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-*-n Capriccio. Richard Strauss and Clemens Krauss 

examine the very nature of opera with the core of their 

thesis being the relationship of words and music. A work 

that is, in essence, an extended discussion poses two 

problems to the composer and librettist: how to sustain the 

argument of the thesis without losing the attention of the 

audience, and how to prevent a conversational opera from 

sounding like endless recitative. 

Strauss and Krauss manage to present their case without 

having to resort to an actual discussion for the duration of 

the opera. Their characters are engaging, identifiable 

human beings who are also allegorical figures. Their par-

ticipation in the stage action sustains the argument of the 

thesis even when the dialogue itself addresses other sub-

jects. The players symbolize various facets of opera, 

theatre, and the public with all of them, principal and 

secondary characters, being sharply etched. 



The little stage action that Capriccio does contain is 

carefully paced and closely coordinated with the presenta-

tion of the work's thesis. The octets, similar in dramatic 

function to the central finale of a Mozart opera buffa, 

provide the climax of the stage action and come soon after 

the Fugal Debate, the centerpiece of the collaborators' 

argument. The final section of the central scene, which 

also contains the aforementioned octets and Fugal Debate, 

serves as the denouement of both the plot and thesis. Such 

close attention to dramatic structure gives Capriccio and 

the argument it presents cohesion and dramatic shape. 

The text itself is written in clear, concise prose and 

is set in Strauss's patented "conversational style." This 

style, a rapid syllabic declamation, is delivered "mezza 

voce" in order to simulate natural speech and is sung over 

continuous melos in the orchestra. This accompaniment keeps 

it from sounding like dry recitative. 

This study explores the work's characters, dramatic 

structure, vocal style, and the issues raised by Strauss and 

Krauss. Other topics to be addressed include the genesis of 

Capriccio. how the careers of the composer and librettist 

led them to write an opera about opera, common criticisms of 

the work, and Capriccio's place in the operatic repertoire 

today. 



Tape recordings of all performances submitted as 
dissertation requirements are on deposit in the North Texas 
State University Library. 
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CHAPTER I 

THE BACKGROUND OF CAPRICCIO 

Capriccio: A Conversation-Piece for Music in One Act, 

by Richard Strauss and Clemens Krauss, is unique in that it 

is an opera about opera. Strauss, in bringing to a close a 

cycle of fifteen operas over a half century, examines the 

nature of the genre that occupied him both as a composer and 

conductor. Opera combines several art forms—music, poetry, 

dance, and theatrecraft; and each one is discussed 

separately in Capriccio, with the relationship of words and 

music forming the core of the thesis. 

The problems of bringing a lengthy discussion to the 

stage are twofold: sustaining audience interest throughout 

a two and one-half hour work with little stage action; and 

developing a musical setting for a conversational text that 

does not sound like endless recitative. For the actual 

text, Krauss rejects verse in favor of prose, which Strauss 

sets in his famous "conversational style"~a rapid 

syllabic declamation sung "mezza voce" in order to simulate 

natural speech.^ It is supported by continuous melos in the 

1. Richard Strauss, "Preface to Intermezzo," Recollections 
and Reflections, edited by Willi Schuh, translated by L. J. 
Lawrence (London, 1953), 99-100. 



orchestra which helps it avoid the dry sound of recita-

tive. The characters are engaging, identifiable human 

beings who also serve as allegorical figures—figures that 

sustain the collaborators' argument through their symbolic 

representation in the sparse but carefully paced stage 

action. Such an integration of plot and discourse makes 

Capriccio an operatic testament that successfully holds 

the stage. 

The conducting career of Richard Strauss put him into 

contact with a vast amount of operatic and symphonic reper-

toire. This gave him an historical perspective that 

inspired him to write so many of his stage works as acts of 

homage to earlier masterpieces. Without this background, he 

would never have considered the very nature of opera as a 

subject for his last stage work. 

The actual subject of an opera about opera originated 

with Stefan Zweig, the librettist of Die schweigsame Frau. 

