ch, nit hoi . . der Nncht tie heira . llch 

W: 
Vfi. -i $ 

Ex. 47. Schubert's Die Erwartune, ram. 15-16 

(2) In the final eight-line strophe, m. 164, Schubert uses 

a deceptive resolution from F to G" to highlight the words 

"the Arm which grasps at nothing" (Example 48). 

r ^ f » p p p 1P' '•p r I ' f y i j j J 1 J 
Arm, der >ie um. fa i . sen will, 1st— leer, kein 

Ex. 48. Schubert's Die Erwartung. mm. 164-6 

The same device is used in association with the word 

"shadows" at m. 167-8. (3) In the final line of the same 

strophe, mm. 176-7. the half-step movement occurs by means 

of an augmented sixth chord. Schubert moves from B* 

through an augmented sixth chord on B to F Major on the 

word "life" (Example 49). 
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Saum, land in dam 

¥ 

Le .ben tritl dcr hoh . \e Trnum. 

. I 

J J : / /Ts 

9 

Ex. 49. Schubert's Die Erwartung, mm. 176-8 

Rhythmic as well as harmonic contrast is used to 

characterize each recitative and arioso section-

Schubert's accompaniment echos the singer's first 

recitative in triplet repeated-note sixteenths to express 

the breathless expectancy of the lover (Example 50). 

Recti. 

ppe.hen? Hot nicht dcr Biegel gcJdirrtT HdrmduPftr 

Ex. 50. Schubert's Die Erwartung. mm. tX-6 

At the mention of th€> spring-like green leafy branches in 

the first arioso Schubert uses a skipping motif of a 

sixteenth note followed by an eighth note and rest (see 

Example kj above). 

Pictorial images are especially obvious in the music 

beginning with the third arioso, where the "flood" of music 
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is expressed in triplet sixteenth arpeggios (Example 51), 

. quell flllt 

PpS 

Ex. 51. Schubert's Die Erwartune. ra. 77 

where "flowers bend down" and "creatures... share their 

joy," expressed in repeated seconds which leap up and down 

an octave (Example 52). 

. me_ neigt *ich bei 

i 

Ex. 52. Schubert's Die Erwartung. m. 79 

From the moment when the "flood of music" is released in 

the third arioso section, virtually every image of 

Schiller's richly textured poem is graphically portrayed in 

the accompaniment. Tremolos are associated with twilight, 

and when the "world dissolves" Schubert expresses the 

poetic thought in descending sixteenth notes. The "shimmer 
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of white" is expressed in a trembling motive; sustained 

dotted half-note chords depict the solid white columns. In 

the final arioso Schubert introduces a diminished seventh 

chord when the lover laments that the outstretched 

"arm...clasps at nothing." 

Schubert's setting of Schiller's ballad Die Erwartung 

and Zumsteeg's model represent the South German ballad 

tradition, in which psychological conflicts are played out 

in long, alternating lyric and recitative-like sections, in 

cantata-like fashion. In his setting, Schubert allows the 

piano more independence and expression by extending the 

accompaniment's rhythmic, harmonic, and dynamic range. 

Beethoven's influence is clearly discernible in Schubert's 

keyboard style, which is an aspect of his setting of Die 

Erwartung that sets it apart from Zumsteeg's. But, above 

all, it is Schubert's novel approach to harmony that makes 

his interpretation of Schiller's ballad so profoundly 

different from Zumsteeg's. 

Hugo Wolf's Erwartung (1880). Hugo Wolf's setting of 

Eichendorff's rustic Volkslied presents the lighter side of 

the "Erwartung" theme. Wolf was only twenty years old when 

he composed this song of innocent love, perhaps one of the 

most endearing of his youthful compositions. The poem 

consists of five strophes, each constructed of four lines 

of six syllables, with the regularly recurring rhyme scheme 
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abab that is typical of Eiehendorff's folk-song medium. 

The original musical setting of the poem was in E Major, 

but the version published in the Eiehendorff-Liederao is in 

the key of C Major. 

The same situation explored in Schiller's ballad is 

also found in Eiehendorff's simple Volkslied whose theme is 

nature and shy love. As in the ballad, the waiting lover's 

moods vacillate between hope, anxiety, and despair. In 

strophe two he asks, "Wo weilt sie so allein?" Eichendorff 

uses the familiar visual images of light for hope ("zwei 

Augen hell und rein," mm. 3-4. "Sonnenschein," m. 8), and 

dark for despair ("Weil's draussen finster war," mm. 27-28, 

"Ich muss im Dunkeln sein," m. 33-3*1, "Sonne nicht steigen 

mag," mm. 37-38). The third strophe presents a clever play 

on the familiar antithesis: "when it is light out, he is 

in the dark and when it is dark he sees her more brightly." 

The short poem is set throughout in a lyric, arioso 

style. Brief two-measure interludes preserve the strophic 

layout of Eiehendorff's Volkslied. The melody and 

harmonies, delicately inflected at every turn, capture the 

vacillating moods of the young lover. Wolf passes through 

a kaleidoscopic array of key changes, shifting quickly in 

the first strophe of the poem from minor to major and back 

again. The song's tonal instability and its lack of tonal 

focus effectively portray the lover's ambivalent emotions. 

In the first strophe, the tonality vacillates between A 
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Minor and C Major. Wolf continues the pattern in the 

second strophe, alternating between the distantly-related 

keys of G Minor and F Major in the first couplet and A 

Minor and E Major in the second. In strophe three, Wolf 

exploits keys a third apart, this time the major third A-

flat below C, which proves to be the song's tonic. Strophe 

four returns to minor mode, recalling at its beginning G 

Minor, the key of the opening couplet of strophe two. F 

Minor and A-flat Minor follow, presenting the minor 

variance of these keys heard earlier in strophes two and 

three. Strophe four concludes in the key of G-flat Major. 

In the interlude that follows. Wolf emphasizes the key 

along with C Major, creating a tritone relationship that 

leaves the tonality of the song in question. The final 

strophe passes through the keys of D Minor, C Major, and a 

dominant seventh on A, before finally cadencing on C Major. 

The following diagram summarizes the musico-poetic 

structure of Wolf's Erwartune. The upper-case letters, 

ABA, to the far left of the strophes indicate the Lied's 

overall ternary form. The letters in parentheses indicate 

the cadential chord at the end of each line, and those in 

the postlude indicate the chords at the end of each phrase 

(Figure 18). 

The Musico-Poetic Structure 
of Wolf's Erwartune 

A Arioso (a) Grllss euch aus Herzensgrund; 
(C) zwei Augen hell und rein, 
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(a) zwei RBslein auf dem Mund, 
(C) Kleid blank aus Sonnenscheln! 

Interlude (2 measures) 

(g) Nactigall klagt und weint, 
(F) wollUstig rauscht der Hain, 
(a) alles die Llebste meint: 
(E) wo weilt sie so allein? 

Interlude (2 measures) 

B (A*) Weil's draussen finster war, 
(A*) sah ich viel hellern Schein, 
(C) detzt ist es licht und klar, 
(C) ich muss im Dunkeln sein. 

Interlude (2 measures) 

(g) Sonne nieht steigen mas, 
(f) sieht so verschlafen drein, 
(a") wUnschet den ganzen Tag, 
<Gfc') dass wieder Nacht mttcht' sein. 

Interlude (li measures) (G^ to C, tritone relationship) 

A1 (d) Liebe geht durch die Luft, 
(C) holt fern die Liebste ein; 
(AT-) fort Uber Berg und Kluft! 
(C) und sie wird dooh nooh mein! 

Postlude (8 measures) (C-D-C-A-d-D-C) 

Fig. 18. The Musico-Poetic Structure of 
Wolf's Erwartung 

The opening of the song is tonally ambiguous, hinting 

at A minor as the lover sends a greeting to his distant 

beloved, "Gruss eueh aus Herzensgrund." (Example 53). 
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Elnfacii a n d herzlioh. 

OriMMcfc M l 
Two J 

Rtr • stat-frand: «wd An-jm hell tud ritn, tw«l RJi-lein 
kmg t» gmt, kright •• a mm-mtA iaf, two rou-hul 

7i rrOj 
Ex. 53« Wolf's Erwartune. mm. 1-5 

Wolf introduces a brief cadence In C Major at m. H when the 

lover describes the brightness of his loved one's eyes. 

The harmonic gesture is reiterated at m. 8 on the words 

"Sonnensohein," that sets the tone for this section of the 

poem in which pleasant memories dominate. 

In the middle section of the song (third strophe). 

Wolf moves to the key of A-flat Major: ''Weil draunen 

finster war." (Example 54) 

JE2L • Umpo 

Ji Ji Hafec 
Weill dnoiMB fia ' iter w*r> Mb ieh Tlal he! . Jem Sdtelo, 
Wk»% *U wot dark m-mvmi, I tawmuck Wight -tr ray, 

I mm i m 

Ex. 54. Wolf's Erwartung. mm. 25-30, B Section 

"Dark" flat keys and the minor mode are both associated at 

various times in the course of the middle section of the 
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song with dark, night, and despair. The gravity of the 

lover's emotions abruptly shifts to a hopeful mood in the 

fifth strophe. Within the short span of two measures (mm. 

53-5^. Example 55). Wolf modulates from G-flat Major to C 

Major, vividly conveying the lover's change in mood from 

darkest despair to great expectancy. The C Major cadence 

ushers in the beginning of the return of the A section and 

the hopeful mood of the beginning is restored (Example 55). 

S Lie • to -geH 
lot* wt*gt it* 

• Umpo 

ertte. 

Ex. 55. Wolf's Erwartune. mm. 51-55, 
Final A Section 

In Wolf's treatment of Eichendorff's poem the lover's 

fervent resolve to win his lady's love is signaled by the 

return of the "hopeful" key of C Major for a joyous forte 

ending. 

Wolf achieves unity in the three-part ABA1 form by 

means of a pervasive motive consisting of a descending 

arpeggio harmonized in thirds. The descending thirds are 

sometimes rhythmically displaced across the bar creating a 

restless effect. The motive is derailed, fragmented and 
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repeated at m. 51. Both the use of the key of G-flat 

Major, a tritone removed from C, and the repeat of the 

rhythm and chords in m. 52 suggest that the lover has lost 

all hope and confidence before his sheer will restores the 

hopeful mood in m. 62. With the return of the opening 

themes in the voice and piano, he sings confidently of the 

power of his love to bridge the distance that separates him 

from his beloved. The song ends willfully, boastfully, 

"Sie wird doch noch mein." 

The lover's emotions in Wolf's setting are expressed 

with eloquent tenderness until the song's triumphant 

conclusion, which wrenches the music from shy love to 

adolescent bragging. The voice wends its way quite 

independently of the accompaniment, which often contains 

the primary melody or motive and gives logic to the 

structure. Leaps of a seventh, mm. 6-8, and octave, mm. 

49-50 and mm. 61-62, are not uncommon, and fourths are 

prevalent as well. The overall impression is that of a 

character piece for piano with vocal obbligato. 

The ending of Wolf's setting intensifies the change in 

mood at the end of the poem. The loud, would-be-

triumphant conclusion ends inconclusively tonally, 

suggesting, perhaps, that the young man's supreme 

confidence in his seductive power is only so much empty 

bravado. What Wolf was aiming at in setting Eichendorff's 

simple Volkslied in such a melodramatic manner emerges in a 
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letter to Engelbert Humperdinck, 

"...in accordance with the present trend towards 
realism, the romantic element in the Eichendorff 
Lieder is almost completely suppressed: instead, the 
composer succeeds in bringing out the poet's perky 
humour and robust sensuality, a side of him which is 
not nearly so well-known, as for instance in 
"Schreckenberger," "GlUcksritter," "Unfall," 
"Scholar," "Soldat I" and "Seemanns Abschied."=l 

Arnold Schoenbere* s Erwartung. Op. 2. Wo. 1. (1899) 

Schoenberg admitted that he composed his songs 

straight through after having read only the opening lines 

of the poem. (See quote, p. 187.) Perhaps he was already 

familiar with the poems he set and thus could grasp a 

poem's meaning by merely refreshing his memory. 

Schoenberg's song Erwartung. Op. 2, No. 1, would indicate 

that at least in this composition he conceived of the song 

in precisely the manner he described. The song's main 

materials derive directly from colorful images presented in 

the first couplet of Richard Dehmel's poem. In the opening 

couplet of the poem Dehmel contrasts the colors of the red 

villa and the green pond. The colors are brought back in 

the third strophe in the opening line of the second 

couplet, and separately in the final two strophes of the 

poem. The sea-green of the pond initiates the opening line 

of the second couplet of strophe U. The image of the red 

villa is recapitulated in the opening line of the final 

strophe. The color symbolism of the poem is a distinctive 
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feature of Dehmel's treatment of the "Erwartung" theme. 

Taking hie cue from the colorful imagery of the first 

couplet of the poem, Schoenberg devises two color chords 

which enliven the harmonies and add an air of expectancy as 

the title suggests. Schoenberg contrasts these "color" 

chords which are vibrant, expectant, and unusual, with the 

predictable chords of the tonic and subdominant. It is the 

opposition of the "color" chords and the conventional 

sonorities of tonality that seems to be the generating idea 

of the song. 

The five strophes of Dehmel's poem are arranged in a 

ternary f o r m — A (A,A1) B (B, C) A — w i t h two strophes in 

each of the two main sections. The coda helps to balance 

the single strophe that comprises the final A section. The 

following overview shows the musico-poetic structure of 

Schoenberg's Erwartune, The English translation is by 

Walter Frisch. The song has highly chromatic harmonies and 

quartal chords, therefore, the letters in parentheses 

indicate the prevailing key area of the strophe. The 

capital letters to the left designate the main sections of 

the song (Figure 19J. 2 2 

The Musico-Poetic Structure of 
Schoenberg' s Erwartune. Op . 2. No. 1. 

(Efc. j Aus dem meergriinen Teiche Out of the sea-green pond 
neben der roten Villa near the red villa 
unter der toten Eiche under the dead oak 
scheint der Mond. shines the moon. 

( C ) W o i h r d u n k , e s Abbild Where her [the oak's] dark image 
durch das Wasser greift, reaches through the water, 
steht ein Mann und streift a man stands and draws 
einen Ring von seiner Hand. a ring from his hand. 
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B 

coda 

<e/E) 

(E* ) 

(E*) 

<E*) 

Drei Opalc blinken; 
durch die blcichcn Steine 
schwimmen rot und griine 
Funken und versinken. 

Und er kiiflt sie, und 
seine Augen leuchten 
wie der meergriine Grund: 
ein Fenster thut sich auf, 

Aus der roten Villa 
neben der toten Eiche 
winkt ihm eine bleiche 
Frauenhand. 

Three opals glimmer; 
Through the pale stones 
swim red and green 
sparks and sink down. 

And he kisses them, and 
his eyes glow 
like the sea-green bottom: 
a window opens. 

Out of the red villa 
near the dead oak 
beckons to him a pale 
hand of a woman. 

Fig. 19. The Musico-Poetic Structure of 
Schoenberg's Erwartuna. Op. 2, No. 1 

In the first line of the musical setting/-*3 m. 1, 

Schoenberg forms a quartal chord from passing notes (see 

Example 56). 

Sehr langsam (J) 

Aut dera mter-gru-nen Tfci . die 

1 

i6twas zogernd 

un - ter der to - ten Ei - che icheint der Mood. 

J! 

Ex. 5 6 . Schoenberg's Erwartune. Op. 2 , No. 1, mm. 1-5 
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Quartal chords are a prominant feature in the first Chamber 

Symphony, Op. 9 (1906). According to Oliver Neighbour, 

The two opening themes are based respectively on 
superimposed perfect itths and the whole-tone scale, 
both of which readily form chordal structures.24 

Neighbour also cites Schoenberg's song Erwartung. Op. 2, 

No. 1, as a striking early example of a chromatic approach 

to diatonic notes that would lead to melodic chromatic 

substitution, a concept that is discussed in Chapter Six of 

this study. 

The colorful quartal chord in m. 1 is, in actuality, 

an enharmonically-spelled "dominant" seventh chord on the 

root B that includes both a major and a minor third. The 

minor third, D, appears in the right hand while the major 

third, E* (D*), is in the left hand (see Example 57). 

> 4 JS 

appearance in score enharmonic spelling 

Ex. 57. Schoenberg's Erwartung. Op. 2, No. 1, m. 1 

Oscillation for three and one-half measures between the 

quartal chord and the tonic E-flat chord creates an almost 
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impressionistic effect which matches the evocative mood of 

the opening strophe of the poem. 

In m. 3 Schoenberg introduces the subdominant, 

followed unexpectedly by a C-Major chord in m. h. The C-

Major chord introduces the second "color" chord, an E 

sonority that includes both a major and a minor third. 

This time Schoenberg places the minor third, G, in the left 

hand, while the right hand contains the major third spelled 

enharmonically. A* (G") (see Example 58). 

1 
appearance in score enharmonic spelling 

Ex. 58. Schoenberg's Erwartung. Op. 2, No. 1, m. 4 

This second "color" chord becomes the basis for the B 

section in m. 11 of the song. In its first appearance in 

m. k it resolves to the dominant of C Major, the new key 

for the A1 section beginning in m. 6. 

Walter Friseh notes that the dominant finally makes 

its appearance in m. 21, but by implication, not as a full 

triad. A single B-flat in the voice is supported by a B-

flat octave in the piano.'2® Schoenbere then reinterprets 
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the B-flat as the fifth of the tonic chord, and uses it as 

a pedal point to support a change to a C-Minor chord. For 

three measures beginning at m. 23, a false recapitulation 

in the piano sets up the return of the A section and the 

return to the tonic E-flat in m. 26. The use of the tonic 

E-flat for the final A section and the coda creates a sense 

of fulfillment. 

In his treatment of the "Erwartung" theme, Schoenberg 

seems more concerned with exploring the tonal implications 

of the "color" chords, rather than with following the 

emotional progess of Dehmel's seductive and illusive poem. 

Schoenberg uses an arpeggio in association with the poem's 

water images (mm. 1, 2, 6, and 7). For the most part, 

however, Schoenberg emphasizes the poem's general mood. 

The "color" chords are a melodramatic device for creating 

the effect of expectancy in musical terms, encapsulating 

the mood of the poem in a single gesture. Exploring the 

implications of the "color" chords, Schoenberg ignores 

important structural aspects of Dehmel's poem. The most 

obvious structural dissonance between the poem and the song 

occurs in the final strophe when Schoenberg returns to the 

tonic key of E-flat with the return of the image of the red 

villa. He obscures the return of the recapitulation, but, 

the break that results with the return of the tonic in 

strophe 5 destroys the effect of the poem's surprise 

ending. Dehmel elides the last line of strophe H with 
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strophe 5- A window opens, but through a clever 

syntactical maneuver Dehmel delays the appearance of the 

pale hand that beckons the dejected lover. The poem's 

ending is haunting and mysterious. The stabilizing effect 

of the coda is mitigated by the arpeggiation in the low 

register of the piano. in the course of 37 measures the 

music descends three and one-half octaves, bringing the 

song to a close on a low E-flat pianissimo. The gradual 

fading away of the sound conjures up the ring's path 

downward through the depths of the sea-green pond. 

Schubert' s Gretchen am Spinnrade (181 lx) 

For the seventeen-year-old Schubert, it was the magic 

of Goethe's poem which produced the young composer's first 

Lied masterpiece, Gretchen am Spinnrade. written in October 

of 1814. Through the use of a single repeated rhythmic 

pattern or ostinato, sixteenth notes which turn in on 

themselves, Schubert captures the dominant mood of 

Gretchen's lament. The whirring, circular spinning motive 

(see Example 59),=^-

'foicht »u geschwtnd. J.««. 

Mei.ne Rim Ut bin, tempre Ugato 

lempttjtaccato . 

Ex. 59. Schubert's Gretchen am Spi nnrade. mm. 1-4 
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as constant as Gretchen's obsession with Faust, is an apt 

metaphor for Gretchen's whirling emotions. The spinning 

motive stops only once, at Gretchen's anguished outburst, 

"ach, sein Kuss!," in the central climax of her lament. 

The motive resumes after a long-held fermata on the word 

"Kuss" (m. 68). But Schubert brings back only the 

beginning of the sixteenth-note figure. For three measures 

the motive is interrupted by rests. The suspension of the 

spinning figure and harmonic motion (the dominant seventh 

chord at the work "Kuss" fails to resolve) suggests 

Gretchen's emotional paralysis. 

Taking his cue from Goethe's three-fold statement of 

the first quatrain, the lament proper, Schubert sets the 

Lied in three sections of three strophes, four strophes, 

and three strophes each. The poem is quoted in full below. 

Roman numerals indicate its division into three groups of 

strophes (Figure 20). 

Goethe's Poem Gretchen am Spinnrade 

I 

Meine Ruh ist hin, 
Mein Herz ist schwer; 
Ich finde sie nimmer 
Und nimmermehr. 

Wo ich ihn nicht hab' 
Ist mir das Grab, 
Die ganze Welt 
Ist mir vergMllt. 

Mein armer Kopf 
Ist mir verrlickt, 
Mein armer Sinn 
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1st mir zersttlckt. 

II 

Meine Ruh 1st hin, 
Mein Herz 1st schwer; 
Ich finde sie nimraer 
Und nimmermehr. 

Nach ihm nur schau' ich 
Zum Fenster hinaus, 
Nach ihm nur gehf ich 
Aus dem Haus. 

Sein hoher Gang, 
Sein* edle Gestalt, 
Seines Munder Lficheln, 
Seiner Augen Gewalt, 

Und seiner Rede 
Zauberfluss 
Sein HBndedruck, 
Und ach, sein Kuss! 

Ill 

Meine Ruh ist hin. 
Mein Herz ist schwer; 
Ich finde sie nimraer 
Und nimmermehr. 

Mein Busen dr&ngt 
Sich nach ihm hin; 
Ach, dtlrft' ich fassen 
Und halten ihn 
Und kUssen ihn, 
So wie ich wollt', 
An seinen KUssen 
Vergehen sollt'J 

Fig. 20. Goethe's Poem Gretchen am Spinnrade 

Schubert begins each section pianissimo with the 

refrain sung over a D-Minor "spinning" figure. The 

crescendos mount through the ensuing strophes climaxing at 

the end of each section on the key words "verrtlckt," 
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"Kuss," and "Vergehen." The first climax in Section I 

builds to a forte. In Section II and Section III the 

continuations following the refrain culminate in a 

fortissimo. 

Schubert not only matches the rising and falling dynamic 

curve of Goethe's poem, he matches the fragmented, short-

phrased units of the text which he sets to two-measure 

phrase units separated by rests, adding greater urgency and 

a breathless quality to Gretchen's agitated lament. The 

following overview indicates the phrase structure within 

each strophe and phrase repetitions. The numbers in 

parentheses represent instrumental preludes and interludes. 

Key relationships occur below, lower case Indicates a minor 

key, upper case a major key (Figure 21). 

Phrase Structure in Gretchen am Spinnrade 

Section I 

No. of measures (2) 9 (2) 8 8 

Strophe 1 2 3 
m. 3 m. 13 m. 22 

Musical phrase AB A lC DD1 

repetitions 
Harmonies d dC Cad dae EF 

Section II 

No. of measures (2) 9 (2) 8 8 10 

Strophe 4 5 6 7 
m. 31 m. HZ m. 51 m. 59 

Musical phrase AB A 3A 2 + EF GH 
repetitions 



226 

Harmonies FA dC Cad dada FGA 

No. of measures (5) 

Strophe 

Musical phrase 
repetitions 

Harmonies A7 

Section III 

9 (2) 8 

8 9 

m. 71 m. 85 

AB IJ 

dC Cad E* Fga 

8 8 + 4 

10 11 
m. 93 m. 101 

KL 

Ed 

MM1 M1 

dd d 

No. of measures 

Musical phrase 
repetitions 

Harmonies 

Postlude 

(2) li (2) 

A 

d d d 

Fig. 21. Phrase Structure in Gretchen am Spinnrade 

As the diagram illustrates, the phrases themselves are 

occasionally uneven, in spite of an apparent symmetry of 

phrase structure. The B phrase, an extended and uneven 

consequent phrase of five measures, depicts Gretchen's 

unresolved frustration and emotional turmoil. The phrasing 

is extended at mid-point in the Lied at m. 68, at the 

climactic cry "Und ach, sein Kuss!" and again at the 

conclusion of the Lied, mm. 105-112, when Gretchen once 

again tries to compensate for the absent Faust through her 

sexual fantasy: embracing, holding, uninhibited kissing. 

Schubert alters the final strophe, changing the first line 

for the sake of intensification, "O kttnnt ich ihn kUssen" 
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(Oh if I could kiss him). 

The asymmetry at the phrase level is also reflected in 

the Lied's overall structure. The middle section contains 

one extra strophe, which results in an internal expansion 

within the Lied's central section. The extra strophe at 

the end of Section 2 is an extension that makes the erotic 

element in the poem explicit for the first time. The 

barren fantasy of Section I, fixed in the "grave" of 

Faust's absence, is transformed into an erotic sexual 

fantasy,, in which Faust's presence is restored in imaginary 

form so powerful, so seductive, that he nearly takes over 

the poem. The extra strophe also defers the return of the 

deadening refrain as Gretchen imagines the fulfillment of 

her sexual desires. 

The final section of the Lied builds inexorably to the 

most turbulent crescendo, articulated as before by the 

spinning figuration, this time transformed in a thickened 

texture prolonged by fortissimo dynamics. At the climactic 

outburst in the final words "Vergehen sollt," the vocalist 

twice leaps up to a sustained high A over a sforzando in 

the accompaniment. At the same time the text is 

successfully condensed until the death-driven closing 

couplet stands alone, "an seinen KUssen vergehen sollt" (In 

his kisses to swoon, to die away). Schubert's 

condensations and repetitions in the final strophe portray 

Gretchen's attempt to blot out the images that torture her 
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and make her even more aware of the pain of separation and 

longing. Where Goethe's poem ends with an image of 

passion, Schubert's song ends in despair. As we know, 

Schubert brings back the opening couplet of the refrain, 

partly out of the need to bring the song to tonal closure 

and also to provide a release of tension. But, the Lied 

ends inconclusively. The quiet ending contradicts 

Gretchen's statement, "Meine Ruh ist hin, Mein Herz ist 

schwer." 

The greatness of Gretchen am Spinnrade lies in part in 

Schubert's invention of the unifying "spinning" figure. It 

is a musical metaphor for the monotony of Gretchen's daily 

life, her agitation, and the inevitability of her emotional 

dilemma. It was precisely this feature of Schubert's songs 

that Tovey recognized when he wrote: 

Schubert has already, at the age of seventeen, 
mastered one of his cardinal principles of song-
writing, which is that wherever some permanent feature 
can be found in the background of the poem, that 
feature shall dominate the background.27 

In Gretchen am Spinnrade Schubert succeeds in devising a 

figure that unifies the work even as it portrays the 

character's emotional disintegration. 

Schoenberg's Am Wegrand. Op. 6. No. 6 (1905) 

Am Wegrand.Zl£< a quasi-religious poem by the Scotsman 

John Henry Mackay, was set to music by Schoenberg on 
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October 18, 1905. some six years after the song Erwartung. 

Op. 2, No. 1. Schoenberg, sensing the change in mood 

between lines six and seven at the change in mode of 

address in line six, has divided the second strophe, 

setting the first couplet in the opening section of the 

song and beginning the second section with the second 

couplet. The second section thus begins with the all-

important word "Sehnsucht." The final section is devoted 

to the last four-line strophe of Mackay's poem. A lengthy 

coda is based on and balances the short middle section. 

However, the thematic material is reversed in the coda 

(Figure 22). 

B section mm. 17-21 

Coda 

introduction/ 
accompanimental 
or "waltz" 3rds 

mm. 36-40 

B theme in r.h. 
of piano 

A theme in l.h. 
of piano 

mm. 22-26 

"Sehnsucht" B theme 
with A theme in l.h, 
of the piano 

mm. 41-45 

accompanimental or 
"waltz" 3rds 

Fig. 22. Reversal of Thematic Material in 
Schoenberg's Am Wegrand 

The following overview presents the musico-poetic 

structure of Am Wegrand which Schoenberg sets in an overall 

ternary form, ABA 1. In the scheme below keys are indicated 

in parentheses, major keys in upper case, and minor keys in 
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lower case. Capital letters to the left designate the main 

sections of the song (Figure 23). 

The Musico-Poetic Structure of 
Am Wearand. Op. 6, No. 6 

A (d) Tausend Menschen Ziehen vortlber, 
den ich ersehne, er ist nicht dabei! 

(dfc'/Dfc' ) Ruhlos fliegen die Blicke hintlber, 
fragen den Eilenden, ob er es sei... 

Aber sie fragen und fragen vergebens. 
(E*) Keiner gibt Antwort: "Hier bin ich. Sei 

still." 
B (d) Sehnsucht erfUllt die Bezirke des Lebens, 

welche ErfUllung nicht fUllen will, 

A1 (g) und so steh ich am Wegrand-Strande, 
wHhrend die Menge vorllberf liesst, 

(e* ) bis erblindet vom Sonnenbrande, 
mein ermttdetes Aug* sich schliesst. 

(d) (B) Coda 

Fig. 23. The Musico-Poetic Structure of 
Schoenberg's Am Weerand. Op. 6, No. 6 

A free translation of the text reads as follows (Figure 

2U). 

Thousands of people pass by 
but he whom I long for is not with them. 
Restless, the glances fly over 
asking the hurrying ones whether it is he... 

But they question and question in vain. 
No one answers: "Here I am. Be still." 
Longing fills the regions of life 
which will find no fulfillment, 

and so I stand on the edge of the path 
while throngs rush past, 
until, blinded by the Sun's burning rays, 
my weary eyes close in sleep. 

Fig. 24. Free Translation of Mackay'e Am Wegrand 



231 

As was mentioned in Chapter One of this study, Theodor 

Adorno identified the song as the source of Schoenberg's 

self-Quotation in Scene IV of Erwartung. Op. 17. Herbert 

Buchanan, who pursued the topic further, isolated two of 

the themes from the sons and a transitional passage 

(accompanimental figure from the song) which he 

demonstrated Schoenberg reworked in Scene IV in the 

quotation p a s s a g e . T h e song's themes are labeled A and 

B; the accompanimental transitional passage is labeled C. 

The latter will be referred to throughout this discussion 

as the "waltz thirds" (Examples 60 and 61). 

send Men fchen zie - hen vor - ii 

P p r 
ich er - seh - ne, er 

ist nicht da - bei! 

Motive Af mm. 3-6 

Ex. 60. Sehoenberg's Am Weerand. Op. 6, No. 6, Motive 
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Sehn - sucht er - fiillt die Be - zir - ke des 

Le - bens, wel - che Er -

- fu l - lung nicht fiil - len will, 

Motive B, mm, 22-26 

"~Ey / | t f / ' V " " f y C i 

Li r *c_Ljr l L-.jLUr i --

Motive C (waltz thirds), mm. 19-21 

Ex. 61. Schoenberg's Am Weerand. Op. 6, No. 6 

The analysis of the song that follows examines 

Schoenberg's use of these materials as he had originally 

conceived them in the context of Mackay's poem. Their 

antithetical character is played up in the course of the 

song, which vacillates between moods of hope and despair. 

The B theme spans the interval of a descending chromatic 
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third and ie associated with the person's feelings of 

isolation and unfulfilled longing. The A theme, which 

begins with an ascending diatonic third, seems not to have 

been inspired directly by the text. Rather, the theme 

seems to have been devised for its intrinsic musical 

qualities that will be developed in conjunction with the B 

motive in the course of the song. The symmetry of the A 

theme is noteworthy. Its motivic cell, D-E-F, and its 

series of ascending and descending half-steps are bracketed 

in the following Example 62. 

j d U 3 

(0 # 

- H — » 

3a: 

Ex. 62. Am Wegr-and. Scheme of Theme A, mm. 3-H 

The first two measures of the song contain most of the 

material from which the song develops (see Example 63). 

His method is thus consistent with his approach in 

Erwartung. In both songs, important thematic material is 

presented in the opening measures of the song Just as 

Schoenberg had indicated in his remarks about his method of 

song composition quoted earlier. (See p. 187.) 
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Ex. 63. Am Weerand. mm. 1-2 

The top notes of the right hand outline the pitches of the 

vocal A theme, D-E-F-B*-A-D-C*-F. These first pitches 

outline an ascending diatonic D harmonic minor scale. The 

top notes of the left hand outline the first three pitches 

of the vocal B theme, Efc'-D-C*\ a descending chromatic scale 

revolving around D. The two themes, one ascending and 

diatonic in a lower register, the other descending and 

chromatic in a high register, provide optimum contrast and 

abundant material for development. 

The opening A theme, in a low register, accompanies 

the description of a weary procession of the masses passing 

by. The chromatic B theme in a high register occurs at a 

passionate climax when the speaker is filled with longing. 

In between these two moments, the D-Minor harmonies of the 

opening move through a chromatically shifting measure, m. 

7, to a cadence on D* Major in m. 10, suggesting the 

restlessness alluded to in the text. In the opening 
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strophe Schoenberg shifts from D Minor down a half-step to 

D-flat Major, and changes mode. Reflective of the 

speaker's discontentment, the bass line travels 

chromatically downward in two two-note "sighing" groups, 

and repeats the patterns at m. 12, while the speaker 

repeatedly asks in vain after the whereabouts of the one 

for whom he awaits. The music continues downward once 

again at m. 14 indicating that "Keiner gibt Antwort." 

Finally, at mm. 15-16, when the hoped-for answer is given, 

"Hier bin ich. Sei still," the music moves to Eto Major for 

two measures. The answer "Hier bin ich," to the pitches F-

E*-Bte, is affirmed in the left hand of the piano, but the 

E* tonality begins to waiver in the presence of the waltz 

thirds. Accompanimental thirds in the right hand oscillate 

between the pitches of E* and D*, first on the bottom of 

the thirds figure, and then on the top of the thirds in m. 

18 as the figure descends. 

The E*-D* ostinato continues in m. 22 in the voice 

part that enters on E^-D, and quickly returns to D Minor to 

express frustration and longing. At m. 22 the left hand 

brings back the A theme associated with the march of the 

thousand passers-by, while the speaker's isolation and 

longing is conveyed in the voice by the descending 

chromatic B theme. The harmonies are unstable, signifying 

that the search continues. Schoenberg introduces a series 

of wandering two-note "sighing" chromatic phrases in the 
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piano left hand. At m. 27, to the words "und so steh ich 

am Wegrand-Strande," Schoenberg restates the A theme of the 

beginning in the sub-dominant. The speaker, now removed 

from the crowd, continues his watch in the key of G Minor, 

the minor mode suggesting his sense of total alienation. 

It is of interest to note that the A and A1 themes when 

combined with each other, form two-part counterpoint in 

fourths. It will be recalled that the A1 theme is in the 

subdominant (Example 6/1). 

Ex. 64. Themes A and A1, mm. 3-6 and 27-30, 
Arranged Vertically as Two-Part Counterpoint 

A similar relationship can be observed in mm. 7 and 10 

which combines the theme from m. 3 in counterpoint at the 

third. 

The tonality moves to E* Minor at the image of the 

speaker being blinded by the sun's blinding rays, 

"erblindet vom Sonnenbrande." The left hand of the piano 

begins a series of "sighing" two-note chromatic figures in 

m. 33, as the waltz pattern resumes. The descent initiated 
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by the "sigh" figure ends where it started, on D Minor, as 

the speaker's eyes close in eternal sleep. 

Schoenberg introduces a whole tone descending scale, 

F-Efc' (Bte' ), for the first time in the song at mm. 15-16 when 

the speaker hears the words he longs to hear: "Hier bin 

ich." The gesture is repeated when the voice commands "Sei 

still." The sigh motive, Efc,-Dfc,t closes the A1 section. At 

the end of the A1 section Schoenberg brings back the whole 

tone scale one more time, moving from C-B*-Afc*-Gfc' down one 

half-step to F, as the speaker closes his weary eyes in 

sleep. The G*3 — F, at the end of the whole tone scale, echos 

the prevalent two-note "sighing" motives. 

Just as the voice is about to cadence, the piano 

surges once more with the longing chromatic B theme. 

Reversing the order of the themes in the middle of the 

song, the song ends in a low register to the final sounds 

of the repeating waltz thirds, suggesting stasis as the 

speaker sleeps. In m. 43, the left hand begins to outline 

the first seven pitches of the A theme, "Tausend Menschen 

Ziehen vorttber." As the weary cycle begins again, 

Schoenberg stops the theme short on the seventh pitch, D. 

The right hand cadences with a variant of the A motive on 

the pitches D* , C* (B)-C*-D'. The song ends on full D-Minor 

chords in a low register. 
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Conclusions 

The "Erwartung" settings examined in this chapter 

represent a variety of sons types. These include the 

ballad, the VolkstUmliches Lied, and the short lyric 

(sometimes referred to as mood song), all of which made 

their first appearance in Vienna during the final decade of 

the eighteenth century. Melodic characteristics varied 

according to the song type, the most dramatically vocal and 

extensive in range being found in Schubert's setting of 

Schiller's ballad. Wolf's setting of Eichendorff is a 

rustic Volkslied. and Schoenberg's setting of Dehmel's 

impressionistic lyric shows the development of a 

predominant lyric-recitative style that is one of the 

distinguishing features of the late nineteenth-century 

Lied. 

Schiller's ballad lends itself to an extended 

recitative-arioso setting. While it afforded Schubert such 

opportunity for illustrative writing, the poem's length and 

sharp dramatic contrasts created problems of continuity and 

coherence. The overall effect of Erwartung is episodic. 

Though Schubert made an effort to integrate the ballad 

harmonically and rhythmically, the textual contrasts and 

excessive use of colorful harmonies undermine the ballad's 

musico-poetic coherence. 

The problem of coherence is less pronounced in Wolf's 
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song. But whereas Wolf put the resources of chromatic 

coloration in the service of the poem, Schoenberg's 

experimentation with chromatic harmonies and quartal chords 

reflects an aesthetic in which the particulars of the text 

are secondary to the working out of abstract musical 

processes. In the spirit of organic unification that 

pervades his art in general, Schoenberg's approach to song, 

as manifest in the songs analyzed in this chapter, involved 

the utmost manipulation of his musical materials. 

This manipulative genius stood Schoenberg in good 

stead in dealing with the problem of musical coherence in 

works from the atonal period, and accounts for much of his 

mastery in such extended works as the song cycle Das Buch 

der h&ngenden GHrten and the monodrama Erwartune. Its 

application to song composition and his vocal music in 

general did not always produce satisfactory results. The 

primary problem is one of integration of text and music. 

Schoenberg's vocal style in the songs analyzed exhibits a 

disjunctive contour that is too autonomous and does not 

relate to the text in any readily comprehensible way. In 

defense of his abstract treatment of the vocal part he 

wrote: 

Even Schubert does not set off words singly in any 
marked fashion according to the weight of their 
meaning. Rather, by means of a comprehensive melody, 
he may pass over a salient textual feature, even when 
it is most important in regard to content and poetic 
substance. It should not be surprising, then, that a 
genuine melody will arise relatively seldom from a 
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procedure which strongly emphasizes the text.' 0 

Schoenbers identified his own "comprehensive melody" 

with developing variation technique that he tried to make 

the basis of his musical structure. The technique is seen 

in his song Am Weerand in the manipulation of the motives 

from the song's main themes, presented, according to 

Schoenberg's stated method of song composition, in the 

opening measures of the Lied. These same motives will be 

the basis of the structure of the monodrama Erwartung which 

quotes the song's principal themes. 

In contrast to the melodrama, the Lied has been the 
subject of many historical studies. The reader is 
referred to, for example, Walter Wiora, Das deutsche 
Lied: zur Geschichte und Ksthetik einer musikalischen 
Gattung (WolfenbUttel and Zurich: MBseler, 1971), Max 
FriedlHnder, Das deutsche Lied im 18. Jahrhundert 
(Stuttgart: J. G. Cotta'sche Buchhandlung Nachfolger, 
G.m.b.h., 1902), W. K. von Jolizza, Das Lied und seine 
Geschichte (Vienna: A. Hartleben's Verlag, 1910), 

Oscar Bie, Das deutsche Lied (Berlin: S. Fischer 
Verlag, 1926), Hans Joachim Moser, Das deutsche 
Sololied und die Ballade (KBln: Arno Volk, 1958), Hans 
Joachim Moser, Das deutsche Lied selt Mozart (Berlin: 
Atlantis Verlag, 1937), Heinrich W. Schwab, 
Sangbarkeit. PopularitSt. und Kunstlled (Regensburg: 
Bosse, 1965). Jack M. Stein, Poem and Music in the 
German Lied from Gluck to Hugo Wolf (Cambridge: 
Harvard University Press, 1971), Donald Ivey, Song: 
Anatomy. Imagery and Styles (New York: The Free Press, 
1970), Elaine Brody and Robert A. Fowkes, The German 
Lied and Its Poetry (New York: New York University 
Press, 1971), Kenneth Whitton, Lieder: An Introduction 
£0 German Song (London: Julia MacRae, 1984), Anneliese 
Landau, The Lied: The Unfolding of Its style (Lanham: 
University Press of America, 1980), as well as numerous 
studies dealing with individual composers. 
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CHAPTER VI 

A MUSICO-DRAMATIC ANALYSIS OF ERWARTUNG 

Introduction 

Before proceeding with a detailed analysis of 

Erwartung it will be helpful to consider three historical 

or traditional compositional techniques that figure 

prominently in the work: ostinato, developing variation 

and substitute tones. Ostinato has been discussed in more 

general terms in the preceding chapter dealing with the 

melodrama. In this brief introduction traditional devices 

will be described in terms of their specific application in 

Erwartung. Also central to the aesthetic of Erwartung is 

an organizing principle Schoenberg called Grundgeetalt. 

The introduction will conclude with a discussion of this 

problematic term which Schoenberg never adequately defined 

in his own writings. 

Ostinato 

George Perle has observed that ostinato, though not a 

new device in music, is "a pervasive technical feature of 

'modern' musical practice." He notes that: 

The continual reiteration of a musical unit is a 
primary structural device where tonal functions are 
undeveloped or ambiguous, in "primitive" as in 
"modern" music. In serial1 compositions, however, the 
ostinato is no longer a constantly perceptible surface 
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phenomenon but the musical substructure, the groundwork.^ 

As Perle mentions, ostinato is an important structural 

device in music the tonal functions of which are ambiguous. 