Pressed by Strauss for new ideas, Zweig discovered 

a libretto by Giovanni Battista de Casti that "by itself 

is not usable, but could easily be adapted. Delightful 

is the title, 'Prima la musica, poi le parole' . . ."2 

This opera buffa in one act, set to music by Salieri, 

portrays the trials of a composer and his librettist 

2. Richard Strauss, A Confidential Matter: The Letters of 
Richard Strauss and Stefan Zweig, 1931-1935, translated 
by Max Knight, foreword by Edward E. Lowinsky (Berkeley, 
1977), 54. 



collaborating on an aria commanded by their patron for that 

very day.3 

Strauss encountered considerable difficulty in 

developing the Casti project. Zweig, being a Jew, was 

forced to leave Nazi Germany, and his successor, Joseph 

Gregor, was not equal to so special a task. Strauss needed 

a librettist who could write in clear, concise language; who 

possessed an intuitive sense of the theatre; and who was a 

musician thoroughly versed in the field of opera. He 

finally asked Clemens Krauss, who had been advising him on 

the project, to write the libretto. Krauss agreed and the 

project moved swiftly to completion. Strauss's association 

with Clemens Krauss had begun in 1 922 when Krauss was 

engaged as second conductor of the Vienna State Opera. At 

the time, Strauss was general music director and, seven 

years later, recommended Krauss to the position of Intendant 

of the Vienna State Opera.^ 

According to William Mann, Krauss was "arguably the 

most perceptive musician of the theatre that this century 

has yet seen."5 As the son of well-known actress Clementine 

3. This work, itself commanded by Emperor Joseph II for a 
performance in the Orangery at SchSnbrunn, was the second 
part of a double bill, the first part being Mozart's Per 
Schauspieldirektor. William Mann, The Operas of Mozart 
(New York, 1977),345. 

4. David Wooldridge, Conductor's World (New York, 1970), 
222. 

5. William Mann, Richard Strauss: A Critical Study of the 
Operas (London, 1964), 361. 



Krauss, Clemens was carefully nurtured in the theatre and 

possessed a keen understanding of all facets of the stage. 

His productions at Vienna, which were almost entirely con-

ducted by himself, were characterized by meticulous 

attention to detail with opening-night standards being 

maintained throughout the run of an opera.^ 

A third collaborator, Hans Swarowsky, was a young 

conductor who had fallen under Nazi suspicion of being a 

British spy. When the Nazi regime would not allow him to 

conduct, Krauss employed him as a dramaturgist, primarily 

because of his linguistic skills,7 and had him do background 

research into eighteenth-century France. Strauss called 

O 

Swarowsky his "secret associate."0 

Capriccio is set at a chateau outside Paris in May, 

1777—the time of the Gluck-Piccinni Quarrel, when opera was 

hotly debated in all educated quarters. The heart of the 

quarrel centered around the relative merit of opera in which 

the composer adapts his design to the requirements of the 

drama (Gluck); and opera in which dramatic structure is 

6. Marcel Prawy, The Vienna Opera, translator not given. 
(New York, 1970), 222. 

7. Norman Del Mar, Richard Strauss: A Critical Commentary 
on his Life and Works, 3 vols. (Philadelphia, 1972), III, 
193. 

8. Rudolf Klein, "Hans Swarowsky," The New Grove Dictionary 
of Music and Musicians, 20 vols.~J edited by Stanley 
Sadie (London, 1980), XVIII, 397. 



adapted to a musical plan based on arias and ensembles 

(Piccinni).9 This provides the ideal setting for this opera 

about opera. 

9. Gerhard Croll, "Christoph Willibald Gluck," The New Grove 
Dictionary of Music and Musicians, VII, 472. 



CHAPTER II 

THE PLAYERS 

The characters in Capriccio function on two levels: as 

allegorical figures representing various facets of opera, 

theatre, and the public; and as strong, well-defined people 

with whom the audience can easily identify. Their relation-

ships resemble those in a Mozart opera buffa with the 

players interacting in a series of pairs and overlapping 

triangles. Musical motifs capture the essence of each 

individual personality so that together, words and music 

provide a complete, three-dimensional portrait of each 

character. 

The Count and Countess 

At the center of the opera stand the Count and his 

sister, the Countess. She is an educated and enlightened 

patron of the arts while her brother is a wealthy but 

unenlightened patron whose tastes and whims often adversely 

affect artistic decisions. She loves music; it leaves him 

cold, but he is interested in spoken drama. Brother and 

sister also represent word and tone. 