I n Erwartune. the reiterated pitches of the ostinato 

patterns are used structurally to create a sense of tonal 

stability within an atonal pitch environment. They 

function as architectural pillars that articulate the main 

sections of the monodrama. Paradoxically, they also 

function as expressive dramatic devices that generate 

rather than resolve tension. The ostinato at the climax of 

the third scene is a case in point. Here Schoenberg builds 

tension to the breaking point as the ostinato becomes 

louder, depicting the character's mounting fears and 

deteriorating mental state. 

Substitute Tones 

Schoenberg discussed the concept of substitute tones 

in his theory classes at UCLA. Warren Langlie, a student 

in one of Schoenberg's eighteenth-century counterpoint 

classes, quotes Schoenberg as having said of the disso-

nances in Bach's music: 

I used to say that a dissonance stands for its note of 
resolution, and I suppose you might say that a passing 
note stands for its principal note.3 

Thus, according to Langlie's account, Schoenberg considered 

those notes in tonal music produced by accidentals a half-
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step above or below the natural tones of the scale as 

substitute tones for their notes of resolution."* in the 

works of tonal composers like Bach and Beethoven, both of 

whom Schoenbere greatly admired, substitute tones 

introduced ambieuity that was ultimately resolved. Like 

these composers, Schoenbere used substitute tones in his 

own compositions to avoid monotony, and to produce a rich 

harmonys but, in the case of a fully chromatic contrapuntal 

idiom such as Erwartune. the ambiguity thus introduced is 

left unresolved. 

Murray Dineen, who has explored the technique of 

substitute tones in tonal music as set forth in 

Schoenbere's harmony and counterpoint texts, concludes 

that, for Schoenbere, a substitute tone's primary function 

was to neutralize a cross-relation and thereby create "a 

sort of buffer or neutral zone...between [tonal] regions 

and their respective forces."® As we shall see, 

Schoenbere's pedaeoeical ideas concerning the function of 

substitute tones in tonal music and the treatment of such 

tones, i.e. the hieher note of two cross related pitches 

funetionine as a leadine tone,4 are two theoretical 

constructs that have a direct bearine on his compositional 

approach in Erwartune. in Erwartune. Schoenbere 

substitutes the chromatic pitch C-sharp for the diatonic 

note D (see Examples 88, 89. and 90). The C-sharp serves 

as a leadine tone that never resolves, thus creatine in 
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Erwartung two opposing forces, one "centripetal" moving 

towards the tonic, and the other "centrifugal," working 

against the tonic.''' In this manner Schoenberg is able to 

keep the tonality of Erwartung in question bj/ design. 

The examples of cross-relations cited below were 

devised by Schoenberg for his counterpoint classes.® They 

are included in Dineen's discussion of substitute tones 

(Example 65): 

Ex. 65. Schoenberg*s Examples of Cross-Relations in 
Preliminary Exercises in Counterpoint 

These hypothetical examples have been included here because 

they bear a striking resemblance to the major/minor third 

motives that are prevalent throughout Erwartung. The 

examples demonstrate once again the extent to which 

Schoenberg's theories and his compositional process are 

often interrelated (Example 66). 
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HUr hinein?.. MiniithtdcnWcf; nicht. Wiesil - bern dieStimrne 

Ex. 66. Schoenbere's Erwartung• mm. 3-4 

One final point needs to be mentioned before we leave 

the topic of the role of substitute tones in Er-wartune. 

Dineen observes that substitute tones produce secondary 

dominants as well as tonic sevenths, which have a dominant 

function and create expectation rather than closure.'* One 

of the most famous examples of the use of major/minor 

sevenths as substitutes for temporary tonics may be found 

in Wagner's Prelude to Tristan und Isolde. We learn from 

Schoenberg's student Lona Truding that Schoenberg devoted a 

great deal of attention to seventh chords in his 

composition classes because "being Schoenberg he would 

speak a lot...about the leading tone tension" and that was 

"the first step to our profound understanding of the 

Tristan score." She emphasizes that Schoenberg preferred 

the "pure seventh" to the diminished seventh because "with 

the pure seventh...you felt that terrific desire to 

resolve."lo 

In the prelude to Tristan11 (Example 67), 
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cresc. 

Ex. 67. Richard Wagner. Tristan und Isolde. 
Introduction to Act I, mm. 1-14. 

Wagner uses a series of appoggiaturas and suspensions 

cadenoine to a major/minor seventh, first on E, then G, 

then B. Each "dominant" seventh substitutes for the tonic 

triad on that pitch, and creates a restless forward motion, 

or, as Schoenberg described it, "that terrific desire to 

resolve."131 Similarly, Schoenberg's use of the tonic 

seventh in Erwartung as a substitute for the octave creates 

expectation without fulfillment. Thus, as in the case of 

Tristan. the tonic seventh provides a harmonic metaphor for 

the principle idea of the work. 1 3 

Developing Variation 

Schoenberg's technique of developing variation, like 

the use of substitute tones, is a less overt organizing 

principle in Erwartung than the use of ostinatos. 
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Schoenberg, in his essay entitled "Bach," defined the term: 

Music of the homophonic-melodic style of 
composition, that is, music with a main theme, 
accompanied by and based on harmony, produces its 
material by, as I call it, developing variation. This 
means that variation of the features of a basic unit 
produces all the thematic formulations which provide 
for fluency, contrasts, variety, logic and unity, on 
the one hand, and character, mood, expression, and 
every needed differentiation, on the other hand--thus 
elaborating the idea of the piece.1,4 

Schoenberg considered J . s . Bach the greatest master 

of the contrapuntal art and the originator of developing 

variation, a technique taken up and refined by the Viennese 

classicists, especially Beethoven. Schoenberg was most 

interested, however, in tracing the ongoing importance of 

this technique in the works of the late nineteenth-century 

German symphonist Johannes Brahms, whom he felt brought 

developing variation to a more advanced state. 

The most important capacity of a composer is to 
cast a glance into the most remote future of his 
themes or motives. He has to be able to know 
beforehand the consequences which derive from the 
problems existing in his material, and to organize 
everything accordingly. Whether he does this 
consciously or subconsciously is a subordinate matter. 
It suffices if the result proves it.lls 

Schoenberg emulated Brahms's technique of developing 

variation and his method of building a theme by means of a 

reinterpretation of the intervals of a brief motive. 1 6 In 

Erwartung the three generating cells from the Lied Am 

Weerand. analyzed in detail in Chapter Five, are 
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transformed in a myriad of permutations throughout the 

work, culminating in a direct quotation from the Lied in 

Scene Four. An overview of the main variants of the 

melodic motives from the Lied Am Weerand is presented in 

Chart 6, p. 3^1, at the conclusion of the chapter. In the 

absence of traditional harmonic and thematic means of 

achieving coherence, developing variation constitutes one 

of the primary means by which Schoenberg achieves unity in 

Erwartung. The other is Schoenberg's Grundgestalt concept. 

Grundeestalt 

Although the Grundgestalt concept was central in 

Schoenberg's thinking, he did not develop it into a 

comprehensive theory, or, for that matter, treat the 

concept in a systematic way in any of his published 

writings. Moreover, he modified the concept to reflect his 

changing compositional practice, thus ultimately equating 

the term with the tone row, basic set, or note series in a 

composition. Consequently, the concept remains 

problematic, despite repeated attempts by his students and 

other scholars to explain Schoenberg's usage of the term. 

Schoenberg referred to the concept in several essays and in 

his pedagogical texts, and he discussed it with his many 

students. Unfortunately, he failed to complete a book on 

the subject planned in collaboration with his student Josef 

Rufer. 1 7 They began work on the book in 19kg, but 



252 

Schoenberg died in 1951. leaving the project unfinished and 

the concept ill-defined. 

The year following Schoenberg's death Rufer completed 

the book; in it he presents Schoenberg's final thoughts on 

the Grundgestalt concept. Drawing on Schoenberg's analysis 

of Beethoven's Symphony No. 5, and Sonatas, Op. 2, Nos. 1 

and 3, and Op. 10, No. 1, Rufer begins by discussing a 

compositional process Schoenberg traces in these 

instrumental works. The process is one of expansion, 

involving a motive that is developed, varied on repetition, 

enlarged to as many as two to four bars, and coupled with 

underpinning harmonies that weld the motives together, 

thereby creating a musical shape or Gestalt. However, the 

shape, Rufer stresses, is a manifestation of a "basic idea" 

that exists prior to composition.1'5' 

...the original shape which a basic idea assumes 
already contains the characteristics of the whole 
piece, both directly and indirectly. For...the whole 
thematic material of the piece is developed from this 
shape. We therefore call this the "basic shape" 
(Grundgestalt): it corresponds in its significance and 
functions to the "basic series" of twelve-note 
music.^ 

Schoenberg's pupil Erwin Stein asserted that the 

"basic shape" involves only pitches and the intervals 

between them.20 But Schoenberg himself insisted that the 

concept of a basic shape implied more than pitch elements. 

A real composer does not compose merely one or 
more themes, but a whole piece. In an apple tree's 
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blossoms, even in the bud, the whole future apple is 
present in all its details—they have only to mature, 
to grow, to become the apple, the apple tree, and its 
power of reproduction. Similarly, a real composer's 
musical conception, like the physical, is one single 
act, comprising the totality of the product. The form 
in its outline, characteristics of tempo, dynamics, 
moods of the main and subordinate ideas, their 
relation, derivation, their contrasts and deviations-
all these are there at once, though in embryonic 
state. The ultimate formulation of the melodies, 
themes, rhythms and many details will subsequently 
develop through the generating power of the germs.21 

David Epstein, in one of the most articulate 

discussions of the Grundeestalt concept, points out that 

the concept was such a powerful intellectual construct for 

Schoenberg because 

A basic shape was considered by Schoenberg as a 
unifying force of great magnitude; he saw the surface 
features of a work—its themes, lesser configurations, 
and other structural aspects—as varied representa-
tions of this underlying concept.22 

But, as Epstein notes, the concept was more than a theory 

of composition. 

Schoenberg found in the Grundeestalt concept an 
underlying link between musical tradition, especially 
that of the classic-romantic Viennese school, and his 
own compositional theories, which he saw as growing 
out of this tradition.33 

Epstein's definition of Grundeestalt makes clear the 

connection between Schoenberg's theory and the musical 

traditions of the first Viennese school. The same 

contrapuntal procedures that were used by composers of the 
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classic-romantic Viennese school are also fundamental to 

Schoenberg's compositional technique. And common to both 

the works of the first Viennese school and of Schoenberg is 

an approach to composition involving a strict hierarchy of 

structural levels that are interrelated motivically. 

• • . Grundgestalt denotes a configuration of musical 
elements that is significant to the form and structure 
of a work and is manifested throughout the work in 
differing guises and on various structural levels. In 
these appearances certain intrinsic features are 
retained, but are varied or disguised by means of 
embellishments, elaborations, interpolations, and/or 
contractions of elements; by inversions, augmentations 
and diminutions, and other compositional procedures.24 

In his text. Fundamentals of Musical Composition. 

Schoenberg describes the binding force of the motive, which 

he says is at once both "the germ of the idea or the 

smallest common multiple" and "the greatest common factor," 

observing that the "motive generally appears in a 

characteristic and impressive manner at the beginning of 

the piece."355 

Graham Phipps, however, has shown in his analysis of 

Schoenberg's Variations for Orchestra. Op. 31, an 

alternative approach to the working out of the 

Grundegestalt. The variations begin with glimpses of a 

musical thought which gradually unfolds and is only stated 

in its entirety at a later point in the composition.24-

Schoenberg follows a similar strategy in Erwartung. in 

this instance, the idea of the composition is the working 
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out of motives from his song Am Wearand. 

Our discussion of the Grundeestalt concept concludes 

with Rufer's definitions of the primary structural levels 

and their hierarchical arrangement as conceived by 

Schoenberg in the decade following the composition of 

Erwartune. Based on notes gathered while he was 

Schoenberg's teaching assistant in Berlin, Rufer's 

definitions indicate that from an early stage in the 

formulation of the Grundeestalt concept, harmony was not at 

the core of Schoenberg's model of organicism; rather, the 

motive and its enveloping phrase constituted the building 

blocks and conceptual idea of a piece. 

In my very full notes of his [Schoenberg's] 
teaching between 1919 and 1922 I find these 
definitions: a motif is the smallest musical form, 
consisting of at least one interval and one rhythm. 
The next sized form is the Grundeestalt or phrase, "as 
a rule 2 to 3 bars long" (the numbers of bars 
depending on the tempo, among other things), and 
consisting of the "firm connection of one or more 
motifs and their more or less varied repetitions". 
The next sized form, the theme. "arises from the need 
to connect several shapes together" and consists of 
"the connection (here he expressly does not say firm) 
of the Grundeestalt (basic shape) with its more or 
less varied repetitions". 

An analytical overview of Erwartune at the end of the 

chapter presents the main materials of the composition in 

the hierarchical arrangement described by Rufer. The 

analysis reveals that Schoenberg establishes functional 

relations at the motivic and textural level with less 
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reliance on traditional configurations of tonality. That 

Schoenberg did not apply hie theory of composition to the 

analysis of his own works should not be taken as an 

indication that he would have disapproved of such analyses 

or would have found them inappropriate. The single 

analysis that Schoenberg provided of one of hie own 

compositions euggeets that his composition theory offers a 

meaningful framework for interpreting hie atonal works. In 

a radio broadcast given in connection with the performance 

of his Op. 22 eongs, compoeed in 1915 shortly after 

Erwartune. he sought to explain the Bones' "musical logic" 

by demonstrating their motivic coherence. The manuscript 

of the essay that Schoenberg prepared for the broadcast 

contains no less than 75 musical illustrations of different 

motives. The examples were to be performed by orchestra 

and singer, so that the listener could hear these musical 

connections and thereby understand the idea of the songs.215 

In Erwartune coherence is not achieved by musical 

means alone, however. The monodrama is more than "sounding 

form" to borrow Hanslick'e famous phrase, or a 

constellation of pitch sets as Fortian theorists would 

insist.^.'* It is a vocal work with a verbal message which 

has, in Joseph Kerman's words, "a strong prima facie claim 

to be counted in with its content, along with its 

analyzable sounding form." 3 0 In the case of Schoenberg' e 

atonal vocal works, Schoenberg acknowledged that he relied 
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on the text to guide him, and that, as a result, each work 

could only be understood as an integrated entity when both 

its text and music were taken into account. 

It had apparently been thought that I took no 
notice whatever of texts, since with me they no longer 
give rise to sounds like a storm or swords clashing or 
sardonic laughter.... My music, however, took 
representational words into account in the same way as 
abstract ones: it furthered the immediate, vivid 
rendering of the whole and of its parts, according to 
the measure of their meaning within the whole.31 

The musical content of Erwartune depends then, in 

Schoenberg's own assessment of the work, on features that 

have been passed over in other analytical studies which 

have failed to consider the narrative-dramatic aspects of 

the libretto as a co-equal structural determinant. 

The fragmented narrative aspects of Pappenheim's 

expressionistic text fail to suggest an obvious sort of 

integration. Yet, the monodrama's most apparent structural 

feature, its division into four scenes, has been ignored by 

analysts, despite the fact that Schoenberg stressed that 

he: 

...discovered how to construct larger forms by 
following a text or a poem. The differences in size 
and shape of its parts and the change in character and 
mood were mirrored in the shape and size of the 
composition, in its dynamics and tempo, figuration and 
accentuation, instrumentation and orhcestration. Thus 
the parts were differentiated as clearly as they had 
formerly been by the tonal and structural functions of 
harmony.32 
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What is the relationship between Schoenberg's formal 

divisions and the dramatic structure of Pappenheim's text? 

Does the music follow the psychological progress of the 

drama or does Schoenberg present a different reading of the 

text? These and other questions pertaining to musico-

dramatic relationships in Erwartung will be pursued in this 

chapter which presents a detailed analysis of each of the 

four scenes in their order of appearance. 

Although the analyis will be informed by Schoenberg's 

Grundeestalt theory, it does not seek simply to validate 

that theory. The structural and expressive aspects of 

Erwartung remain at the heart of this critical endeavor 
\ 

that seeks, in the works of Edward T. Cone, "to impart to 

others something of [one's] own vivid experience of the 

concrete musical values [the critic] finds in the works 

that interest him. "3::s 

The Analysis of Scene I 

Ostinatos are a prominent feature of the opening scene 

of Erwartung. Although other scholars have commented on 

their prevalence in the work, no one has recognized their 

important structural role. Ritornello-like ostinatos occur 

at regular intervals throughout the scene, dividing the 

text into four sections suggestive of a strophic Lied. 

Schoenberg's invocation of the Lied at the outset of 

the monodrama seems to have been prompted by allusions to 
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the Lied in Pappenheim's text: at midpoint in the scene 

the Woman refers to the "cricket's love song"; at the 

scene's conclusion the symbolic meaning of the Lied is 

fully realized when she announces that she will sing her 

own song. Like Orpheus, the Woman in Pappenheim's 

monodrama attempts to bring her dead lover back to life by 

the magic power of song. By following the sound of her 

voice her lover will make his way through the moonlit 

forest and be restored to her. The main point of 

Pappenheim's use of the familiar symbolism of the Lied in 

the opening scene of Erwartune seems to be that her lover's 

initial attraction was nothing but a romantic illusion. 

We have suggested that Schoenberg's treatment of the 

opening scene of Erwartung was motivated by the Lied 

imagery of Pappenheim's text. In an interview with German 

psychologist Julius Bahle, Schoenberg explained that when 

he selected a text he looked for one that "matched a 

musical idea that was in my mind...For I know over and over 

again that I was after texts for music I wanted to 

write. I believe that the music Schoenberg wanted to 

write in setting Pappenheim's text was a gloss or parody of 

his own song Am Wegrand. which also deals with the theme of 

alienation. In the same interview with Bahle, Schoenberg 

stated that he remembered only one occasion when he "took 

over a theme invented in some other context. Principally 

because musically speaking I was very fond of it, and it 
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had a related mood."3® Scholars following Adorno'e mention 

of the quotation from Am Wegrand in Scene IV have written 

extensively about the musical significance of the self-

borrowing. None have commented on the Lied-like structure 

of the opening scene, which I believe is another way in 

which Schoenberg relates the two works. Thus the 

invocation of the Lied at the outset of Erwartung seems 

doubly significant when viewed in terms of the self-

borrowing from an early song of which Schoenberg was 

especially fond. 

The first ostinato (in m. b) is rather primitive or 

undeveloped compared to the next three, larger, ostinati 

which separate the four strophes. This first incipient 

ostinato (see Example 68 and Example 75) 

fT 

f 
Ex. 68. Erwartung. m. U 

consists of an eight-note harp oscillation around the 

pitches B and G-sharp. Also, significantly, these two 

pitches are the same pitch classes as the first sound heard 

in the score in m. 1, the Hauptetimme played by the 

bassoon, G*-B. 

The second ostinato introduced in m. 9 at the words 
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Ex, 69. Erwartune« m. 9 

is a more complex timbre orchestrated to include the 

bassoons, violas, and solo cello, each instrument 

oscillating between a different set of two pitches, while 

the harp oscillates on a tritone (D and G-sharp). This 

structural ostinato is also one of fourteen ostinato 

configurations in Erwartung associated with the image of 

the moon, an overt symbol of the Woman's madness. 

References to the night and shimmering moonlight are not 

merely pictorial images as the shimmering ostinato might 

suggest. The moon is an antagonist in Pappenheim's text, 

to which the Woman addresses her speech, and upon which she 
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projects her chancing moods. The moon lights the path, 

directing her course, and illuminates the body, sealing her 

fate. The only instance in the drama when a textural 

reference to the moon is not accompanied by an ostinato 

occurs at m. H02 when the Woman says she is alone in the 

night. At that point Schoenberg introduces rests in all of 

the instruments except the solo violin. 

The third ostinato is in two sections, bridging the 

second and third strophes. The first part at the end of 

the second strophe (Example 70) 

Jt m o h o Ht m v M ^ s a m e r noch langsamer(J.- 48) 

DKlar 
p sthr tart 

l.Hr.(F) 
Dpf. 

aicbt arpeggiert 

Stkr deutheh fc 

m 
Ui*bt hinauf) (kaucrt Bi*dtr, lauKcht, aient vor tick bin; 

frau-envoi] ruhigundleer.. 
m 

ber bier u t s wen ifttena bell.. i e r Mond wirfrii 
8 

noch l&ngs&mer i d l a n g s a m e r l.SoloGtif* o.Dpl. ^ p f molto n t 
ISolo-Gge 

o.Dpf ppp sckr ruhtg und sar t m S t e r . . . 
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II. HalfW pin. pp 
1.2.Sole Br.m.Dpf. 

1.2. Solo-Br 

l. Solo Veil.n.Dpf 
1.2. Solo-Yell 

Ktrbss. 

w I aad«r» ItrbM 

Ex. 70. Erwartune. mm. 15-17 

is a five-voiced pattern in the celeste and harp which 

paints a "shimmering" answer to the words "der Mond war 
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frtlher so hell..," the end of the second strophe. The 

celeste moves immediately, without a break, to a new 

pattern composed of grace notes, forming the interval of a 

minor third, followed by a dissonant minor second. This 

second part of the ostinato, the alternation of minor 

thirds and minor seconds, imitates the sound of crickets, 

as the voice begins the third strophe with the text "Oh 

noch immer die Grille..mit ihrem Liebeslied.." The 

crickets' love song is played, waltz-like, by the clarinet, 

mm. 17-18. 