Strauss, having lavished great care on his heroines 

throughout his career, endows the Countess with some of the 

best characteristics of past leading ladies. Countess 

Madeleine possesses the grace and worldliness of the 



Marschallin, the uncompromising integrity of Arabella, and 

the irresistible beauty of Helena. Her motif reflects 

elegance and grace with a serene, floating line (see 

Example 1). 

Example 1. The Countess's Motif. 

The Count, on the other hand, is a well-bred, sophis-

ticated version of Monsieur Jourdain from Le Bourgeois 
1 

Gentilhomme and, hence, Ariadne auf Naxos (first version). 

A dilettante dabbling in the arts for his own amusement, he 

takes up acting in order to impress Clairon, the famous 

actress with whom he desires a love affair. His motif is 

first sung by his sister as she points out that as one who 

does not care for music, he assumes the role of "dreaded 

critic" (see Example 2).2 This elegant melodic turn shows 

the Count to be a witty, intelligent man, while reinforcing 

his aura of lightheartedness. 

1. Like Jourdain, the Count can display bad manners. 
Jourdain begins complaining loudly during Ariadne's aria 
about the aria's length. The Count callously disregards 
the end of the Italian Duet (with the tenor's high-C) and 
asks Clairon for a date. 

2. Norman Del Mar, Richard Strauss: A Critical Commentary 
on his Life and Works, 3 vols. (Philadelphia, 1972), III, 
20U 



Example 2. The Count's Motif. 

^ 7 j? ft ft E ^ 
Q e r ge-furch-te-te Kri-ti- ker. 

Will your cri- ti-cal a"t-ti-tude.,. 

Flamand and Olivier 

Olivier, the poet, and Flamand, the musician, are the 

embodiments of their respective art forms. They are rival 

suitors competing for the affections of the Countess as well 

as artists vying for the attention of their muse. Flamand, 

the passionate and ardent lover, arouses the secret emotions 

of the Countess in the same way that music inexplicably 

stirs the emotions of the listener. Olivier appeals to the 

intellect of the Countess as words appeal to the intellect 

of the reader or listener. Madeleine views the lovers as an 

inseparable package for the same reason that the muse cannot 

separate words and music: "to choose one is to lose the 

other forever."3 

Musically, the artists are etched very sharply. Strauss 

gives Flamand two motifs: the first, from Flamand's sextet 

which opens the opera, illustrates his elegant musical 

craftsmanship (see Example 3); the second, taken from the 

3. Richard Strauss and Clemens Krauss, Capriccio: A 
Conversation-Piece for Music in One Act, Op. 85, 
translated by Maria Massey (London, 1942), 325-26. 



Example 3. Flaraand's Motif from the Sextet, 

9 * fff* 

136 1 11 =̂=i 
Composer's motif in the "Prologue" to Ariadne auf Naxos 

(second version), shows Flamand's passionate side (see 

Examples 4 and 5). 

Example 4. Composer's Motif from the "Prologue" to Ariadne 
auf Naxos. 

,r„if \TT<fTvf\tm 

Example 5. Flamand's "Passion" Motif. 

P"J73( LflfE 

Olivier's motif is a rising figure (see Example 6)—a 

musical gesture Strauss traditionally uses to depict male 

arousal, as in the openings of Don Juan, Ein Heldenleben, 

and Der Rosenkavalier.^ With this understated 

4. Del Mar, op. cit., Ill, 204: "The adoration the 
Countess inspires in Olivier is reflected by a motif of 
typical Straussian eroticism . . ." 
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application, Strauss shows that Olivier's passion runs deep 

and can only be stirred by a very special person. 

Example 6. Olivier's Motif. 

LaRoche and Clairon 

LaRoche and Clairon represent re-creative artists. 

LaRoche's name and basic career outline comes from Laroque, a 

French theatre director of the seventeenth century,5 but his 

character is modeled after Max Reinhardt, one of the giants 

of the theatre of the early part of this century^ and a 

former associate for whom Strauss had great affection.7 

5. "Laroque," The Oxford Companion to the Theatre, 3rd 
edition, edited by Phyllis Hartnoll (London, 1967), 548. 

6. Max Reinhardt produced spectacles for the multitudes and 
intimate, avant-garde plays for the connoisseur. Among 
his innovations were new concepts in lighting and 
scenic design, and an emphasis of ensemble staging over 
the star-actor system. He opened the first school for 
training directors. "Max Reinhardt," The Oxford 
Companion to the Theatre, 792. 

7. It was upon seeing Reinhardt's productions of the plays 
Salome and Elektra that Strauss set them to music. 
Reinhardt salvaged the premilre of Per Rosenkavalier by 
by walking into a delicate political situation in Dresden 
at the last minute and directing it. Out of apprecia-
tion, Strauss and Hoffmansthal dedicated Ariadne auf 
Naxos to him and accorded him the honor of directing the 
premiere. William Mann, Richard Strauss: A Critical 
Study of the Operas, 65, 1 47. 
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Clairon was an actress of eighteenth-century France who held 

a reputation in the theatrical world of her time which was 

equal to that of Reinhardt's in this century.^ Such parity 

between the actress and theatre director is necessary for 

them to be effective as a pair. 

LaRoche, like Flamand, has two motifs: a bustling, 

pompous figure describing his role as stage producer (see 

Example 7); and a noble theme which describes the "essential 

Example 7. LaRoche's "Theatre-Director" Motif. 

greatness of his character" (see Example 8).9 

Example 8. LaRoche's "Grandeur" Motif. 

mmi I liiiWI I I 

P 5 E E 3 3 

8. Clairon brought about innovations in costuming and 
abandoned the stiff, declamatory method of delivery for 
a freer, more natural style. "Clairon," The Oxford 
Companion to the Theatre, 181. 

9. Del Mar, op. cit., III, 200-201. 
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La Roche joins Flamand and Olivier to form a triangle of 

artistic collaboration—one that is uneasy at best, due to 

LaRoche's egotism and the theatrical inexperience of the 

poet and composer. 

Clairon's motif, a light, skipping figure (see 

Example 9), shows her playful nature rather than her 

Example 9. Clairon's Motif. 

H'CJ fir if f/fitL i 1 i 
serious, artistic side. Carefree in love, she has broken 

off an affair with Olivier because he was presumably too 

serious, and finds the Count, with his lighthearted outlook, 

much more to her liking. The three of them form another 

love triangle or, more accurately, a sex triangle. 

LaRoche and Clairon, with their pragmatism, provide an 

effective foil to the idealistic Flamand and Olivier. Both 

sides are necessary to the arts. The experienced performer 

can help the composer or playwright find idiomatic solutions 

to problems while retaining the creator's original intent. 

The inspiration of the composer or playwright, on the other 

hand, often stretches the abilities of the performer and 

puts what was formerly unattainable within reach. 
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Secondary Characters 

The secondary characters in Capriccio reflect the less 

glamorous side of the musical and theatrical arts. The 

Italians are rank and file musicians whose primary concerns 

are their honorarium and an offer of free food and drink. 

Monsieur Taupe (translated as "mouse"), the prompter who 

falls asleep during the rehearsal of Olivier's play, 

represents the backstage personnel whose services are 

necessary, but who often go unnoticed until a crew member 

misses an assignment. The Servants' Chorus, cast as a 

double quartet, provides a cheerful commentary that 

counterbalances the highbrow discussion of the Fugue. The 

Major-Domo, their boss, is similar in temperament to 

LaRoche, with his mien of self-importance and the attitudes 

he displays toward others ranging from an air of authority 

with the servants to a deferential posture with the 

Countess. 



CHAPTER III 

THE CENTRAL SCENE—PART 1 : 

FOCAL POINT AND CLIMAX 

The heart of Capriccio lies in Scene IX, by far the 

longest and most complex of the opera. With transitional 

passages disregarded and obviously related sections 

combined, a four-part structure is revealed (see Figure 1). 

Figure 1. Structure of the Central Scene 

Three Dances (Passepied, Gigue, and Gavotte) 
I Fugal Debate 

Italian Duet 

II Laughter Octet 
Quarrel Octet 

III LaRoche's Monologue 

IV Decision to write an opera and choice of 
subject* 

*A more detailed outline of this section will 
be presented in the next chapter. 