The transition from the third to the last strophe is 

marked by the fourth ostinato (Example 71), 

58 
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Ex. 71. Erwartung. mm. 24-26 



264 

a twisting, three-voiced, eleven-note chromatic pattern in 

the cellos and basses (mm. 24-25). which immediately 

repeats after a sixteenth rest (mm. 25-26). This pattern 

forecasts the descending half-step pattern of the voice at 

the beginning of strophe 4: "Wie drohend die Stille ist" 

(m. 26). A last important example of text painting, in 

addition to the images of the moonlight and crickets 

mentioned previously, occurs near the end of the scene at 

m. 31. When the Woman announces that she will sing, "ich 

will singen," a clarinet plays a song melody in waltz 

rhythm, mm. 30-35 (Example 72). 

l.jr.Fl. 

l.KUr.(B) 

2.3.B*r.(A), 

j ' ' 4 — r — . m i 
3 0 langsam(J--44) 
fe • • 1 " • : 

ttkr tar 

•h'' X t " ' 1 

a. t i T i p If 

V f , I1 -KM 1 = 

. j g ly \hf j . 

mm 
_ ' r ? _ . 

< > • < > 

p ttfrca. 

Frau 

Verwaodhtng 

in d u fcnpfioSchittto. 

t nul l ia W»H fciaaia > 

Ich will t i s - f e n . i u n hort 

Ex. 72. Erwartung. clarinet, mm. 30-35 

The instrumental sections or ritornelli which 

articulate the text strophes and define the form are thus 

as follows (Figure 25): 
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Introduction or prelude, three measures (m. 1-3) 

I. ostinato, m. 4, harp, begins with the voice 

II. ostinato, m. 9, harp, violas, cellos, bassoons 

III. ostinato, m. 16-18, harp and celeste 

IV. ostinato, m. 24-26, cellos and bassee 

Postlude or interlude, five measures (m. 31-35), 
falling, rising sequences 

Fig. 25. Scene I, Outline of Structural Ostinatos 

The text is divided by these ostinati into syllabic 

groupings of 34, 45, 42, and 34 syllables; the resultant 

strophes, nearly equal in their syllable count, are as 

follows (Figure 26): 

I. Hier hinein?..Man sieht den Weg nicht.. 
Wie silbern die StHmme schimmern...wie 
Birken!...oh unser Garten... 
Die Blumen fUr ihn sind sicher verwelkt.. 

m. 9, tritone ostinato 

II. Die Nacht ist so warm. 
Ich ftlrchte mich..Was fUr schwere Luft heraus 
schlH.gt. . 
Wie ein Sturm, der steht..So grauenvoll ruhig 
und leer.. 
Aber hier ists wenigstens hell..der Mond war 
frtlher so hell. . 

mm. 16-17, ostinato 

III. Oh noch immer die Grille..mit ihrem Liebeslied.. 
Nicht sprechen. .es ist so sllss bei dir. .der 
Mond ist in der Dfimmerung.. 

feig bist du..willst ihn nicht suchen?.. 
So stirb doch hier.. 

mm. 24-25, ostinato 
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IV. Wie drohend die Stille ist..der Mond 1st voll 
Entsetzen.. 

Sieht der hinein?..Ich allein..in den dumpfen 
Schatten. 

Ioh will singen.. dann hBrt er mich.. 

mm. 31-35. sequences 

Fig. 26. Scene I, Textual Divisions 

The first scene's pitch structure aptly fits the 

fragmentary short phrasing of the text—the parts move in 

small cells of four-, five-, and six-note fragments. 

Schoenberg himself advised his students to use small 

motives when writing counterpoint, because if one used more 

than seven tones in a cantus firmus there would be repeated 

tones which made for monotony.'4. This way of thinking 

about traditional counterpoint, the use of small motives, 

as well as the use of substitute or altered tones to avoid 

monotony, a concept mentioned earlier in this chapter, may 

also be seen in Schoenberg's own abstracted contrapuntal 

style in the "atonal" work Erwartung. The framed space is 

often an augmented seventh or diminished octave. (See 

Example 73. page 1 of the score, mm. 1-2, the oboe's C-

sharp to D, and m. 1, the French horn's notated D to C-

sharp, horn in F.) 

l> *r»0 
mm. 1-2 m. x 

E x* 73. Erwartune. mm. 1-2 



267 

In this example the chromatic seventh interval substitutes 

for the normal octave frame of tonal works, and provides 

additional ambiguity by denying the kind of sound usually 

identified with the tonic. Some time after the composition 

of Erwartung, and after developing his method of composing 

with twelve tones, Schoenberg spoke of his earlier problem 

with predictable octaves: 

Discussing such problems in my Harmonielehre (1911), 1 
recommended the avoidance of octave doublings. To 
double is to emphasize, and an emphasized tone could 
be interpreted as a root, or even as a tonic; the 
consequences of such an interpretation must be 
avoided. Even a slight reminiscence of the former 
tonal harmony would be disturbing, because it would 
create false expectations of consequences and 
continuations. The use of tonic is deceiving if it is 
not based on all the relationships of tonality.37. 

By substituting continuous major-minor sevenths, which keep 

the listener in perpetual expectation, he avoids the 

settled monotony and predictability of a tonic octave. 

Schoenberg also provides ambiguity by means of the tritone, 

evident in such places as the flute, m. 2, E-B*. (Here, 

however, the tritone acts as appoggiatura or escape tone to 

E-flat.) An even more prominent example occurs in m. 9 in 

the harp tritone ostinato, D-Gm (See Example 69.) 

Other uses of "substitute" chromatic tones may be seen 

in the voice in m. H. in the first Segment, c*-B-C, the 

effect is almost that of a mordent. In the second segment 
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in the same measure, E-G-E-G*, the G-sharp not only 

prevents monotony, but moves the motive upward in 

expectation (see Example 75). 

Schoenberg himself has indicated the importance of 

particular motivie cells in Erwartune by marking orchestral 

passages as H (Hauptstimme or main voice) and N 

(Nebenstimme or secondary voice). Bracket-like signs were 

added to the letter H or the letter N to indicate these 

passages in the score. Schoenberg used these notations as 

performance aids, particularly in polyphonically complex 

and atonal passages, in order to indicate those passages 

which were to be articulated more prominently as "melodic" 

lines.3'" 

The first head motive is seen in Example 7k. 

pH 
Ex. 74. Erwartune. Head Motive, mm. 1-2 

These ten notes are divided between the bassoon, G*-B, and 

the oboe (the remainder of the pitches). (See Example 75, 

the passage in the full score.) 
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Ex. 75. Erwartung. mm. 1-5 

The Hauptstimme itself is broken up into two two-note cells 

or dyads which take on significance, as we will see later 
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in the analysis. 

The first dyad in the bassoon. 'G*-B (the G-sharp is 

the first p.c. heard in Erwartune). returns in m. 21 on the 

words "bei dir." This bassoon dyad, and the one 

immediately following in the oboe on C*-A", set up 

expectations early on of a resolution to an A-C dyad 

(presaged by the cello thirds and their resolution in m. 

8), which finally occurs in the voice in m. 6 on the word 

"schimmern." At m. 29 near the end of the scene on the 

words "Ioh allein...." the pitches A-C again resolve the 

opening dyads, thereby tying the drama and musical content 

together (Example 76). 

LXbr.<B) / 
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Ex. 76. Erwartune. m. 29 
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The ascending motion of the G*-B and the descending 

motion of the C*-A* seem also to be the genesis for a 

complex series of ascending and descending patterns and 

scales which become increasingly longer, and culminate in 

the final, long, contrary-motion chromatic glissandos in 

the last measure of Erwartung. Also already embedded in 

these two first dyads in m. 1 with their ascending and 

descending motion are the vacillating moods of the sole 

character, the Woman, who alternates between hope and 

dejection, anticipation and despair. 

The second dyad, C*-A*, finds even more repeated use 

than the first dyad. It returns in the first scene in m. 

10 "so warm," m. 19 "nicht sprechend," m. 23 "feig bist 

du," and m. 28 "entsetzen." 

The entire Hauptstlmme is repeated at the end of the 

scene, m. 35. no longer in the upper instruments of the 

orchestra, but now on the bottom staff of the score in the 

violas. The Hauptstimme is here transformed to read: 

G# A C# A# D G J C# C 
1s 

The Hauptstlmme is now reduced to ten pitches (the D-sharp 

missing), and the B has also been changed to A, confirming 

the feeling of the original pitch G-sharp as leading tone 

to the later replacement A. 

The first dyad is seen as important in another way. 

In m. 3 the harp motive marked Nebenstlmme (Example 77) 
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±EEvt §3^ 

Ex. 77. Erwartung. Harp Motive, m. 3 

contains pitches which elaborate the G*-B dyad; and in m. 

4, the first ostinato of eight notes in the harp also is an 

elaboration of the G*-B dyad (see Example 68). 

Both the first dyad, the rising G*-B, and the second 

dyad, the descending C*-Aw, have been recognized as 

prominent pitches in Erwartung by previous scholars. 

Their significance is only fully understood, however, when 

it is realized that they are the accompanimental thirds in 

waltz rhythm which underlie the song Am Weerand. Op. 6, No. 

6, the source of the important self-quotation in Scene IV 

of Erwartung. (See Example 78.) Recognition of this 

important connection between the song and the monodrama, 

brings to mind another important extra-musical association. 

Thirds of this type are a common feature of nineteenth-

century Viennese waltzes, a popular topoi among composers 

of the Second Viennese School for whom the waltz 

represented the decadence of Viennese society. The dyads 

from the song will be referred to as "waltz thirds" in 

future discussions. (Example 78). 
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Ex. 78. Am Wegrand. mm. H2-H3 

The "waltz thirds," in Am Wegrand found in mm. 19-21, and 

again in mm. tl2 — kll consist of the pitches Bfc,-Dfc' and A* — c* , 

the enharmonic equivalents of Erwartung's opening cells, 

G*-B and A*-C*. Even the waltz rhythm finds an echo in 

Erwartung (Example 79). 

w—>] 
.. > T=F¥ 

rr 
Ex. 79. Erwartung. mm. 1, 2, 5 

Thus Schoenberg seems to be abstracting elements of the 

accompaniment from Am Wegrand. using both the waltz rhythm 

and the thirds as generating motives for Erwartung. 

But what of the melody of Am Wearand? It. too, is 

abstracted and used as a generating element in the 

beginning of Erwartung. The segments of the melody which 

begin each of the two "strophes" of Am Wegrand may be found 

in rudimentary form already in the initial measures of the 
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voice in Erwartung. The beginning of the first strophe of 

Ml Wegrand (Example 80), 

P ^ P ~r 

Tau^~ send Men schen 

Ex. 80. Am Wegrand. m. 3 

finds its semblance in m. 4 of Erwartune. the rising second 

phrase of the voice (Example 81), 

f »ji j> > ji. > i 

MansiehtdenWrg- nicht. 

Ex. 81. Erwartung. m. U 

and the beginning of the second strophe of Am Wegrand 

(Example 82). 

Sehn - - sucht er - fiillt die Be - zir - ke des 

Ex. 82. Am Wegrand. mm. 22-23 

finds its recall in the descending pattern in m. 5 of 

Erwartune. in the third phrase of the voice (Example 83) 
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yp ' 3 1 r—a—1 

p i r-
Wiesi l - bern dieStamme 

Ex, 8 3 . Erwartung. m. 5 

Therefore, It would seem that all elements of the song Am 

Wegrand that Schoenberg will later use in the quote 

embedded in the fourth scene are already present in 

abstracted form in the first five measures of Erwartung. 

and will function as generating cells and elements for the 

entire work. (See Chart 6, p. 3/11, in the conclusions to 

this chapter.) 

One final aspect should be considered in the first 

scene: tonal orientation. The opening thirds in the 

Hauptstimme appear to set up an expected resolution to A, 

or A-C, as we have stated. The pitch A may then be seen as 

serving a dominant function when one considers several 

strong indications that D is the tonal center of the piece, 

with G# prominent as its tritone equivalent. 

The importance of the pitch class D may be seen by 

comparing the opening motives of each of the four scenes of 

Erwartung (see Example 84). 



• f# 

• * 

t m » fa* \» :*ac 

Scene I, mm. 3-6 

^ T } ) *' *• * • . 

Scene II, mm. 38-9 

Scene III, m. 90 

Scene IV, mm. 125-6 

Ex. &k. Erwartung. mm. 3-6, 38-9, 90, 125-6 
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^ ' y — f m 

Scene I also closes In m. 38 with the following pitches In 

the bass. In the lowest line of the score, marked 
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Hauptstimme (Example 85) 

Ex. 85. Erwartune. mm. 37-8 

Using Schoenbere'e idea of substitute tones, the bass line 

implies a D tonality; the I>7- arpeggio both ends the first 

scene and begins the second scene. The C-sharp, a 

substitute for the octave D, creates an elision, merging a 

tonic and dominant function, and becomes another way of 

avoiding closure. The music moves on without a perceptible 

break following the psychological progress of the drama. 

In summary, the first scene may be described as an 

overall strophic form, with its four strophes articulated 

by ostinatos. The ostinatos, so prevalent in Scene I, also 

serve the dramatic purpose of conveying the idea of stasis 

or indecision before the Woman sets out on the path. The 

strophic song form is a significant choice because of 

references to the Lied in Pappenheim's text, and, on a more 

subtle level, because of the indirect references to 

Schoenberg's song, elements of which become the basic idea 

of Erwartung. Schoenberg himself emphasizes the importance 

of the motives from the song by marking them Hauptstlmme. 

Thus, in the opening scene of Erwartung Schoenberg not only 
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builds upon the musico-poetie idea of Am Weerand. he 

invokes the sone genre itself in all possible ways: 

melodically, rhythmically, harmonically, textually, and 

above all, formally. 

The Analysis of Scene II 

Two loud tympani strokes outlining an augmented fifth, 

F-C* dramatically announce the opening of Scene II. The 

scene begins in deep darkness. The Woman fearfully gropes 

her way down a dark path and imagines the tall thick trees 

grasping at her. Descriptive touches abound in Scene II. 

There are high sustained pitches as the path is described 

as bright,- m. 1X7. At the words "Es war so still," there is 

silence in the orchestra except for one high flute. 

"Himmel," m. 62 is expressed with high string harmonics, 

"Abendfarben," m. 66—68 is pictured by a wide arpeggio in 

the celeste and a harp ostinato. At the words "Wer weint?" 

there is a wailing downward glissando of the contrabass, 

and Schoenberg uses dramatic pauses to set off the words 

"1st hier demand? 1st hier demand?" The orchestra responds 

with flutter-tonguing in the bassoon and string tremolos, 

mm. 75-76, as if to indicate that there is something moving 

in the branches of the tree. 

The music throughout Scene II is more animated than in 

the opening scene, perhaps to suggest the Woman's 

increasingly agitated state. Accented chords marching 
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downward in m. 37 introduce Scene II. Gentler descending 

chords in mm. 47-48 are a background to "der Weg ist 

breit," followed by the determined ascent of the violin in 

m. 49-50. In m. 61 at the words "Und der Himmel 

unermesslich tief liber dem Weg," the chords ascend. 

Descending quartal chords follow in m. 65 as the Woman 

remembers that the path led her lover to her. Scene II 

closes with two "moving" motives, the ascending viola 

Haupstlmme in m. 87. followed by the descending celeste 

chords in the same measure. 

The overall form of Scene II is tripartite, "ABA." 

The A section (mm. 38-45) contrasts with the preceding 

scene in its quicker pace and more dramatic declamation. 

The vocal line that follows the two-measure vocal 

introduction or transition is characterized by wide Jagged 

intervals, sometimes leaping by a major tenth (m. 41), or 

ascending by a fast glissando up a major seventh (m. 44). 

Dynamic changes are abrupt and extreme, as in m. 41, which 

shifts suddently from fff to pp in the orchestra. 

A calming transition in mm. 46-47 leads to the B 

section, mm. 48-60, a mournful, lyrical, reflective arioso. 

The Woman's calmer, bitter-sweet remembrances of the past 

are reflected in generally longer note values, softer 

dynamics and such "exotic" orchestral effects as bowing on 

the bridge, in m. 54. Such expressive coloristic string 

effects, already part of Schoenberg's orchestral style,1"0 
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have a special referential significance in this scene. 

Schoenberg introduces a word-painting ostinato in mm. 6 7 - 6 8 

at the words "Abendfarben" which brings the B section of 

Scene II to a close. This ostinato is another in the 

series of oscillating pitches which Schoenberg associates 

with the ominous moon throughout the work, an image he 

equates with the night and evening, judging by a related 

use of ostinatos (see mm. 5. 9. 1 6 , 22, 2ft, 6 7 . 91. 133, 

1 6 0 , 165. 222, 318, 402 and &20). Thus, the ostinato at 

mm. 6 7 - 6 8 operates on several different structural levels, 

simultaneously serving as a pictorial, expressive, and 

formal gesture. 

The final A section (mm. 6 9 - 8 9 ) , again dramatic and 

recitative-like, depicts the woman's sudden return to 

reality and her present plight, her fearful flight through 

the woods as she tries to escape from the "beasts" of her 

conscience. Diminution of rhythms, a predominant 

sixteenth-note- and thirty-second-note texture, and extreme 

dynamic contrasts (see for example, pp to ff in mm. 76-77), 

emphasize her fears. A three-measure ostinato, the longest 

to this point, mm. 8 3 - 8 5 . is interrupted by her discovery 

of what she fears is a body (Example 86). 
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Ex. 86. Erwartune. ram. 83-85 

The release of dramatic and musical tension at the words 

"nur ein Stamm" ("only a log") is followed by a three-

measure postlude, mm. 87-89. similar to and balancing the 

three-measure prelude, mm. 37-39, that introduced the 

second scene. The following outline summarizes the form of 

Scene II (Figure 2 7 ) . 
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prelude A 

mm. 37-39 mm. 40-45 

3 mm. recit. 

Scene II 

B 

mm. 46-68 

arioso 

A postlude 

mm. 69-86 mm. 87-89 

reclt. 3 mm. 

Fie. 27. Form of Scene II 

Ostinatos are used only twice in this second scene: 

to close both the B section and the final A section. The 

close of the first A section is articulated instead by a 

rhythmic sequence which, because it is a repeated rhythmic 

pattern, is a relative of the ostinato (Example 87). 

J J. 
» r r r 

j 

« r 
j . 

r r 
mm. 45-46 mm. 47-48 

Ex. 87. Erwartune. mm. 45-48 

Thus Schoenberg is consistent in using repeated rhythmic 

patterns to articulate the form. Rhythmic sequences are 

also prominent in the final A section. The descending 

chromatic sixteenth-note pattern in m. 75 is mirrored in m. 

76, an ascending chromatic sixteenth-note pattern, and m. 

78, a Jagged leaping pattern, is echoed in m. 79 and 
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dissolves into reminiscent fragments in m. 80. 

Such repeated patterns articulate the frightening and 

climactic moments of the second scene, when the Woman 

imagines something moving from tree branch to tree branch, 

as if she were being followed. She cries out to God to 

help her. One of the most dramatic moments in the 

monodrama occurs when she stumbles over the imagined body. 

Schoenberg reserves the longest ostinato up to this point 

in the monodrama, mm. 83-85, for the Woman's terrifying 

encounter with the imagined object of her fears and 

desires. The ostinato is an expressively powerful gesture 

that aptly conveys the Woman's ambivalence towards the 

imagined object, the unfaithful lover who has abandoned her 

(see Example 86). 

Schoenberg uses sequences in Scene II, in addition to 

ostinato configurations, as a dramatic articulating device. 

Symmetry of form and gesture has also been observed in this 

scene. We have already mentioned the three-measure prelude 

(Hauptstimme in m. 37 through the Hauptstlmme in m. 39) and 

its companion three-measure postlude (Hauptstimme in m. 87 

through the Hauptstimme in m. 89). The musical patterns 

themselves are also organized into balanced pairs: the 

high-pitched upward glissando in the voice at m. Uk is 

balanced by the low, downward glissando in the 

contrabassoon at m. 70; the descent of the flutter-tongued 

bassoon and tremolo strings in m. 75 is matched by the 
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ascent of the same instruments in m. 76. The procedure 

seems to have been motivated by Pappenheim's text which 

shifts back and forth between present and past events. 

In this scene the scalar ascents and descents are still 

narrow in ranee. As the Woman's psychotic episodes become 

more prolonged in the next two scenes, the ascents and 

descents will gradually increase. The continual expansion 

of opposing scalar patterns is another way Schoenberg seeks 

to integrate the dramatic narrative and the motivic-

contrapuntal aspects of Erwartung. 

A dominant pitch motive in this scene is the major 

seventh from D to C-sharp presented usually in this guise 

(Example 88): 

Ex- 88. Erwartung. major-seventh motive 

The Hauptstimme. mm. 37-38, announces this head-motive (see 

Example 21), followed by a repeat in the opening vocal 

phrase (Example 89), 
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& >' J J 'gi 
Ex* 89- Erwartung. m. 38 

and later in the voice part at m. 41 (Example 90) 

Ex. 90. Erwartung. m. Ill 

The "dominant" A and "tonic" D pitches recieve agogie 

stress because both are treated as sustained pitches in mm. 

45-^8. The Hauptstimme announces the variation of the 

head-motive in m. 49 (Example 91), 

Ex. 91. Erwartung. m. 49 

and in m. 52 (Example 92). 

J 

Ex. 92. Erwartung. m. 52 
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Mm. 53-56 contain a "tonic" pedal point on D. In m. 62 the 

trombones play a low D. The head-motive is emphasized once 

again in mm. 63-65, first by simultaneous repetitions 

(Example 93). 

m w & 

Ex. 93. Erwartune. mm. 63-65 

(see also m. 71), and then in arpeggiated fashion (Example 

94). 