In the first section, the topic of dance launches the Fugal 

Debate, whose discussion eventually works its way to the 

subject of Italian singing and, in turn, the Italian Duet. 

The two octets form a unit akin to the ensemble finales of 

Mozart, while "LaRoche's Monologue" and the "Decision to 

write an opera" stand as independent sections. 

14 
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The Fugal Debate 

The Fugue, subtitled "Discussion on a Theme: Words or 

Music,"1 is the focal point of this operatic testament. 

Upon the conclusion of the dances, the Count comments that 

such music merely serves as a vehicle for a different art 

form; Flamand naturally disagrees. Given this ammunition, 

Olivier fires the opening shot with the first statement of 

the Fugue subject (see Example 10). 

Example 10. The Fugue Subject. 

g ft & ftf D M |V £ & 
Tana und Mu-sik 
Mu- sic and dance 

stehn in Bann des Rhyth-mus 
are the slaves of rhyth-m 

- 6 H f l ) I* f f' 
ihm un- ter- wor- fen seit e» wig- er Zeit. 

they've served itsince the be-gin-ning of time. 

A vocal fugue whose subject is taken up by all the voices in 

succession and layered in a contrapuntal web, like the 

Finale to Verdi's Falstaff, would render the debate 

incomprehensible. Strauss uses a single-voice texture to 

1. Richard Strauss and Clemens Krauss, Capriccio: A 
Conversation-Piece for Music in One Act, Op. 85, 
translated by Maria Massey (London, 1942), 140. 
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ensure the clarity of the words, and employs a fugal design 

insofar as he restates the subject at regular intervals in 

the orchestra.2 The accompanimental texture itself is not 

fugal, but it is contrapuntally active and maintains musical 

o 

interest through the dry discussion.J 

The debate falls into three parts: an exposition of 

words, music, and stagecraft as separate entities; opera's 

integrity as a dramatic art form; and the strengths and 

weaknesses of operatic vocal styles. 

The opening argument centers on the power of expression 

in words and music. Olivier cites language's ability to 

define and convey a specific meaning, which Flamand counters 

by pointing out music's ability to communicate the 

undefinable. Words address the conscious mind while music 

reaches the subconscious. LaRoche contends that both are 

mere servants of the stage because they depend on performers 

to reach the public. As one who knows only the theatre, he 

dismisses the validity of words and music for their own 

sake—absolute music, poetry, and prose. What all three 

fail to recognize at the moment is that their respective 

crafts are complementary. 

2. Norman Del Mar, Richard Strauss; A Critical Commentary on 
his Life and Works, 3 vols. (Philadelphia, 1972), III, 213. 

3. The Fugue subject is stated earlier when LaRoche refers 
to Gluck's "wallowing chords of scholarly music" 
(Gelehrten Musik uberschuttet). Strauss, Capriccio, 19. 
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The Countess sees beyond the contentions of the arguing 

trio into the theatre that "unveils for us the secrets of 

reality. Ever in its magic mirror we discover ourselves." 

With the "Zauberspiegel" (magic mirror) reference, Strauss 

introduces a melody from his KrSmerspiegel, the satirical 

song cycle of 1918 (see Example 11).5 

Example 11. The "Kramerspiegel" Melody. 

In the cycle, this theme portrays the "unsullied musical 

inspiration of the composer" who is victimized by 

unscrupulous music publishing houses.^ Here it shows the 

Countess's vision of musical inspiration enriching the stage 

far beyond the limitations of spoken theatre. 

4. Ibid.. 144. 

5. Translated as the "shopkeeper's mirror," this song cycle 
is the result of a legal squabble with the publishing 
house of Bote & Bock. Bote & Bock, through a clause in a 
earlier contract, retained the rights to Strauss's next 
song cycle and was threatening legal action if he did 
not deliver. With antagonism between both parties 
already at its height over the issue of composers' 
performance rights (of which Strauss was a champion), 
Strauss collaborated with satirist Alfred Kerr to produce 
this song cycle attacking the leading German publishing 
houses. Del Mar., op. cit., Ill, 357-59. 

6. Ibid., 214. 



18 

The discussion turns to opera's viability as a dramatic 

art form, with the Fugue subject being temporarily set aside 

in favor of the symbolic "Kr'amerspiegel." The Count assails 

the absurdity of operatic conventions and, when measured by 

spoken-theatre standards, they do seem absurd. Music does, 

however, give opera decided advantages. Time can be 

suspended while characters reflect openly to the audience 

and, at the same time, be isolated from each other, as in 

Verdi. Music can replace narrative by recounting past 

events quickly and concisely, as in Wagner. When accepted 

on its own terms, opera, through the power of music, becomes 

a powerful form of theatre. 

The relationship of words and music in opera provides 

the next topic for discussion in this middle section. 

Clairon is disturbed by weak verses which "owe their 

power of expression to music"? and, indeed, many operas have 

succeeded in spite of weak librettos—take Strauss's own 

Daphne, for instance. On the other hand, who remembers the 

librettos that Da Ponte wrote for Salieri?^ The Countess 

turns to Gluck's reforms to point out that in musical 

tragedy, it is possible for words and music to exist on an 

equal footing. Capriccio itself illustrates this with 

7. Strauss, Capriccio, 152-53. 

8. Pertinent to Capriccio's genesis, Casti's libretto to 
Prima la Musica is far superior to Stephanie's Per 
Schauspieldirektor, but it is Mozart's curtain-raiser to 
the Salieri work that is remembered today. 
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Strauss's music supporting and complementing the words, but 

never overshadowing them. In spite of this truly equal 

partnership, it is, in fact, Strauss's music rather than 

Krauss's lucid and witty libretto that attracts audiences. 

With the return of the Fugue subject, the discussion 

turns to operatic vocal styles. The Count's complaint about 

recitatives has been foreshadowed with an ironically dry V-I 

accompaniment (see Example 12). 

Example 12. The Count's first reference to Recitatives. 

i * b | g b f M M I M m f. HE 'g'j "i frMT's 
Und Re-*i-ta-ti- vent Und Re-ti-ta-ti- venl 
And re-ci-ta-ti- vos! And re-ci-ta»ti- vos! 

Flamand hails Gluck's accompagnato style as the solution to 

the problem, but LaRoche observes that through-composition 

poses problems of its own, particularly in the "deafening 

noise of the orchestra''^ (accompanied by an orchestral 

explosion which nearly drowns his lines). His greatest 

objection to Gluck's reforms, however, lies in Italian vocal 

9. Strauss, Capriccio, 152-53 
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style's losing ground to a more modern declamation, to which 

he lends a theatrical portrayal of the death of Italian bel 

canto (see Example 13). 

Example 13. The "Death of Bel Canto." 

[5 pi p ^ * 
Der Bel* can- to liegt im Ster- ben! 
And bel can-to's slow- ly dy- ingl 

Upon this, the Countess asks LaRoche to present his singers 

and the Fugal Debate comes to a close. 

The Italian Duet 

The Italian Duet is an example of music that ignores the 

meaning of the text which, in this case, is by Metastasio: 

Addio, mia vita, addio, 
Non piangere il mio fato; 
Misero non son1 io: 
Sei fida, ed io lo so. 

Se non ti moro allato, 
Idolo del cor mio 
Col tuo bel nome amato 
Fra' labbri, io raoriro. 

(Farewell, my life, farewell, 
Do not bemoan my fate; 
I am not unhappy; 
Thou art faithful and I know it. 

If I die not beside thee, 
Idol of my heart, 
With thy lovely beloved nspje 
on my lips, I shall die.) 

10. Pietro Metastasio, cited in Clemens Krauss, Capriccio, 
translated by Walter Legge, libretto booklet for the 
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Strauss feared that a parody of the Italian style would 

undermine the case of Italian Opera. Krauss allayed those 

fears by writing to Strauss that "the piece which the 

Italian singers perform must be an excellent piece of music 

excepting only in its total disregard for the words: it 

could consist, then, of a glorious effusion of bel canto 

melody which might perhaps be in direct contradiction to the 

sense of the words."11 The Countess observes that in this 

case, words and music do not relate and Olivier even admits 

that a beautiful setting of a gruesome text can enchant an 

audience.1^ Indeed, many operatic examples use words as the 

merest pretext for music and, as mentioned earlier, this 

characteristic of opera does not seem to bother many opera-

goers . 

The ensuing conversation between the Count and Clairon 

contrasts with the stilted, bel canto style of the Italians. 