Ex. 94. Erwartune. m. 66 

This varied version of the head-motive appears in the voice 

part in m. 75 (Example 95). 

Pi-

Ex. 95. Erwartune. m. 75 
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and is further extended intervallically as the climax of 

the scene approaches (Example 96). 

i 
Ex. 96. Erwartung. m. 77 

The harp oscillates between E-C*, the pitches on either 

of D at m. 67• The more complex harp configuration 

around D, mm. 83-85. (see Example 86) and the first 

"settling" on D at the close of the scene (interchange of 

clarinet to French horn, maintaining D as bass note, mm. 

88, 89) reinforce the pitch D in Scene II as its tonal 

center. 

The many chromatic sequential scale passages in this 

scene find their counterpart in similar passages in the 

second strophe of Am Weerand which begins with the words 

"Sehnsucht erfOllt die Bezirke des..." (refer to Example 

82). The important opening dyads which also derive from 

the "waltz thirds" of the song appear in varied form in 

Scene II. in m. 38, the initial phrase ends on C*-A*. in 

mm. 47-48, the singer's words "der Weg ist breit" are 

accompanied by the pitches C*-A*-G-A-A*1, (B*). The minor 

third pitch motive C-A returns in mm. 50 and 61, with an 
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intervening variant of the G*-B dyad in m. 52. 

As in the first scene, the formal divisions in Scene 

II are also strongly reminiscent of the Lied. While the 

outlines of the strophic Lied are suggested in the opening 

scene of the monodrama, Scene II presents another formal 

pattern popular among Lied composers of the Romantic 

period: Prelude, A B A, Postlude. Indeed, Schoenberg's 

setting of the song from which he Quotes, Am Wegrand. is an 

overall ternary dramatic form with instrumental prelude and 

postlude. Other features noted in this scene that are also 

found in Am Wegrand include such repetitive devices as 

sequences and ostinatos for dramatic emphasis. 

The Analysis of Scene III 

The formal patterns of the Lied provide a convincing 

paradigm for the first two scenes of Erwartung. In fact, 

Judging from their Lied-like structures one might expect 

that Schoenberg organized Erwartung like a song cycle, an 

interpretation proposed, but not explained, by Pierre 

Boulez.41 But the formal model of the song cycle fails to 

explain the musical organization of the two remaining 

scenes, which appear to be non-sectional in their layout. 

Ostinato configurations which were used sparingly in the 

opening scenes to articulate their Lied-like structures are 

so pervasive in Scene III that they cease to be meaningful 

articulators of form. 
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The departure in Scene III from the sectional layout 

of the opening scenes does not invalidate the proposed 

interpretation of these scenes as Lied-like structures, nor 

is the presence of such song forms uncharacteristic of the 

melodrama as a genre. The change in approach in Scene III, 

however, raises the question of whether Erwartung can be 

understood to be an integrated whole or whether we are 

obliged to abandon Schoenberg's aesthetic criterion of 

organic unity and view j^wartunj^ as a loosely organized 

aggregate of four disparate "movements." The question of 

Erwartung's coherence brings to mind Schoenberg's remarks 

concerning ambiguity in tonal relations. 

Every tone which is added to a beginning tone 
makes the meaning of that tone doubtful In this 
manner there is produced a state of unrest, of 
imbalance which grows throughout most of the 
piece The method by which balance is restored seems 
to me the real idea of the composition."'2 

Similarly, the third scene in Erwartung introduces a new 

approach to text setting that forces us to reevaluate our 

initial understanding of the musical organization of the 

monodrama. By what means are we to grasp Erwartung's 

coherence?"''3 

Scene III the libretto once again provides the key 

to our understanding of the musical organization of the 

scene, and I would contend, the formal organization of the 

entire monodrama. As Schoenberg noted in his essay "The 
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Relationship to the Text, "...the appeal to the *texf in 

operas, songs, and symphonic poems must be regarded as one 

attempt at producing cohesion among the heterogeneous 

elements. '*** 

The third scene, as the libretto reveals, divides into 

three parts reflecting the vacillating psychological states 

of the Woman (see Figure 28). 

Measure No. Dramatic 
Divisions 

Scene 3. 
The P*thstM*n darkness. To the side of the path, abroad strip of light. The 
moonlight falls on a clearing, where there are grasses, ferns, big yellow fungi 
The woman comes out of the darkness. * 

I see a light! 
Ah, just the moon . . . how good . . 
There something is dancing . . . 
Something black there . . . 

quickly controlling herself Silly fool . . . it's only shadows 

Again half afraid 

tenderly thoughtful O h ! how your shadow falls upon my white 
walls . . . 
But you have always to go . . . 

a rustling. She stirs, looks Calling? 
round her and listens for 
a moment 

again dreamily To wait for evening seems so long . . 

f tvihd she /OS Isn't the shadow moving . . . 
looks again Yellow, open eyes 

sound of a shuddering I see rising as on stems . . . How they stare! 
creaking noise in the 
grass 

terrified / / o No beast, dear God, no beast! 
Oh I feel such a fear . . . 
Dearest, my dearest, help me . . . 

illusion 

TRANSFORMATION 

Fig. 28. Erwartune. Libretto, Scene III: 
Dramatic Divisions 

Schoenberg's music reinforces the dramatic divisions in 

Pappenheim's libretto. When the Woman reacts to her 
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surroundings (labeled "Reality" on the libretto example. 

Figure 28) and is functioning in the present, 

psychologically speaking, Schoenberg uses a recitative—like 

texture to define those moments; when her actions are 

directed inward (labeled "Illusion" on the libretto 

example. Figure 28) and her behavior is motivated by 

memories of her lover, Schoenberg changes from a 

declamatory, recitative-like setting of the text to a more 

lyric vocal style that is closer to arioso. 

Instead of using ostinato configurations to organize the 

text, as he did in the opening scenes, Schoenberg relies on 

textual contrasts to make the dramatic divisions of 

Pappenheim's text comprehensible. The organization of 

Scene III, then, when examined from the viewpoint of the 

libretto, is not a through-composed movement but a 

tripartite structure based on textural contrasts that 

alternate between recitative and arioso in accordance with 

the character's changing emotional state. 

Scene III continues a formal pattern that is already 

present in Scene I. It proves to be the organizing 

principle by which Schoenberg integrates the entire 

monodrama, a fact that has escaped the attention of earlier 

scholars. But the import of the pattern is not readily 

apparent unless one carefully examines the libretto (Figure 

29) . 
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Measure No. 
Dramatic 
Divisions 

Scene 1. 
At the edge of a wood. Streets and fields lit by the moon; the wood tall and 
dark. Only the first tree-trunks and the beginning of the pathway (through 
the wood) are also lit by the moon. A woman comes; delicate, dressed in 
white; on her dress, red roses which have partially shed their leaves. She 
wears jewellery. 

Through the wood? . . . I sec no pathway . . . 
Like silver the trunks are shining . . . 
Like birches!. . . . 

WOMAN, hesitating 

abstracted, looking at the 
earth 

Oh, our garden. The flowers for him 
Have faded away. The night is so warm 

in sudden fear j f I'm frightened . . . 
listens in the direction of An oppressive air attacks me 

Like a storm that waits . . . 
So horribly quiet and void . . . 
Yet around me still it is bright . . . 
The moon just now was so bright . . . 

crouches down, listens, V70h, again the crickets — — 
looks away in front of her It is a song of love . . . 

Don't speak now . . . it is so sweet with you . . 
The moon is growing fainter now . . . 

^ 3 Cowardly! — would you not seek him? . . . 
Then you may die . . . 
How baleful the silence is.. . . 

the wood, oppressed 
wrings her hands, looks 
back 
looks up 

getting up 

turns round towards the 
wood 

looking about, timidly 

fearful 
TRANSFORMATION 
summoning courage, she 31 If I sing now he'll hear my voice . . . 
goes quickly into the 
wood 

The moon is full of terror . . . Does it see 
there ? . . . 
I'm alone . . . in the gloomy shadows. 

XLLUS/Ofi 

tefiLrT)( 

-£LLUS/or) 

dEALrDf 

Fig. 29. Erwartung. Libretto, Scene I: 
Dramatic Divisions 

The libretto consists of a rapid succession of 

regularly alternating Reality-Illusion sections that divide 

the opening Scene into six parts. Schoenberg combines the 

first and last Reality-Illusion pairs and focuses attention 

on the middle pair that introduces the poetic image of the 

crickets' song—a metaphor for the Woman's "Lament." 
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The musico-dramatic structure of Scene I divides into 

four sections as follows. The framing three-measure 

instrumental prelude, mm. 1-3, and five-measure 

instrumental postlude, mm. 33-37, have not been included in 

the diagram in the interest of saving space (see Figure 

30). 

Scene I 

A B A B 

Reality/ Reality/ 
Illusion Reality Illusion Illusion 

n""* 4-9 mm. 9-16 mm. l7-2ft mm. 25-32 

Fig. 30. Erwartung. Libretto, Scene Ij 
Musieo-Dramatic Divisions 

The Reality-Illusion cycle continues unbroken through 

to the end of the monodrama. The sections are fewer in 

number and are more extended in the ensuing scenes so that 

the six—section cycle of the opening scene is spread out 

over the next two scenes. The final scene consists of a 

single Reality-Illusion pair. The diagram below summarizes 

the Reality-Illusion cycle for Scenes II through IV (Figure 

31). 

Scene II Scene III Scene IV 

K I R R I R H i 

Fig. 31. Erwartung. Libretto, Scenes II-IV: 
Dramatic Divisions 
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As the Individual sections become longer* and more sharply 

defined in Scenes II-IV, Schoenberg treats the voice in a 

more lyric manner and thus exploits contrasting vocal 

styles to make the structural division of Pappenheimfs 

libretto more audible. in the opening scene, the vocal 

style is primarily declamatory. 

The garden is the primary poetic image of the Illusion 

section in Scene II (Figure 32). 
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Measure No. 

Scene 2. 
Blackest darkness; broad path; high, thick trees. She gropes forward. 

39 Do I see the way? . . . here it is open. 
Stoops, catches something What? Let go! . . . 
with her hands; crying 
out 

Dramatic 
Divisions 

rises trembling, tries to 
see her hand 
wildly, catching at her 
face 
beats round herself with 
her hands 
goes on, with arms 
stretched forward 
peaceful, thoughtful 
very peaceful 

Trapped, am I? . . . No — but something was 
crawling . . . 
And here too . . . Who's touching me? . . . 

Go — now forward . 

Yes, the path is wide 

. May God be with m e . . . 
TMmmbM 

sad 
standing still 

very softly calling, 
frightened 
waits; louder 
listening again 
listening again 

It was so quiet hidden away in the garden . . . 
All the scything done . . . no calling away, 
And the town in shining mist — 
With so much love I would look towards it . . . 
And the heaven so infinitely high over the road, 
Leading you to my garden . . . 
But paler to see and distant . . . the evening 
colours . . . -

£<7 Ah, but you did not come . . . 
Who's weeping? . . . 

Is there someone? 

Is there someone? 
No . . . 
But it was something . . . I hear a rustle . . . 
It moves from bough to bough . . . 
It's over my head! terrified, moving out of 

the way to the side 
cry of a night-bird 

raving Not here . . . Leave me . . . God be with me! . . . 
hurrying Nothing there . . . 

TRANSFORMATION 
begins to run, falls down Be quick, be quick . . . 
already behind the scene Oh, oh, what is this? a body . . . 

t(f No, just a log. 

flEAUTf 

tfeAury 

Fig. 32. Erwartune. Libretto, Scene II: 
Dramatic Divisions 

The line lengths are expansive and stand in sharp contrast 

to the fragmentary text units of the surrounding Reality 

sections. Schoenberg introduces eighths and quarter notes 
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in the vocal part of the Illusion section, thereby setting 

it off from the predominant sixteenth-note texture of the 

opening recitative. The concluding Reality section returns 

to short, fragmentary sentences; accordingly, Schoenberg 

reverts to the musical style of the opening recitative. 

The character's mood at the opening of Scene II is 

more agitated than in the preceding scene. To convey the 

intensity of her emotions, Schoenberg makes the vocal part 

more expressive by introducing wider leaps (sevenths and 

tenths) at the outset of the scene. At the end of the 

scene he fragments the vocal line by inserting rests, thus 

giving the Woman's musical speech an even more disjointed 

Quality than in the opening of the scene. The overall 

musieo-dramatic organization of Scene II is shown below in 

Figure 33. 

Scene II 

A B A Postlude 

Reality Illusion Reality 3 mm. 

mm. 38-48 mm. 49-70 mm. 71-86 mm. 87-89 

recit. arioso recit. instru. 

Fig. 33. Erwartung. Libretto, Scene II: 
Musico-Dramatic Divisions 

Scene III repeats the musico-dramatic form of Scene 

II, but the musical and textual contrasts are even more 

sharply drawn. An overview of the musico-dramatic 
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divisions of Scene III is presented below for the sake of 

comparison. (Figure 34) 

Scene III 

A B A Postlude 

Reality Illusion Reality 11 mm. 

mm. 90-97 mm. 98-104 mm. 105-113 mm. 114-124 

recit. arioso recit. instru. 

Fie. 34. Erwartung. Libretto, Scene III: 
Musico-Dramatic Divisions 

As was noted earlier, ostinatos play a crucial 

expressive role throughout Scene III. In fact, only once 

in the entire scene is the texture devoid of an ostinato 

pattern: the eleven measure passage at ram. 96-106 that 

corresponds to the Illusion section of the scene. The 

section is a lyrical moment within 24 measures of agitated 

recitative undergirded by a pervasive ostinato texture. 

The text at this point shows the Woman succumbing to 

madness, distracted by her lover's imaginary shadow on the 

white wall. The cessation of ostinatos, which isolates 

this moment from the rest of the scene, is dramatically 

effective and makes their resumption even more ominous. 

The ostinatos immediately following the "shadow play" 

consist of long arching patterns, more extended than any to 

this point (Example 97). 
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Ex. 97. Erwartune. mm. 107-109 

Scene III opens with a five-measure ostinato depicting 

the shimmering moonlight. It closes with an eleven-measure 

ostinato which vividly depicts the Woman's terrified flight 

back into the forest (see Example 99). These framing 

ostinato passages are variations on two oscillating notes 

(Examples 98 and 99). 



299 

y J g U l m a f i l g <J*«o) 
L2.kl.rl 

1.2. gr.rl 

D-Ear 

2.3.£br.(A) 

BM.*Klftr.(B) 

iSliLSililLf VtUtSSlLJLJi! iLiJLJLLl ILL* 
I I I . S C 6 D 6 ftbf.MMk laiMf i« ferial. S«itliHi \om W«Ct «ia br*i|«r M l t r Strwifo. Dm Mm4U«M filll mmf 

•in* tMariichtuf. Dertko** Gr»*«r, r*ra«,(n>*« ftlfr* PilM Dto fran k*A»tMI 4»B Daakrl) 

DakommtcmLicbt! Achl 

y . 9 0 m a f l i g 

Z.3.Solo-Br 

l.Solo-Vcll. 
•.Dpt. 
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harp, mm. 91-95 
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E x- 99. Erwartune. Scene III: Closing Ostinato 
strings, mm- 119-123 
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The concluding oetinato in Scene III serves other, 

more far-reaching, structural functions as well, and is a 

pivotal passage in the monodrama's overall design, 

integrating both its opening and concluding gestures. The 

concluding ostinato's motives are a distant relative of the 

motive first presented in the solo viola in m. 5 of Scene I 

(see Example 75). There the oscillating notes C*-D 

depicted the shimmering tree trunks. Here, in Scene III, 

the whole forest is moving, chasing, and clutching at the 

Woman. Accordingly, the ostinato pattern (see Example 99) 

is more complex, involving the whole orchestral texture. 

The upper portion of the final ostinato in Scene III 

contains the G*-B and C*-A(A*) pitches within it, relating 

the pitches of the close of Scene III with those of the 

opening dyads of Scene I. 

The final "cadential" ostinato in Scene III also looks 

forward to the monodrama's conclusion. It includes all of 

the pitches of the chromatic scale. Chromatic saturation 

will figure at least twice more in the work, most 

importantly in the culminating gesture of Erwartung. m. 

k26. The diagram below summarizes the connections of the 

closing ostinato in Scene III to other scenes in Erwartung. 

It is identified in the figure by the abbreviation "CO" 

(Figure 35). 
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Scene I Scene II Scene III CO Scene IV 

Fig. 35. Erwartung. Scene III: Closing Ostinato 
Its Formal Connections 

That Schoenberg conceived of Scene III as a pivotal 

Juncture in the monodrama is also apparent from his 

treatment of the vocal part. Not only is the central 

Illusion section the most lyric episode in the drama to 

this point, it is the only scene to open with vocal pitches 

other than a variant of the D-Minor rising diatonic A theme 

from Am Weerand. Instead of the "song theme," the Woman 

sings C*-A G-B, a variant of the "waltz thirds," the 

transitional material used between strophes one and two and 

at the close of the song. The instrumentalists, the 

violists and the clarinetist, play the "correct" pitches of 

the "waltz thirds": B^-D* (A*-C*) in the viola and G*-B in 

the clarinet. At mm. 105-106 the Woman finally sings the 

correct cells, B-G* on "kriecht doch," and C*-A* on 

"Gelbe." Measures 107-109 contain a series of three 

transposed "tonic seventh" motives in the voice, first 

descending F-E-F*, then ascending G*-B-G, and A-C-G*. In 

the final four measures of the scene, before the orchestral 

ostinato begins the transition to Scene IV, the vocal line 

is centered around the "dominant" pitch A supported by a 
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"tonic" pedal in the oboe. The Woman calls out "Liebster, 

mein Liebster, hilf mir.." The dynamic level of the 

ostinato at the close of Scene III moves from pp to ff as 

tension builds. She runs back into the forest, the 

dynamics in the ostinato fade, and the scene changes. 

The Analysis of Scene IV 

Scene IV, the final scene in Erwartung. is the longest 

in the melodrama, 302 measures in length, comprising a 

single Reality-Illusion pair (Figure 36). 

Scene IV 

A B Postlude 

Reality Illusion l m. 

mm. 125-200 mm. 201-425 m. H26 

recit. arioso instru. 

Fig. 36. Erwartung. Scene IV: 
Musico-Dramatic Structure 

At the outset of the scene, the Woman recognizes the 

body of her dead lover: "Das ist er," m. 153. She 

confronts the body twice more in the Reality section (m. 

178 "Du-du" and m. 190 "Hilfe") the shorter of the two 

sections in Scene IV (Figure 37). 
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Dramatic 
Measure No. Divisions 

Scene 4. 
A broad road, lit up in the moonlight, coming out of the wood on the right. 
Meadows and fields with alternate green and yellow strips. The road is lost 
again to the left in the darkness of a group of tall trees. But nearer on the 
left the road lies open. Into the road comes a path leading down from a 
house, of which all the windows are closed with black shutters. A white stone 
balcony. The woman advances slowly, exhausted. Her clothes are torn, her 
hair dishevelled. Her face and hands have been lacerated and show blood. mm 

rving . . . / 
ITS' He isn't here . . . 

On this whole long roadway, nothing living 
And oo sound . . . 

she listens in terror The broad and pallid fields have nothing 
that's breathing, they are dead fields . . . 
No plant .stirring 

looks along the road /3SL But always the town . . 
And in the paling moon not a cloud, 
Not a shadow of a flying bird up in the 
heavens . . . 
'Tis an endless and a deathly country . . . 

remaining still, I scarce can walk now . . . 
but wavering And there they'd not let me in . . . ! 
she has dragged herself to That other woman would drive me out. 
a point near the group o/#j/Is he ill, then? 
trees on the left, under Here's a bench . . . let me rest here. 
which it is quite dark 
tired, uncertain; with But it's so long since I have seen his face. | 
longing ' 

she comes under the trees This is not a shadow I see 1 
and stubs her foot on 
something 

feeling with her foot, There is someone . . . 
alarmed 

bends down, listens I hear no breath . . . 

feels below Damp . . . it flows on me . . . 
comes out of the shadows It shines red . . . Ah, both my hands 
into the moonlight Have been torn and wounded . . . 

No. it is still wet. it comes from there. 

~ rV&hfitUtS / i LLt/5/orJ 'if1 TEXT 
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Measure No. 

with a terrified nervous [ cannot. 
effort she tries to drag the 
object out 

bends down. With a It is he ! 
terrible cry 
she sinks to the ground 

half raises herself, so thatHOThe moonlight! No, there, 
her face u turned towards That is the terrible head . . . 
the trees. Confused -Jis t h e ghost . . . 
looks at it, not moving o h if it only would vanish . . . 

As in the wood . . . some tree's shadow 
t Some funny-looking branch . . . 
fmO The moon's deceitful . . . 

'Tis the bloodless moon seems to paint in 
blood . . . 
But I'm sure that it will vanish . . . 
I'll not look . . . Take no notice . . . 
It will pass over . . . as in the wood . . . 
I'll go on . . . I have to find him . . . 
It must be late now . . . 