The conversational style of Capriccio differs from the 

earlier, chattery Intermezzo, in that it fuses the con-

versation with melos to create a delivery that is easy on 

the ear and mind. Here the rapid, syllabic setting of the 

text is softened by a quiet reminiscence of the Italian duet 

record album of the same title, performed by the 
Philharmonia Orchestra, et al., conducted by Wolfgang 
Sawallisch (Angel 3850 CT77 18-19. 

11. Richard Strauss, Richard Strauss. Clemens Krauss: 
Briefwechsel, 67, cited and translated in Del Mar, 
op. cit., Ill, 217-18. 

12. Strauss, Capriccio, 165-66. 
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in the accompaniment, with occasional doublings of the 

melody in the vocal line cushioning it even further (see 

Example 14). 

Example 14. The Conversational Style. 

A't > J> > h j 
Weil ich u- ber-seugt bin dass Sie sel-ten 

Because I'm cer-tain that you sel-dom 

as 

.b J* J J ^ f m * 
das sa- gen, was Sie wirk- lich den-ken. 
do say just what you're real- ly thin-king, 

-
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This produces a natural conversation that avoids the 

conventional sound of recitative. The juxtaposition of the 

Italian Duet and this conversation demonstrates the extremes 

in compatability of words and music. 

The Octets 

Strauss rightfully sensed that pure entertainment was 

needed as a foil to the dry discussion of the Fugal Debate 

and specifically requested of Krauss an ensemble along the 

lines of the Act II Finale of Le nozze di Figaro.13 His 

first major effort in sustained ensemble writing had been in 

Die schweiKsame Frau, written seven years earlier as his 

homage to Rossini. There are two parts to the ensemble: 

the Laughter Octet and the Quarrel Octet with the six 

principals being joined by the Italians, who have been 

invited by the Countess to have some refreshment. 

LaRoche stands at the center of both ensembles since it 

is his plan for a "Pageant of Homage" to honor the Countess 

on her birthday that introduces them. His pageant 

conveniently has two sections: "The Birth of Pallas 

Athena," with the idea of Athena springing from the head of 

Zeus attired in full armor, invokes general amusement, even 

on the part of the Countess; "The Holocaust at Carthage," 

with spectacle for its own sake, incites a riot. Flamand 

and Olivier, who have listened to LaRoche denounce music and 

13. Strauss, Richard Strauss, Clemens Krauss: Briefwechsel, 
72. 
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poetry that serves only its own needs, turn the tables on 

the Theatre Director with a vengeance. 

The ensembles are Mozartean in that Strauss groups his 

characters to suit dramatic needs: Flaraand and Olivier 

quarrel with LaRoche; the Count and Countess observe with 

dismay as Clairon reassures them that LaRoche can handle the 

attack; and the Italians fear the loss of their honorarium. 

In the Laughter Octet, the voices are all independent, 

resulting in a true eight-part texture; in the Quarrel, 

Strauss combines the lines of Flamand and Olivier as well as 

those of the Italians as the choas reaches its climax. 

While the vocal textures are definitely modeled on Figaro, 

the overall structure is closer to that of the Act I Finale 

of Cos! fan tutte with the first part corresponding with 

"Dove son!" and the second with "Dammi un bacio." Strauss 

even follows Mozart's key scheme, going from B-flat major to 

D major. 

In the Quarrel, Strauss incorporates a technique used 

by Wagner in the Act I Finale of Die Meistersinger. Strauss 

realized that the mglee caused by Walther's Trial Song 

bellowing out as a cantus firmus over the quarreling masters 

was exactly what he needed for the second ensemble. Krauss 

provided new lines in which the Italians parody the text of 

their duet: 
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Addio mio dolce acconto, 
Non piangere il nostro fato! 
A morire io son pronto 
Io povero disgraziato! 

(Farewell my sweet paycheck, 
do not bemoan our fate! 
I am ready to die 
wretch that I am.) 