Dramatic 
Divisions 

1st 
X H e a & n i r i o t n 

pointing at it with 
oustretched finger 
whispering 
she goes off towards the 
roaa with forced calm 
silence; no motion 
suddenly she turns round, 
but not completely 
almost rejoicing ^ It>s no ,onger t h e f e 

she has turned further Y es it's still there . 
and suddenly catches Heaven protect me 
sight of the object saying 
the upper part of her And it is living . . . 
body droops, she appears Eyes, hair . . . 
to be collapsing, but she 
crawls up to the object 
with lowered head, and 
feels 

I knew it . 

with a skin 

she bends down to one 
side as if she wanted to 
look on his face 

pulling at him 
terrified, bends right 
down 

hardly breathing 
crying out; running J^O 
forward a little 
up toward the house 

looks round, desperate 
again under the trees 

ijIS °wn mouth. 
You . . . you . . . are you this . . . 
How long have I been in search of you . 
The wood and . . . 

Can you hear? Speak then . . . look at me 

d A f * , 

Dear God, what can . . . 
Help — here . . . 

Oh, help, for God's sake! 
Can no one hear me? . . . 
He is there . . . 
Wake up . . . waken up! . 

3 hi. 

. Quick! 

Fig. 37. Erwartune. Libretto, Scene IV: 
Reality Section 
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Denial follows at the outset of the Illusion section: 

"Nein, nein....Wie kannst du tot sein?", m. 243-245, and 

again at m. 313. "Nein, nein." She accuses the other 

woman: "Hexe, D i m e . . . LUgner, " m. 327-337. At the end of 

the first part of the Illusion section, she finally resigns 

herself to her fate. The Woman's words recall Isolde's 

famous Liebestod: "...Oh! nicht einmal die Gnade, mit dir 

sterben zu dllrfen...," m. 350-6. 

In the concluding section of Scene IV, the Woman 

finally "recognizes" her dilemma. Her words are a direct 

quotation from Schoenberg's song Am Weerand: "Tausend 

Menschen ziehn vorllber," m. 410. In the end the Woman 

denies the reality of her intolerable situation. Once 

again her thoughts turn to the past. She thinks she sees 

him. "Oh, bist du da...," m. 424. She reminisces, "Ich 

suchte," m. 425. Illusion prevails, "Was soil ich allein 

hier tun?...In diesem Traum ohne Grenzen und Farben...," m. 

395 (Figure 38). 
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Measure No. 
Dramatic 
Divisions 

imploringly 

tenderly, pressingly 

riuttfcwj 

despairing 

she reaches into the 
darkness and catches hold 
of his hand 
with a convulsive 
movement, inquiringly 
she draws the hand to 
herself and kisses it; 
coyly, caressingly 
she opens her dress 
imploringly 

breaking out 

23O 

looks at him; awakening 

very sadly £t2>5 

Not dead now, my darling, ( j^0!OSS) 
Oh, not dead now . . . 
I love you so much . . . 
In our room in the half-light . . . | 
All is ready . . . the flowers' perfume is strong . . . I 
What shall I do . . . 
What now shall I do to awake him? . . . 
Your darline hand . . . 

So cold? 

Will it grow warm upon my breast? . . . 

you! 

- 2 4 5 " 

2S7 

My heart is so hot from waiting . . . 
The night will soon have gone . . . 
You wanted so to be with me tonight . 
Oh, 'tis the light of day . . . 
Will you be mine through the day? 
The sun now shines on us . . . 
And your hands are resting on me . 
All your kisses . . . mine you are . , 
Look at me now, dearest, 
I'm lying here with you . . . 
So look at me now — 
Ah, they stare . . . how frightening 
Are your eyes to me . . . 
Three days you did not come to me . . . 
But on this day . . . then surely . . . 
The evening was sweet and peaceful . . 
I looked out, awaiting you 
Over the garden wall I looked towards you 
So low the wall is . . . 
And then we saw each other . . . 
No, no — it is not true! . . . 
How could you die then? {jUfiAKtiS 
You the most living thing . ; . ^ 
Just now in the wood . . . 
Your voice was close beside my ear, 
Always, always you were with me . . . 
Your breath was on my forehead . . . 
And your hand was on my hair . . . 
Oh yes, it is not true? 
Your mouth bent just a moment ago 

a 

• 

Brackets = Illusion/Memories Passages 
Reminiscences are gradually lenthening 
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Measure No. 
Dramatic 
Divisions 

2-51 

bends low over him 

half getting up 
caressingly 

26$ 

smiling at the memory, 
intimately and tenderly 
looking fixedly at him, 
after a pause, suddenly in 
surprise 
more violently 
looks round towards the 
balcony 
turning round again, 
with her hand on her 
forehead 
always more deep in 
thought 
seeking with an effort of 
memory 
clearer and clearer in her 
mind 

moaning, as if resisting 

in sudden remembrance 

-500 

in delirious anguish 
springing up, turning 
round 

crying out, as if holding 
on to herself 
trembling 

with sudden fury 
3 

scornfully 

with clenched fists 

stubs her foot against him 
trembling with disguu 

Beneath my kisses . . . 
Your blood** flowing still with gentle pulse 
Your blood is warm and living . . . 
Oh, so broad a streak of blood . . . 
The heart must itself be bleeding . . . 
1 want to kiss it till I breathe no longer . . 
And not to part from you . . . 
But on your eyes to gaze . . . 
All the light came to me from your eyes . 
I trembled whenever I saw you . . . 
I kiss you now and at my dying. 

But what a strange look in your eyes . . . 
What attracts you? 

What do you want? 
I* there someone? 

How did it seem that last time? . . . 
Did I not see it then, 

That certain look? . . . 

No, but so remote . . . or else . . . 
And then you controlled yourself . . . 
And three whole days you were not with me . . . 
You'd 110 time . 
So often in all these final months 
I found you had no time for me . . . 
No, it just couldn't happen . . . 
It could not . . . 
Ah, now I suddenly recall that sigh " 
In your sleeping . . . like a name . . . 
You stilled all my questioning 
By kissing my lips . . . 
Oh, but why did he promise me he'd come today 
then? . . . 
It must not be . . . No — it must not . . . 
Why ever should someone kill you? 
Quite near the house, too . . . 
Was there someone who knew? 
No, no . . . my only beloved . . . not that . . . 

Oh, the moon fails . . . 
I can see nothing . . . 
Please look at me 
You look still over there? 
Where is she, then, the harlot, 
The sorceress, the woman with snow-white 
arms . . . 
Oh, you love them — the snow-white arms 
Made red by kisses . . . 
Oh, you . . . you — you . . . torturer, 
You liar . . . you . . . 
Oh how your eyes would elude my own ! 
Cringe and bow for shame! 
Did you embrace . . . Yes? 
St> sweetly and strongly . . , 
Arid I waited . . . 

A 

ficajstnotf 
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Measure No. Dramatic 
Divisions 

gtitUTi 

breaking down 3&® 

sobbing out lj£6GSn>Ci 

Tell roe where the is hidden 
Now you lie bleeding? . . . 
I'd like to take her snow-white t r m j 
And drag her here . . . 
So 

For me there's no place here . 
O h ! Not even the favour of our 

jgSnher 

desipHATTort 
(A# 1666), dying 

sinks down, wteping How dear, how dear you were to me then 
sinking into a reverit ^ , 2 Other things were all remote to me 

All remote I knew only you . , 
In this year of ours since first 
you took my hand and held it . . . 
Oh, so warm . . . never had I loved anyone 
so . . . 

3 7 / Your laughter and your talking 
How dear you were to me . . . 

stillness and sobs 
softly, raising herself 373 

imploring 

Mv dearest . . . my only beloved . . . 
Did you go much to her? 
While I in my longing was faint . . . 
Did you love her so much? 
Don't say 'Yes* . . . I see you smiling . . . 
Perhaps you have also suffered . . . 
Your heart may have yearned for her . 

more peaceful; warmly How can it be helped? . . . 
3%o Oh, I cursed you . . . but with your pity 

You made me happy . . . 
It seemed then I knew joy . . . 

stillness. Morning breaks 
in the east. Clouds high 
in the sky, lit by faint 
sunshine, with a yellow 
gleam, like candle-light 
She stands up 33*1 
peacefully, almost in a 
friendly way! Without 
passion 

•osoj Dearest, 
Dearest, the morning's near . 
What shall I do here alone? . . . 
In this unending existence . . . 
In this long dream with no boundary or 
colours . . . 
For my boundary was the place 
In which you were . . . 
And all the colours on earth 
Broke out of your two eyes . . . 
The light will still come for others . . . " 
But for me alone here in my night? . . . 

^oS"The morning parts us . . . 
Always the morning . . . 
Such heavy kisses at parting . . . 
Once more a life-long day of waiting . . . 

^ Oh you'll awaken no mnre . . . N 
yUwrtl40N > ^ | Thousands come and pass between usf. .f$f@/Q60) 

' I can no more sec you. 
^/5T All are living, and their eyes are flaming , 

Where are you? 
is dark here . . . you* kiss like m 

flaming beacon within my night . . . 
My lips are burning and shining . . . 
They await you . . . 

ratturously crying out are you there? . . . 
going towards something4y& looked for . . . 

CURTAIN 

Fig. 38. Erwartung. Libretto, Scene IV: 
Illusion Section 
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The literary allusion to Wagner's Liebestod (the 

wording of the passage is Schoenberg's4") is especially 

meaningful in terms of the melodrama's vocal style and the 

structural role it plays in articulating dramatic aspecte 

of Pappenheim's text. We noted earlier that the pervasive 

vocal texture in the first three scenes of Erwartung is 

declamatory. We also noted that at the conclusion of Scene 

I, the Woman announces that she will summon her lover with 

song. At the conclusion of Scene IV, following the 

"discovery" of the body of her dead lover, the Woman 

changes from recitative to arioso style, and her Liebestod 

begins. From m. 325 through to the end of the melodrama, 

the pervasive vocal texture is a lyric, arioso style. The 

accusation episode, the longest arioso passage in 

Erwartung. concludes with the famous Tristan reference. A 

slightly shorter arioso passage follows that begins with 

the quotation from Schoenberg's song Am Weerand. The 

Woman's closing love song articulates the final 

Recognition-Denial episodes that bring the melodrama to a 

tragic close. The charts below summarizes the divisions 

within Scene IV according to Schoenberg's treatment of the 

vocal line (Charts 4 and 5, Vocal Highlights). 
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Chart 5. Erwartung, Scene IV: 
Vocal Highlights 
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The expansion process that occurs in the vocal line in 

Scene IV of Erwartung is also evident in Schoenberg's 

treatment of the ostinato. The length, complexity, and 

involvement by the orchestra gradually increases, from the 

incipient ostinato, 1/2 measure in length and played by one 

instrument, the harp, in m. H of Scene I, to the greatly 

enlarged eleven-measure ostinato involving the entire 

orchestra that closes Scene III, mm. 113-123. The rise and 

fall found between single notes in the ostinato patterns 

early in Erwartung is gradually magnified into larger 

ascending and descending patterns and arpeggios toward the 

melodrama's end. 

In Scene IV, in addition to the ostinato, which is by 

definition restricted in pitch content and range, 

Schoenberg exploits a new pattern, the scale, that allows 

for more pitches, greater range, and hence, greater 

expressivity. As was demonstrated in Chapter Four, scalar 

configurations were a traditional melodramatic device for 

expressing emotional intensity. Just as ostinatos served 

a dual purpose in the earlier scenes of Erwartune. so 

chromatic scales will serve a dual purpose in Scene IV: to 

express specific details in the text, as well as to define 

and articulate the form. At the beginning of the scene 

they appear alone and in combination with ostinato 

patterns. At the conclusion of the fourth scene Schoenberg 

relies increasingly on chromatic scalar patterns, which 
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were foreshadowed in the scales at the end of Scene III, to 

portray graphically word expression on the local level, and 

direction and outline in the larger architectonic design. 

For example, at the words "Und dann winkten wir beide.. 

Schoenberg expresses the Woman's excitement and hope with 

rapid fortississimo scales in the winds (Example 100). 

JlcTOkU/l'S* . 
noltorit.(immune/). J. 

iup.n 

IKUr.CB) 

). •ff«n 

Und «Uan wiaJt4en wir toi • 
molto rit.(UiigmneJ).) 

veu. 

Ex. 100. Erwartung, m. 242 
Ascending Scale to Portray Hope 
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At the words "So oft hast du keine Zeit gehabt in diesen 

letzten Monaten," Schoenberg expresses the Woman's despair 

by means of rapidly descending chromatic scales in the 

upper strings and harp, celeste and xylophone (Example 

101). 

•o aft Ju«t doktiae Z«H nkiM fan ii—n l«tst«n 

yvi> (SCMII) 

putt**} Ktrfo. 

Ex. 101. Erwartung, mm. 286-289 
Descending Scalar Patterns to Portray Despair 

The first important example of these ascending/ 

descending gestures in Scene IV occurs in m. 150-157. The 

clarinets in m. 150 begin a wedge-shaped series of 
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expanding intervals, a major second to a major third to a 

tritone to a major seventh. This brief first gesture, in 

only one instrument, is predictive of the patterns to come, 

expanded to several instruments in combination. The wedge-

shaped gesture also serves as a metaphor for the structure 

of the entire work (Example 102). 

Ex. 102. Erwartung. m. 150 
Intervallic Expansion in the Clarinet 

The clarinet gesture becomes part of an orchestral additive 

process in the following three measures. The entire 

orchestra is quickly engaged with a combination of 

ostinatos and ascending patterns that culminates in the 

first major climax of Scene IV, the recognition of the dead 

lover. The Woman sings "Das ist er," and reaches a high B-

flat (see Chart k. Vocal Highlights). 

The moment of recognition is dramatized in 

melodramatic fashion by a grand pause. Immediately 

following the pause, a four-measure gesture, consisting of 

one of the ostinato patterns in the flutes, the "waltz 

thirds," and tremolos in the celeste, is combined with a 

short falling pattern in the clarinets and bassoons. The 
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Woman's fears begin to mount. The moonlight falls on her 

and she looks toward the "terrible head." The Woman denies 

reality, saying that it (the head and/or the moonlight) 

will vanish. A short rising scale, largely chromatic, 

accompanies her words (Example 103). 

(tehrschncll) -i 
jr -1 

1 =3 z: 

Ex. 103. Erwartung. m. 167 
Brief Chromatic Scalar Pattern 

The next climax, a second and more frightening 

Recognition episode, is prepared for beginning in m. 173 

(Example 10U). 
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U.S.rrFl 
motto erne 1 1 rifctt>rfiif 

kuru fft.lt*ng 

IKlir.(B) 

Bfi.-Klar.CB) 

LlHr.(P) 

(IhrOb«H<6rp*rr»ltln*eK voro.ai* icheint 
•tnkt«iB Hiupt fci» biu.taiUtf crttc 

(Sie h»t lich w«iUr few*nd«t, •rblickt 
r y y ? s plb'ttlieh wi«d«r dtn G>ytu*Uad) 

mil §•* 

Ofc-Icb-wuflte 

rit. » . Tianesam 
itl le - ben-dig lautnoch d*.. HerrrottimHimmel... 

irvm.affl st«f 

Uo.Dpf. A tr«m am Ste 

Dpi. H 

Dff. - « f V i M r 
Ktrbs». 

Ex. 104. Erwartune. mm. 173-175 
Combination of Ostlnato Pattern and Scalar Pattern 

The gesture begins with the combination of a harp ostinato 

and repeated notes in the contrabass. The sound world of 

this ostinato is enhanced by the contrabass's muted 

harmonics played on the bridge. Rising patterns played 

first in the celeste and strings (m. 174). then briefly in 

the winds and strings in m. 175, are followed again by 

larger patterns in the clarinets, bassoons and strings (m. 

176). The Woman recognizes that the body is still there. 
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and thinks that it is alive. She begins to recognize his 

skin, eyes, hair and mouth. At the second recognition 

episode she sings "Du, duM on high A and B-flat, the winds 

leap downward a ninth (mm. 179# 180) Joined by falling 

arpeggios in the strings. 

The third and most important climax, in m. 190, occurs 

eleven measures later at the final Recognition episode in 

the Reality section of Scene IV (Example 105). 
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lkl.Fl 

etwaazurUckhaU J.t00 ||90 
J, too tend vlel raschercK?-

J--84 
sofort imTem-p̂o (miflige J) 

1.2.3 

12.3 0b. 

D-IUr. 

l.Ear.CB) 

2.3.Ew.(A) 

(c.Dp n 

Boliscklif̂J 

/ ail dan Scfel«f*l 

(sehrtitntf; nont *ln Stuck fort) 
ff (CnU*tst, btuft tieh f»n«) pp UWmloi) (sun Hmm kisMif) 

H c r r Oo t t , v u i s t . . . 

etwas zuriickhal-
tend vlel rascher 

ft. U m O c t " t «a • 

sofort im 

M l 
Sr&ch r*t. pits 

l.Solo-Oge. 
a . O p f . 

Veil. 
.••Dpt 

Xtrbt*. 

Ex. 105* Erwartung. m. 190 
Vocal Climax on B 
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The Woman sings a high B at the word "Hilfe," the vocal 

climax of the fourth scene and indeed the entire melodrama. 

The high B is sustained for 13 counts and then drops 

immediately, one note short of two octaves, to a low C-

sharp (see Example 105, m. 193). 

The style of singing to this point in Scene IV (mm. 

125-193) has been declamatory or recitative-like. The text 

has dealt with reality: with descriptions of the scene, 

with the Woman's fear of the woods, and with her discovery 

of the body. She has not engaged in memories until this 

point. In m. 197, as she tries to wake her lover, and 

pleads with him not to be dead, she remembers that her room 

had been ready with flowers and bathed in half-light. 

Schoenberg sets this brief section as an arioso, the first 

time this texture is used in this scene. Short descending 

patterns in m. 201, 211, and 212 characterize the mood of 

the saddened and dejected Woman. The lyrical aspect 

quickly dissipates and reverts to recitative in m. 209. 

The Woman asks "Was soli ich nur tun, dass er 

aufwacht?" and takes the hand of her dead lover. She 

begins to caress it. An ostinato in the violas and cellos, 

mm. 218-219, accompanies the words "Wird sie nicht warm an 

meiner Brust?" The contact with the lover's body 

precipitates a series of gradually increasing 

reminiscences, set by Schoenberg in arioso style, 

punctuated by occasional recitative-like passages 
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registering her shocked reactions to the present. For 

instance, after the words "du wolltest doch bei mir sein 

diese Nacht," sung pianissimo, there is a sudden forte 

ascent in the strings, m. 224, leading to a fortissimo 

gesture composed of an ostinato in the harp and celeste, 

and repeated notes in the winds. This passage accompanies 

the words "Oh, es ist heller Tag," a fact that the Woman 

can not face. Denying reality, the Woman imagines their 

love-making. The orchestra, mm. 227-229, plays ascending 

arpeggios and trills to accompany "deine KUsse...mein bist 

du," which the Woman sings on a high A and B-flat. 

A brief harp ostinato in m. 24l begins the next 

climactic moment. At m. 242 the winds play a dramatically 

rapid scalar ascent to accompany the words "Und dann 

winkten wir beide," which precedes the first of a series of 

Denials by the Woman. 

The first Denial in m. 243, "Nein, Nein" agogically 

stressed by half notes, and stressed by an ascent from the 

pitch high F-sharp to high A, is followed by several 

mournful, wide ranging vocal descents, on "es ist nicht 

wahr" (m. 244), "Wie kannst du tot sein?" (m. 245-246), and 

"Uber-all lebtest du" (m. 247). A second vocal denial, mm. 

254-255. on the descending half-note pitches A-flat and F, 

symmetrically parallels the first denial. Similar denials 

and confrontations with reality are accompanied by 

ascending and descending thirds motives in the fourth scene 
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Ex. 106. Erwartung. mm. 243, 254-55, 313-5, 
333. 335. 3^9-50 

Pairs of Ascending and Descending Thirds 

The long arioso section which began in m. 235 

continues until m. 259. when the Woman notices the blood 

flowing from the corpse. To articulate this brief return 

to reality, Schoenberg introduces an ostinato in the 

flutes, harp and celeste, which also graphically depicts 

the image of blood dripping from the corpse. 

The next two brief ostinatos are pictorial-expressive 
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devices that accompany references to her lover's eyes. 4 6 

The first (repeated thirds in the flutes) in m. 266, is 

combined with a descending glissando in the harp. The 

constancy of the ostinato's rhythm conveys the idea of the 

lover's steady gaze. When the Woman notices the strange 

look in her lover's eyes and sees him looking elsewhere, m. 

274, the steadfast character changes to a wildly-leaping 

ostinato in the strings that convey darting eyes. Later, 

in m. 399. a two-octave arpeggio accompanies the reference 

to the colors in the lover's eyes. 

A new dramatic ascent in the full orchestra, 

fortississimo at m. 288, followed by a chromatic descent in 

the strings, harp, celeste and xylophone and concluding 

with a three-measure string tremolo subito piano marks the 

beginning of a long passage of Denials by the Woman. The 

intensity of the opening orchestral gesture at the 

beginning of the Denial section is maintained by the 

sustained high tessitura for the Woman, and several 

dramatic gestures in the orchestra: fortissimo chromatic 

scales, m. 303, low string tremolos, mm. 307-310, and mm. 

318-320, and graphic ascending and descending passages, mm. 

311-312, 327-329. 334-336, 345-346. The Denial section 

closes with the mournful "fUr mich ist kein Platz da," m. 

350. 

Another long arioso section begins in m. 353. The 

Woman sings a variant of the chromatic B theme from Am 
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Wegrand to both open the phrase in m. 353 and close it in 

m. 356• Originally set to the word "Sehnsuoht" in the 

song, the motive appears in Erwartune to the words "Oh! 

nicht eintnal die Gnade, mit dir sterben zu dtirfen," a 

paraphrase from Isolde's Liebestod,^ perhaps the most 

famous and elaborate expression of the Romantic theme of 

longing. At m. 357. an ostinato, a harp and flute pattern 

which is interrupted and fragmented, conveys through its 

disjointed texture and rhythm a fading away of life and the 

Woman's longing to be united with her lover in death. When 

the Woman mournfully sings "Did you love her so much?" an 

accompanying descending/ascending arpeggio in the violin 

summarizes her rapidly vacillating moods (Example 107). 

Fru S| 
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•B* I 

4 Solo-Tell. I 
«.D* I 

Ex. 107. Erwartuna. m. 37H 
Violin Gesture Portraying Vacillating Emotions 

As if the Woman is too distraught to continue the arioso, 

the solo cello takes it up in m. 37k to 377. A series of 

patterns in mm. 385-388, (ostinatos in the flutes, repeated 

chords in the celeste and trumpets, and ascending and 

descending patterns in the strings, harp and flutes) sets 
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the stage for another arioso beginning in m. 3 8 9 , the 

fourth and final Recognition episode. 

The two salient motives, A and B, from £21 Wegrand. are 

placed in counterpoint with the "waltz thirds" in the next 

gesture, mm. 393—396. The three different motives are 

found together highlighting a dramatically important moment 

in the drama, the Woman's fleeting awareness of her dilemma 

(Example 108). 
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Ex. 108. Erwartung. mm. 393-396 
Counterpoint of Motives from Am Wegrand 
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The violins and violas begin a melodic ascent lasting two 

and one/half measures and culminating with the "waltz 

thirds," G*-B in the first violins and a varied form of the 

second dyad, A-C* in the violas. (See directional arrows 

and bracketed cells in Example 108.) Viewed vertically, 

the strings close the gesture with the tonic seventh motif 

normally found on D, here A-C-G*, and a variant, C*-F-B. 

(See vertical brackets, m. 395.) 

At the same time the strings ascend, the bass clarinet 

begins a twisting chromatic descent, the first three notes 

of which are a rotation of the diatonic A theme from Am 

Wegrand• The second three notes are a transposed rotation 

of the chromatic B theme also from the earlier song. These 

two lines, the string ascent and the bass clarinet descent, 

adumbrate the final gesture which occurs some 31 measures 

later. In between these two gestures, at m. 410, 

Schoenberg introduces the self-quotation, the generating 

source for the entire work. 

The quotation from Am Wegrand is first forecast in m. 

401 by a seven-note fragment of the "A" theme played by the 

cello, and hints of the waltz rhythm and the "waltz thirds" 

in the viola (Example 109). 
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Ex. 109. Erwartune. m. ZlOl 
X = Forecast of Song Quotation 

The actual quotation begins in m. 410 (Example 110). 
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Ex. 110. Erwartung. mm. 410-illl 
Song Quotation 
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The "waltz thirds" are played by the violas and bassoons 

while muted horns play the descending chromatic B theme 

from Am Weerand. In m. 411 the entire orchestra Joins in, 

some of the clarinets on the B theme, while other clarinets 

Join the bassoons on the A theme. The remainder of the 

orchestra plays accompanimental patterns. Interestingly, 

the voice, given the words to the A theme, sings them to 

the beginning intervals of the B theme, transposed to 

different pitches. The "correct" pitches of the B theme 

are played by the clarinets, in counterpoint with the 

vocalist's version of the B theme (see Example 110). 

The quotation lasts only two measures before it dissolves 

into a series of sequences and harp arpeggios (mm. 412-

412), and compressed, wildly undulating ascending-

descending patterns (mm. 414-415). 

Following the song quotation, the Woman cries out, "Wo 

bist du?" The winds trill on high notes then descend 

chromatically while the celeste has a three-fold descending 

sequence to lead to the Coda in m. 418 (Example 111). 



330 

S e h r l a n g s a m J - . t t (J>. tog) 1 4 2 0 1 . r 

t.Biast 2. kl 

l . I k r . ® ) 

Zj .Kiac 

L2.Trp.CB) 
m.Dpt 

S e h r t a n g s a m miiflig) 

L2.kl.FL 

L 2 J . 0 k 

.WUium i tuuu i i i t 
SjstiaaaiSjbJjMxl 

« S l * r . . Se .hr l a n g s a p i 

3 Solo-Veil. 

) 
Aanrrkusf nur die Httrntr eroetndieren un<im Let <Wn Aaf t ablick (il.mM tLArhut Uudi die Ptitie eta went* 

E x . 1 1 1 . E r w a r t u n e , U 1 8 - H 2 3 

C o d a 



331 

The Coda contains another additive ostinato. It begins 

with a six-measure ostinato in the harp and sustained 

flutes and contrabasses, while the Woman sings "Es ist 

dunkle." The piccolos join with a high trill, the celeste 

with a tremolo, the second violins with repeated thirds 

(see Example ill, m. 421). The oboes add mournful 

descending chordal "sighs," and the horns begin a slow 

chromatic ascent to a fortississimo chord at m. U2k as the 

Woman calls out "Oh, bist du da...," followed by a subdued 

and dejected "Ich suchte..." (Example 112). 
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As the Woman resumes her search for the path that will 

lead her to her lover, the orchestra begins its final 

gesture, a huge chromatic wedge beginning in the clarinets 

and bassoons, joined by the low strings, high strings, and 

then the entire orchestra (Example 113). 
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Ex. 113. Erwartuna, m. 426 
Final Orchestral Gesture 
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Schoenberg has contrived this final gesture by a 

clever and complex plan. The massive orchestral glissando, 

itself the melodramatic gestural culmination of the work, 

is a greatly expanded version of the ascending and 

descending scalar patterns which pervade Scene IV. The 

scales themselves are variants of the ascending and 

descending motives of the Grundeestalt. The chromatic 

scale, presaged at the conclusion of Scene III, develops 

out of the chromatic "B" motive; the whole tone scale 

derives from the diatonic "A" motive. In a final variation 

"the Grundeestalt. Schoenberg combines the scales 

oontrapuntally. The scalar version of the "B" motive 

appears in inversion in the ascending chromatic scales in 

the piccolos, flutes, oboes, clarinets, bassoons, celeste, 

violins, violas, and cellos. It is combined with 

descending chromatic scales, an expansion of the original 

form of the motive, in the bass clarinet and trombones. To 

these chromatic scale patterns, Schoenberg adds an 

ascending whole—tone scale in the harp, the scalar variant 

of the "A" motive, and combines it with its inversion in 

the contrabassoon and contrabass. To further heighten the 

melodramatic character of the final gesture, horns and 

trumpets play flutter-tongued tremolos, while the tympani 

play trills. 

The diverging scales that make up the final orchestral 

gesture have been associated throughout Scene IV with the 
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Woman's vacillating emotional states: rising scale 

passages appear in the Illusion sections in which she 

speaks of hope, desire, life, love, expectation; descending 

scale passages appear in the Reality sections in which she 

speaks of despair, fear, death, hate, and frustration. The 

conflict between Illusion and Reality expressed 

contrapuntally in the final melodramatic gesture of 

Erwartune is played out in tonal terms as well. 

Schoenberg uses traditional means to establish a tonal 

orientation around the pitch D. At the end of the third 

scene, the Woman's vocal line, centered on the "dominant" 

pitch A and reinforced by a "tonic" pedal D in the oboe, 

sets up an expectation of a D orientation in the following 

scene. Indeed, the opening vocal motive of the scene 

emphasizes D, which is reiterated by the vocalist in 

various ways throughout the remainder of the scene: it is 

repeated without intervening pitches in three separate 

phrases (m. 1/17 and m. 150), a striking departure from 

Schoenberg's usual practice in his late atonal works; it is 

extended in duration (m. 201 and m. 421); it is highlighted 

at cadence endings in several phrases (m. 208, 246, 247, 

and 372). The pitch ie further emphasized through 

continuous use of melodic cells from the Grundeestalt which 

are themselves made up of pitches that emphasize D as in 

the vocal "B" theme in m. 219 and m. 338, and the "A" theme 

in m. 280 and m. 412. Most importantly, however, 
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Schoenberg draws attention to D by emphasizing the closely-

related pitches F* and A in the vocal phrases that 

articulate each of the main dramatic episodes in Scene IV: 

the Denials, the Accusation, and the Resignation. (See 

Charts U and 5, pp. 312-3.) 

The "tonic" pitch D is also emphasized in the 

orchestral texture. It is used as a pedal note in the 

cello, mm. 367-9. and it is emphasized by a trill in the 

tympani at mm. 415-6. The cellos accent the d "tonic" 

seventh motive in m. 153, and the trombones fill in the 

seventh with D-F-C1*, played fortissimo in m. 330. The harp 

plays open fifths on D in m. 153, and the ostinato in m. 

225 played by the harp and celeste alternates the "tonic" 

pitch D with the "dominant" pitch A. The cello fills out a 

"tonic" triad with an ostinato on the "tonic" and its 

third, F, in the cello at m. 307. Other D-oriented 

gestures include the rapidly rising scale, D-C*, in the 

celeste, and descending glissando from C*" to D in the 

cello. 

Thus, throughout the fourth scene Schoenberg makes 

repeated references to D in both the vocal and instrumental 

parts, thereby reinforcing the D orientation that was 

established at the outset of the drama. The primacy of D, 

however, is systematically subverted by the pitch B, first 

given prominence at the beginning of Scene III by a B pedal 

in the cello, and highlighted in the third Denial, the 
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vocal climax of the work. In this pivotal moment of the 

drama, the vocalist's line drops from high B to low C*. 

allowing for the possibility of moving from B back to D, 

or, in terms of the psychological dramatic action of 

Pappenheim's libretto, from Illusion back to Reality. 

After the Woman's third Denial, however, the conflict 

between B and D intensifies. 

In her final vocal utterance on the words "Ich 

suchte," m. tl25. the singer leaps down a tritone from G* to 

D and on to the G* a tritone below. The Woman's final 

vocal phrase ends inconclusively. The dramatic situation 

demands that the expected resolution to D, prepared for in 

the orchestra by six measures of dominant seventh chords 

(m. U18-U22), be averted. The orchestral postlude answers 

the Woman's equivocal cadence on G* with a series of 

parallel ascending augmented triads, some with sevenths and 

ninths added. The tonal conflict between B and D, an 

analog for the Woman's emotional dilemma, is left 

unresolved. The forty-one note array that concludes 

Erwartung consists of five each of the monodrama's 

structural pitches, hinting that perhaps the tonal focus 

has shifted from D to B: D, the putative "tonic" at the 

outset of the monodrama, G*/A*', the substitute tone for its 

"dominant" A, and A V B * , the substitute tone for B, the 

putative "tonic" at the end of the work. The graph below 



summarizes the tonal orientation of Erwartung (Example 

Ilk). 
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Ex. 11/j.. Tonal Orientation of Erwart M M 

As the Woman continues her deluded search for her 

lover, the sounds of the orchestra fade away (pppp) in an 

infinite extension of the final melodramatic gesture that 

symbolizes the poetic idea of expectation stated in the 

monodrama's title and expressed in the Woman's "final" 

address to her lover: "meine Lippen brennen und 

leuchten...dir entgegen. . . Oh, bist du da..." (mm. 1121-H2H). 

The orchestral postlude/cadential gesture makes it clear 

that her hopes and desires will not be fulfilled, that she 

is, as she says at the beginning of her final arioso, alone 
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"In diesem endlosen Leben...in diesem Traura ohne Grenzen 

und Farben...," mm. 389-396. 

Summary and Conclusions 
Overall Form and Structure 

The analysis has shown that Erwartune is a musically 

unified and dramatically coherent composition. It is not a 

mere aggregate of loosely-related episodes or isolated 

dramatic moments as Garcia Laborda4"' has proposed. The 

melodrama is unified tonally and thematically by means of a 

process Schoenberg called developing variation. The 

thematic material, or Grundeestalt. consists of motives 

derived from Schoenberg's song Am Weerand. which are 

continuously varied throughout the work. Chart 6 presents 

variants of the two melodic motives. It does not include 

the accompanimental "waltz thirds" motive because the 

motive is not subjected to extensive elaboration. The two 

families of melodic motives labeled "A" and motive "B" are 

arranged in order from the most closely to the most 

distantly related variants of the original pitch cell 

(Chart 6). 
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The analysis of Erwartuna presented in this 
* 

dissertation is the first study of the work that takes into 

account its musico-dramatic structure. It departs from 

past studies that have focused on a single parameter. The 

chart below summarizes the expansion process that is one of 

the main organizing principles in Erwartung. Only those 

parameters examined in this study are included in the 

chart. For a detailed discussion of other parameters the 

reader is referred to individual studies by Suderburg 

(tonality) Lessem (motivic variation and association ),1551 

Fanning (orchestration and text painting),^ and Friedheim 

(rhythm).153 The studies noted verify that a gradual 

process of expansion is one of the procedures Schoenberg 

uses to integrate the work (Chart 7). 



EXPANSION OF PARAMETERS 
IN ERWARTUNG 

3H7 

Harmony/Tonal Regions: D Minor, 
•D Minor-

B Minor' 

G# 

D -

•A# (B) 

G# 

D 

Length of Ostinatos Scene I Scene II Scene III Scene IV 

Shortest 
(# of beats) 

Longest 
(# of beats) 

Total # of Ostinatos 

m. 4 
2 

mm. 16-8 
11 

m. 64 
4 

m. 91 
15 

mm. 83-6 mm. 113-23 
13 33 

3 3 

m. 274 
2 

m. 418 
24 

16 

Vocal Range Scene I Scene II Scene III Scene IV 

High pitch G# B A B 

Low pitch B Bb G G 

Inclusive interval 21 25 26 28 

Vocal Tessitura mid 
high 
mid 
low 

high 
mid 
low 

extremes 
leaps 

B. Ab 
lC# B 

m.193 m.348 m.350 

Chart 7. Expansion of Parameters in Erwartung 
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The process of expansion is most apparent in 

Schoenberg's treatment of the vocal textures. Recitative-

like textures give way to increasingly longer passages in 

arioso style as the Woman's psychotic episodes become more 

prolonged. Moreover, within each successive scene, the 

recitative and arioso sections become more extended so that 

the final scene consists of only two main sections. The 

chart below presents an overview of Erwartune * s musico-

dramatic structure. The fluctuations between recitative 

and arioso sections, marked R-A on the chart, correspond to 

the Reality and Illusion episodes. Roman numerals indicate 

scene numbers, and measure numbers indicate the length of 

each scene. The number of sections and their formal 

pattern are given last, indicated by R for recitative 

sections (Reality) and A for arioso passages (Illusion) 

(Figure 39). 

Form of Erwartune 

Scene I II III IV 

mm. 1-37 mm. 33-89 mm. 90-124 mm. 125-426 

n of 4 3 3 2 
Sections 

R/A R A R/A R A R R A R R A 

Fig. 39* Overall Formal Plan of Erwartune 

The various musical processes that are manifest in 

Erwartune are a working-out of the poetic idea of the 
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monodrama expressed in the title of Pappenheimfs text. It 

finds its ultimate musical realization in Erwartung* s 

formal structure, a dynamic crescendo that derives from the 

gradual expansion of the monodrama's fluctuating musical 

parameters. The form, a metaphor for the Woman's 

vacillating emotions, is open ended: her lover is dead but 

in her madness she expectantly awaits his return. Chart 8 

summarizes the relationships between the various 

hierarchical levels of Erwartung (Chart 8). 
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STRUCTURE OF ERWARTUNG 

IDEA = EXPECTATION 

Dramatic Expansion = Dynamic Curve 

Vacillating Emotions = Fluctuating Parameters 

FORM 
R = Recitative A = Arioso 

SCENE 1 SCENE II SCENE III SCENE IV 
R A R A R A R A R R A R R A 

GRUNDGESTALT 
composed of three motive groups: 

Melodic: Diatonic "A" motive Chromatic "B" motive 

D 

r. 

X 
Harmonic: (The above also have tonal implications since 

they center around the pitch D.) 

*V c* 

v * 

(These "waltz thirds" pull toward the pitch A, 
viewed as the dominant of the tonal center D.) 

Rhythmic: (waltz rhythm derived from Am Weqrand) 

Chart 8. The Structure of Erwartune 
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On the lowest level of the Grundgestalt the poetic 

idea is expressed in the duality of the melodic and 

harmonic motives from Schoenberg's song Am Wegrand. The 

pattern is replicated and expanded in countless 

permutations of ascending and descending configurations 

that are the hallmark of the ostinatos that pervade the 

work. The undulating pitches of the ostinato patterns are 

a microcosm of the macrocosm. They are associated with a 

web of poetic images, all of which are in a state of flux: 

the pulsing of the blood from the dead lover, the pounding 

of the Woman's heartbeat, and the shimmering moonlight. 

Even the listener's reactions to the Woman waiver. Did she 

kill her lover or not, and if so, how are we to respond to 

her mental anguish? 

The style and idea of Erwartung were inspired by 

Pappenheim's text, from its overall form to the working out 

of the Grundeestalt. The thematic quotation, however, 

derives from another source: John Mackay's poem Am 

Wegrand. Both the poem and Pappenheim's libretto deal with 

feelings of alienation and isolation that were common 

themes in literature of the period. Hence Pappenheim's 

text "matched a musical idea" that Schoenberg had already 

explored before he started composing Erwartung. 

Schoenberg composed Erwartung in seventeen days. 

Judging from the speed with which he completed the complex 

s c o r e , i t would appear that Pappenheim's libretto 
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provided him with a text for a musical idea already clearly 

formulated in his mind. Indeed all of the pitch cells of 

the Grundgestalt are found in Wagner's opera Tristan und 

Isolde. a work which Schoenberg acknowledged greatly 

influenced him. The pitches of the "A" motive are found in 

the Vorspiel; those of the "B" motive appear after 

Tristan's death, after Isolde sings: "Isolde kam, mit 

Tristan treu zu sterben." But the most prominent and 

noteworthy appearance of the "B" motive is found at the 

beginning of Act II, Scene II, in combination with the 

accompanimental thirds. The appearance of these two 

motives in combination at this pivotal dramatic moment in 

Tristan has special relevance for Erwartung. The "B" 

motive is heard at the conclusion of Act I as Isolde 

eagerly awaits Tristan's arrival. At the moment of his 

arrival, the thirds are combined with the "B" motive. In 

the impassioned duet that follows the ill-fated lovers 

declare their love for each other (Ex. 115). 

Scene n. 
Tristan and Isolda. 

Ex. 115- Tristan und Isolde.""5 Act II, Scene II, mm. 1-/1: 
Combination of "B" Motive and Accompanimental Thirds 
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The parallel with Erwartung ie obvious- In that work the 

Woman's expectations are the source of her unending 

emotional anguish. Her lover has rejected her and he is 

dead. Thus, as she says in her Liebestod, her longing 

cannot be satisfied even in death. When she sings the line 

from the song, which speaks of her loneliness and 

dejection, she sings her words to the descending chromatic 

"B" motive, the "Sehnsucht" motive from the song, 

"Sehnsucht erfllllt die Bezirke des Lebens," m. 410. 

The thematic motives that were abstracted from Am 

Wegrand and used as cells in the beginning of the monodrama 

come together in the thematic quotation at the end of Scene 

IV. The progress of the piece formally is one of 

increasing abstraction as Schoenberg moves from a clear 

strophic form in Scene I, to a three-part form in Scene II, 

to a more loosely organized three-part form in Scene III, 

to formal relationships in Scene IV that are much less 

overt. The inverse relationship between clarity of 

thematic material and clarity of formal design is 

illustrated in the diagram below (Figure liO) . 

Abstracted motives ^ A b s t r a c t form 

Clear strophic form ^ v C l e a r quoted themes 

Fig. U-0. Structural Inverse Relationship in Erwartung 

By way of concluding our analysis of Erwartung it ie 
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helpful to recall Schoenberg's own thoughts about the music 

of his late atonal period: 

In my first works in the new style I was particularly 
guided, in both the details and the whole of the 
formal construction, by very powerful expressive 
forces, not to mention a sense of form and logic 
acquired from tradition and well developed through 
hard work and conscientiousness.®'6' 

The expressive forces to which Schoenberg refers are 

the texts that he relied on in composing the vocal works of 

his atonal period. We have shown that Pappenheim's 

expressionistic text informs virtually every aspect of the 

composition. Though the style of the work would seem at 

first to repudiate traditional values we have also shown 

that the technique of developing variation that is the 

basis of Erwartung*s structure is a technique which 

Schoenberg learned through careful study of works written 

by composers of the First Viennese School. 

1. George Perle, Serial Composition and Atonallt.v. 5th 
edition, revised (Berkeley: University of California 
Press, 1981), Zio. Perle uses the term "serial" as a 
general designation for music based on any of the 
following types of sets: an ordered succession such as 
the twelve-tone set, a partially ordered set such as in 
Hauer's "tropes," or a collection of pitches in which 
the specific ordering is purely compositional. 

2. Ibid., HO. 

3. Warren Langlie, Arnold Schoenberg as a Teacher (Ph.D. 
dissertation, U.C.L.A., i960), 58. The material in 
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Langlie's dissertation is taken from personal 
interviews with Arnold Schoenberg as well as class and 
private lessons with Schoenberg. 

4. Schoenberg was opposed to calling them "altered" notes. 

5. His discussion of substitute tones is part of a larger 
discussion concerning the topic of neutralization. See 
Murray Dineen, "Schoenberg's Concept of 
Neutralization," Theoria; Historical Aspects of Music 
Theory II (1987). 16. 

6. Schoenberg, Structural Functions of Harmony. rev. ed., 

ed. Leonard Stein (New York: W. W. Norton, 1969), 19. 

7. Dineen, of>. cit. . 15. 

8. Arnold Schoenberg, Preliminary Exercises in 
Counterpoint. ed. Leonard Stein (New York: St. 
Martin's Press, 1963, 1970), 64. 

9. Dineen, o£. cit., 22, 28. 

10. Quoted from an interview with Lona Truding by Joan 
Allen Smith, Sprechstimmen-Geschichte: An Oral Histor-y 
of the Genesis of the Twelve-Tone Idea (Ph.D. 
dissertation, Princeton University, 1977), 216. 

11. Richard Wagner, Tristan und Isolde. Vocal Score by 
Richard Kleinmichel (New York: G. Schirmer, 1906), 1. 

12. Smith, 0£. cit., 216. 

13. It is also significant that at the time of the 
composition of Erwartune. Schoenberg was writing 
Harmonielehre. in which he advocates the avoidance of 
octave doubling. The avoidance of octave doubling is 
assiduously observed in Erwartune. before it becomes a 
rule in twelve-tone composition. 

14. Arnold Schoenberg, "Bach (1950)," Style and Idea: 
Selected Writings of Arnold Schoenberg. ed. Leonard 
Stein (London: Faber & Faber, 1975), 397. 

15. Arnold Schoenberg, "Brahms the Progressive," Style and 
Idea. op. cit., 422. 

16. Ibid. . 398-441. Walter Frisch discusses Schoenberg's 
view of the historical evolution of the concept of 
developing variation and the working-out of this 
principle in Brahms in Brahms and the Principle of 
Developing Variation (Berkeley: University of 
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California Press, 1984) 

17. After his graduate work with Schoenberg at the Prussian 
State Academy of Arts in Berlin, Rufer was lecturer at 
the Freie UniversitSt in Berlin. In 1961 he was asked 
by Schoenberg's widow to be chief editor of the 
Schoenberg complete works edition. He is most well-
known as Schoenberg's cataloguer: Josef Rufer, Das 
Werk Arnold SchBnbergs (Kassel: B&renreiter, 1959, 
English trans., Dika Newlin, London: Faber & Faber, 
1962). 

18. Josef Rufer. Composition with Twelve Notes, related 
P n l X one another, trans. Humphrey Searle (London: 
Barrie and Rockliff, 1954), 28-29. According to 
Humphrey Searle's preface which includes an explanatory 
letter by Josef Rufer, Schoenberg was actively 
collaborating with Rufer on this book until the time of 
his death in 1951. 

19. Ibid., 29. 

20. David Epstein, Beyond Orpheus: Studies in Musical 
Structure (Cambridge: The MIT Press, 1980, revision of 
his Ph.D. dissertation, Princeton, University, 1968), 
30, f.n. 3. 

21. Arnold Schoenberg, "Folkloristic Symphonies (1947)" 
Style and Idea, op. clt., 165. 

22. Epstein, op.oit., 17, Epstein credits Hans Keller's 
translation of Erwin Stein's Orpheus in New Guises 
(London: Rockliff, 1953), and Humphrey Searle's 
translation of Josef Rufer's Composition with Twelve 
Notes Related Only to One Another (London: Rockliff, 
1954) as the sources for the accepted English 
translation of Grundgestalt as "basic shape." 

23. I b i d . , 1 7 . 

24. Ibid.. 19. 

25. Arnold Schoenberg, Fundamentals of Musical Composition 
(New York: St. Martin's Press, 1967), 8. 

26. Graham Howard Phipps, Schoenbere's Grundeestalt 
Principle: A New Approach with Particular Application 

the Variations for Orchestra. Opus 31 (Ph.D. 
dissertation. University of Cincinnati, 1976), U-5. 
Phipps acknowledges that the following remarks by Roger-
Sessions were an impetus for his interpretation of 
Schoenberg's Variations for Orchestra. Op. 31. "in a 
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considerable though smaller number of my works, the 
original idea from which the work grew was not that of 
the opening of the piece, but something which I knew 
would occur in the course of its development." Roger 
Sessions, Questions About Music (Cambridge: Harvard 
University Press, 1 9 7 0 ) , 78. 

27. Rufer, Composition with Twelve Notes, o£. pit.. vii. 

28. Arnold Schoenberg, "Analysis of the Four Orchestral 
Songs Opus 22," trans. Claudio Spies, Perspectives of 
New Music (Spring-Summer 1965), 1-21. 

29. Bonny Hough, in her dissertation Schoenberg's 
"Herzgew8ohse". Op. 20: An Integrated Approach to 
Atonality Through Complementary Analyses (Ph.D. 
dissertation, Washington University, 1 9 8 2 ) , uses a set 
theory analysis but finds it inadequate. She states 
(p. 239) that "the conclusion that style in 
HerzgewHohse is an illustration of transformation would 
have been impossible from the set or motivic analysis 
alone. Although these theoretical viewpoints give 
insights into the pitch materials of the piece, the 
idea is expressed in other parameters." 

30. Joseph Kerman, "How We Got Into Analysis, and How to 
Get Out," Critical Inquiry (Winter 1 9 8 0 ) , 3 2 0 . 

31. Schoenberg, "Analysis of the Four Orchestral Songs, Op. 
22 (1932)" op., cit.. , 8. 

32. Schoenberg, "Composition With Twelve Tones (1) (1941)," 
Style and Idea, op. cit.. 217-8. 

33- Edward T. Cone, "Review of Leonard Meyer, Explaining 
Music." Journal of the American Musicological Society 
XXVII (1974), 335. 

34. Willi Reich, "Appendix I/Self-Analysis," Schoenberg: A 
Critical Biography (New York: Da Capo Press, 1 9 8 1 ) , 
240. 

35. Ibid., 240. 

36. Langlie, oj>. cit. , 5 8 . 

37. Schoenberg, "Composition with Twelve Tones (1) (1941)," 
Style and Idea, op. cit.. 219. 

38. For a discussion of the historical importance of the 
tritone and advocacy for the equivalent status of each 
tritone pitch for tonal function see Graham H. Phipps, 
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"The Tritone as an Equivalency: A Contextual 
Perspective for Approaching Schoenberg's Music," The 
Journal of Musicolog.v. IV/1 (Winter 1985-86), 51-69. 

39- Schoenberg had used this notational aid as early as Op. 
22, Four Orchestral Songs. published in 1917, before 
the publication of Erwartune. 

H O . Other examples include "trem. ponticello" in 
"Vergangenes" of Five Pieces for Orchestra also of 
1909. and "col legno" in the Chamber Symphony. Op. 9, 
from 1905. 

H i . Pierre Boulez, "Schoenberg," Notes of an 
Apprenticeship (New York: Alfred A. Knopf, 1968), 365. 

H Z . Schoenberg, "New Music, Outmoded Music, Style and Idea 
(19^6)," Style and Idea, ed. Leonard Stein (London: 
Faber & Faber, 1975). 123. 

H3. David Neumeyer, discusses a similar problem of 
interpretation in Schumann's Dichterliebe. in "Organic 
Structure and the Song Cycle: Another Look at 
Schumann's Dichterliebe." (Music Theory Spectrum IV, 
1982), 92-105. He argues that the most meaningful 
analysis of the song cycle and other extended works 
such as opera consider both the verbal and musical 
organization since "the combination of the harmonic-
tonal with narrative-dramatic aspects should 
potentially allow an adequate interpretation of organic 
structure which either aspect alone could not achieve." 
loc. clt. 

H H . Schoenberg, "Opinion or Insight?," Style and Idea, op. 
cit., 260. 

H 5 . According to Wayne Shirley, Marie Pappenheim chastizes 
Schoenberg, in a letter now in the possession of the 
Library of Congress, for changing her text from "to die 
nearby you," to "to die with you," words too Tristanish 
for her taste. See footnote H7. 

H 6 . I am indebted to David Fanning's dissertation for 
calling my attention to Schoenberg's depiction of eye 
images. 

U7. Isolde sings "mit Tristan treu zu sterben." See Act 
III, Scene II, Richard Wagner, Tristan und Isolde. 
Schirmer Vocal Score Ed. 619 (New York: G. Schirmer, 
1906), p. 278. 

H & . Both Suderburg and Lessem mention the B/D conflict in 
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their studies, Suderburg in his study of harmonic 
considerations, and Lessem with regard to general moods 
associated with the two tonal areas. Neither considers 
the text in a specific way. 

U9. Jos& Maria Garcia Laborda, Studien zu SchBnbergs 
Monodram "Erwartune" op. 17 (Laaber: Laaber-Verlag, 
1981). 

50. Robert Charles Suderburg, Tonal Cohesion in 
Schoenbere's Twelve-Tone Music (PH.D., University of 
Pennsylvania, 1966). 

51. Alan Philip Lessem, Music and Text in the Works of 
Arnold Schoenbere; The Critical Years. 1908-1922 (Ann 
Arbor: UMI Research Press, 1979), 84. 

52. David John Fanning, Schoenbere's Monodrama Erwartung: 
Text Structure and Musical Language (Ph.D. 
dissertation, University of Manchester, England, 1984), 
336. 

53. Philip Alan Friedheim, "Rhythmic Structure in 
Schoenberg's Atonal Compositions," Journal of the 
American Musicologlcal Society XIX/1 (Spring 1966), 59-
72. 

54. See Schoenberg's letter to Ferruccio Busoni ca. August 
29, 1909, in which he says "Ich habe ein neues Werk 
angefangen; etwas fUrs Theater; was ganz Neues. Das 
Textbuch hat der Autor (eine Dame) auf meine Anregung 
hin so gefunden und gefasst, wie ich es meine. NMheres 
bald dartlber; denn Jetzt bin ich Hals Uber Kopf in der 
Arbeit und hoffe in Ik Tagen fertig zu sein." The 
letter is reprinted in Jutta Theurich, Der Briefwecheel 
zwlschen Arnold Schoenbere und Ferruccio Busoni 1903-
1919 (1927). Edition. Kommentierung und Untersuchen 
unter besonderer BerUcksichtigung der im Busoni-
Nachlass der Deutschen Staatsbibliothek Berlin 
enthaltenen Quellen. D.Phil, dissertation, Berlin: 
Humboldt UniversitMt, 1979. 

55. Wagner, Tristan und Isolde, op. cit., 132. 

56. Schoenberg, "Opinion or Insight?," Style and Idea op. 
cit., 262. 



CHAPTER VII 

SUMMARY AND CONCLUSIONS 

Franz Marc, co-editor of Per Blaue Reiter. the Munich-

based Journal for which Schoenberg contributed both music 

and art, advocated, in 191^. an atmosphere conducive to 

freedom of exploration for the arts: 

...only then shall we or those more qualified than we 
be able to show the other face of Janus' head, which 
is still concealed and turned away from the times 
today.1 

For Schoenberg, the face of the future has been seen and 

recognized, but it is the other face, the face of the past, 

which is too often hidden today. Schoenberg's atonal work, 

Erwartung. Op. 17, has close connections with the past. 

Written at the turn-of-the-century in Vienna, it was part 

of a revolution in the arts that witnessed abstraction, 

patterning and emphasis on color in the graphic arts of 

Kokoscha, Gerstl and Moser, calls to social reform and an 

interest in linguistics and perception in the literature of 

Kraus and Bahr, and the probing of psychological themes, 

abstraction of forms, and exploration of the limits of 

tonality in the music of the Second Viennese School. 

In spite of the call for a new society founded on 

functional art works designed for the present, there 

360 
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remained a strong reverence for tradition. In this milieu, 

Schoenberg, stimulated by his forward-looking friends, 

Mahler and Zemlinsky, Kraus, Bahr and Strindberg, pushed 

tonality and its formal constraints to extreme limits. 

Yet, at the same time, the auto-didact Schoenberg had 

studied and imitated the works of his predecessors. 

Schoenberg was impressed with the creative endeavors 

of his colleagues in the oaf& circles, such as Richard 

Dehmel and Stefan George, and merged his art with theirs in 

a spate of early songs. Inspired by the first words and 

mood of the poems, he used these texts as a pretext for 

music already formulated in his mind and waiting for an 

outlet. Two early songs examined in this dissertation. 

Erwartung, Op. 2, No. 1, and Am Wegrand. are examples of 

this mode of working; the first (1899) was inspired by his 

passionate feelings for his new love and wife-to-be 

Mathilde, and the second (1905) was a reflection of his 

increasing feelings of isolation because of both the public 

rejection of his works, and his developing marital 

problems. These songs are representative of the state of 

Lied composition in the late nineteenth and early twentieth 

century, and were influenced by such earlier ancestors as 

the ballads of Zumsteeg and the Lieder of Schubert. 

Schubert's setting of Erwartung to a text by Schiller, 

modeled on an earlier setting by Zumsteeg, is remarkably 

similar to Schoenberg's setting of Pappenheim's text in its 
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mood and layout. The alternation of arioso and recitative 

in both the Zumsteeg and Schubert ballads mirrors the 

vacillating emotions of the lover. Motives in the Zumsteeg 

prelude foretell the key structure, and rhythmic variation 

unifies the work. In the Schubert setting unusual key 

relationships add to the air of expectancy. Schubert's use 

of motivic variation was important to the history of the 

Lied, as was the use of a recurring unifying idea or 

motive. This aspect of Schubert's craft was discussed in 

connection with the spinning motive of Gretchen am 

Splnnrade. Not only were the techniques of Lied 

composition important to Erwartung. Op. 17, but Schoenberg 

used a specific Lied, his own early Am Wegrand. as a source 

for the musical materials and self-quotation in Erwartung. 

Melodrama represents a related tradition with 

importance to Erwartung. Fin-de-slecle Vienna experienced 

a revival of works written for the use of a declaimer or 

diseuse. Works written for speaking voice and piano or 

orchestra allowed these actor/singers to display their 

dramatic and vocal abilities. This art was the end of a 

long tradition which had originated with Rousseau's use of 

pantomime and alternation of voice and orchestra in 

Pygmalion. As the tradition developed in Germany under the 

influence of Benda, it evolved into a simultaneous 

presentation of voice and orchestra. A collection of 

orchestral gestures—rapidly rising scales, trills, 
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tremolos, and repeated figures—provided tools for dramatic 

exploitation to the later melodrama and the Lied. Major-

German composers, Beethoven, Mozart, and Weber, contributed 

to the genre, primarily using melodrama for the climactic 

scenes in an opera. Melodrama was most effective when 

framed by the other forms of opera, since by itself the 

situation was static, and lacked dramatic resolution. 

Berlioz took the melodrama a step further in Lelio. and 

created an "umbrella" work which included discrete forms, 

such as the Lied and ballad, appended to a larger freer 

form, the fantasia. 

Schoenberg's Erwartung. Op. 17, was one of several 

German melodramas written at the turn-of-the-century. It 

rises above its sister works, which are often trite, 

predictable, and treat their themes with maudlin 

exaggeration. Erwartung makes use of traditional elements 

as do the other contemporary melodramas, but Schoenberg's 

work is forward-looking in its expansion of the boundaries 

of tonality. The orchestral devices, such as scales, 

trills, tremolos, and ostinatos, are familiar from the 

melodrama tradition, but are used here as both expressive 

and structural devices. 

The work is also indebted to the Lied tradition for 

its use of motives as unifying devices, motivic variation, 

and especially emphasis on the text. While the 

Grundgestalt. composed of cells from Am Weer-and. unifies 
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the setting and melodramatic ostinatos articulate the form 

of the first three scenes, it is the text that provides the 

clue to the organization in the fourth scene. Alternation 

in the text of reality and illusion sections, similar to 

those in the Schiller text Erwartung. are set, as in 

Schubert's setting of Schiller's ballad, as recitative and 

arioso respectively, providing a fluctuation that 

accurately reflects the emotional vacillation of the main 

character, the Woman. 

In fact, it is Schoenberg's alternation of types of 

expressive devices to portray changing moods that was 

uppermost in Alban Berg's mind as he dotted notes on his 

printed edition of the Universal piano reduction of 

Erwartung. Berg's so-called analysis is notated with 

colored pencils, red marking passages which he labeled 

expressionistic, and blue, those which he labeled 

impressionistic. Although other scholars have examined and 

discussed Berg's brief analysis, none has mentioned or 

noticed the tiny legend on the face sheet to the first page 

of the score that explains the different colors. Berg 

marks passages that deal with the moon and nature, the 

reality passages, in blue, and he circles orchestration 

that is "impressionistic." Similarly, he marks the inward 

psychological musings and past memories of the Woman, her 

moments of illusion, with red. Berg would no doubt have 

enlarged his notes to an overall structural plan which took 
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into account this textual and musical alternation. 

Fluctuation in all of the parameters of Erwartung is 

coordinated with a gradual expansion process which results 

in the final orchestral chromatic wedge, and provides a 

metaphor for the idea of the work: Expectation. Such an 

all-pervasive organization, characteristic of the work 

habits of Schoenberg, was described by Thomas Mann in his 

novel Doctor Faustus. In the novel Mann develops the 

character of Adrian Leverkuhn (a pseudonym for Arnold 

Schoenberg, much to the composer's dismay) and describes 

his method of composition as: 

...a Utopia of form, of terrifying ingenuity... 
swallowed up by thematic thinking....movements, large-
scale variations, which correspond to the textual 
units of chapters of a book and in themselves are 
nothing else than series of variations. But all of 
them go back for the theme to a highly plastic 
fundamental figure of notes, which is inspired by a 
certain passage of the text.2 

Viewed as a work impervious to analysis, because of 

its atonal realm and apparent lack of organization, 

Erwartung is, instead, a showcase of abstracted and often 

blurred forms, techniques and processes from the past, a 

true Janus-work. 

The reception of Erwartung has been mixed. Still 

rarely performed eighty years after its conception, it is 

generally misunderstood in the performances it receives. 

It will require many performances before a tradition 
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emerges, informed by conductors and singers knowledgeable 

of turn-of-the-century declamation, and aware of the work's 

dramatic structure. 

If Schoenberg is not completely successful in 

Erwartung, it is because he was unable to integrate the 

larger work. The musical idea was well-formulated, it was 

fed by the pain of personal experience, and the fury of an 

intense seventeen-day inspiration makes for some very 

chilling and dramatic moments. But what was lacking was 

time to revise and refine, to tighten up the fourth scene, 

to build the climax more steadily from the first scene to 

the last. 

If the work is flawed, it is because it does not "sing 

itself." Its success depends greatly on a tight production 

and a well-thought-out set design, according to 

Schoenberg's wishes, to showcase what is far superior to 

other melodramatic works of the period. It builds on many 

traditions and truly takes its place in the chain of 

classical melodramas and ballads. 

Erwartune will increasingly be seen as a major 

masterpiece of Schoenberg's, a composer whose major fault 

was in letting his head rule his heart, his system override 

his feelings. In Erwartune. the feelings of Post-

Romanticism strain against the rejection of the very tonal 

system it needs for expression. At the time of the 

completion of Erwartune. a theory of twelve-tone 
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composition was in its infancy, but not defined enough to 

provide adequate structure. But the work cannot be "goal-

oriented" because of the text. Although it must "meander 

on a path through the woods" it is not without a unifying 

concept, or a unified aesthetic experience. In its 

Expressionistic ambience it perfectly mirrors and portrays 

the very thing it desires t o — a frighteningly lost soul, 

wandering without hope and without end or relief from her 

torture. 

Schoenberg has forged a unique synthesis of opera, 

melodrama and ballad. The work may be viewed as a 

melodramatic song cycle as in the following diagram (Figure 

41), 

Erwartung as Melodramatic Song C.vcle 

Scene I II III 

Form Strophic Ternary Ternary 
Lied Lied Lied 

Measure # 1-37 38-89 90-124 

Scene IV 

Form Recit. Song I Song II Song III Song IV Coda 

Measure # 125-325 326-57 358-88 389-410 411-17 418-26 

Fig. 41. Erwartung as Melodramatic Song Cycle 

or as an "umbrella" melodrama which includes Lieder in 



ternary design leading to a free fantasia, as follows 

(Figure 42). 
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Erwartung as "Umbrella" Type Melodrama 

Scene 

Form 

Measure # 

Scene 

Form 

Measure # 

Strophic 
Lied 

1-37 

IV 

Fantasia 

125-4-26 

II 

Ternary 
Lied 

38-89 

III 

Ternary 
Lied 

90-124 

Fig. 42. Erwartung as "Umbrella" Type Melodrama 

Schoenberg has incorporated elements from the past and 

reinterpreted them for an as yet-unknown future in 

Erwartung, As Schoenberg himself said: 

I am convinced that eventually people will 
recognize how immediately this "something new" is 
linked to the loftiest models that have been granted 
us. I venture to credit myself with having written 
truly new music which, being based on tradition, is 
destined to become tradition.3 

1. Franz Marc, "Foreword to the Planned Second Book," in 
Paul Vogt, The Blue Rider, trans. Joachim Neugroschel 
(Woodbury, N.Y.: Barron's, 1980), 112. 

2. Thomas Mann, Doctor Faustus« trans. H. T. Lowe-Porter 
(New York: Alfred A. Knopf, 1948), 486-7. 
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3. Arnold Schoenberg, "National Music (2) (1931)," Style 
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