Strauss set the text to the melody of the duet and now had 

the chaos he wanted.^ 

The two octets are crucial to the dramatic structure of 

Capriccio. They provide a climax in the stage action that 

is similar to an operatic central finale with a concertato 

and stretta, and they give the audience a necessary respite 

from the topics that have been discussed in the Fugal 

Debate. The Debate itself stands as the centerpiece of the 

examination of opera with all pertinent issues converging 

in one extended deliberation. In this way, Krauss and 

Strauss accommodate the structural needs on both levels: as 

a theoretical discussion and as theatrical presentation. 

14. Strauss, Richard Strauss, Clemens Krauss: Briefwechsel, 
117. 



CHAPTER IV 

THE CENTRAL SCENE—PART 2: 

THE DENOUEMENT 

The final portion of this long scene focuses on the 

reconciliation of the artists and the planning of an opera. 

It is four sections (see Figure 2): 

Figure 2. The Outline of the Central Scene's 
Final Section 

Countess's Invitation to the Artists and 
Homage Quartet 

Initial Collaboration 

The Count's Suggestion 

The Exits^ 

The quarrel comes to an abrupt halt as LaRoche silences 

everyone with an explosion of anger and proceeds to respond 

to the attacks of Flamand and Olivier. While he acknowl-

edges their talents, they have yet to make their marks in 

the theatre and, because of their non-participation, must 

accept responsibility for the generally deteriorating stan-

dards of the theatre. He himself has fought the battle by 

preserving the classics while waiting for new works of value. 

1. Scene IX proper ends with the Countess's exit. The other 
principals have no other business than to make their 
exits and Scene X dispatches that necessity so quickly 
that it should be considered as part of Scene IX. 

26 
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This leads him to the focal point of his oration: a chal-

lenge to Flaraand and Olivier to create the new operatic 

masterpiece for which he has been waiting. If they cannot 

do this, they forfeit any right to criticize him and his work. 

After LaRoche's monologue, the Countess seizes upon the 

opportunity to bring her vision of the theatre closer to 

reality. In supporting LaRoche's challenge to Flamand and 

Olivier to collaborate, she assumes the role of muse as 

Clairon symbolically leads poet and composer to her. 

LaRoche joins Clairon and the artists in the "Homage 

Quartet." This harmony is short-lived as LaRoche, in 

effect, begins setting down his guidelines for the 

opera. For Flamand he establishes the maxim, "Der Arie ihr 

Recht! Auf die Sanger nimm Rucksicht! Nicht zu laut das 

Orchester . . ." (The aria shall reign! Take good care of 

the singers! Keep the orchestra q u i e t . T o Olivier he 

advises, "Write sensible verses with many repeats. That 

betters their chances to be understood."3 He leaves no 

doubt that any opera produced in his theatre will be written 

as he sees fit. 

The question of subject-matter poses a problem. 

"Ariadne on Naxos" and "Daphne" are suggested (with musical 

quotes from Strauss's own settings of those subjects), but 

2. Richard Strauss and Clemens Krauss, Capriccio: A 
Conversation-Piece for Music in One Act, Op. 85, 
translated by Maria Massey (London, 1942), 257. 

3. Ibid.. 258. 
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again, the artists are looking to old solutions for modern 

problems. It is the Count who, out of malice, suggests that 

they produce an opera based on the day's events with 

themselves as characters. The young artists seize upon this 

idea with great enthusiasm but LaRoche, face to face with 

something truly avant-garde, is caught completely off-

balance. Now with all three on equal footing, there will be 

a true collaboration. 

This dlnouement settles the questions of cooperation 

and the topic for the opera, but raises a new question. Has 

the audience been watching the events at a chtteau outside 

Paris, or the opera resu 1 ting from those events? If it is 

accepted as the creation of Flamand and Olivier, the 

audience is now viewing the events and characters through 

the eyes of the artists. 

Olivier and Flamand create the character of the 

Countess out of their own affection—an affection reflected 

in their treatment of her in the opera. Olivier gives her a 

long solo scene at the end of the opera which inspires 

Flamand's greatest lyricism of the entire work. Madeleine^ 

indecision at the end of the opera tells us that she has not 

yet chosen between her suitors. Otherwise, their 

collaboration would have been very difficult if not 

impossible. 

Flamand and Olivier show themselves to be innovative 

artists with a solid sense of craftsmanship. They accept 
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what is useful in LaRoche's advice and reject the rest. The 

orchestra is kept quiet and the words are easily understood, 

but they accomplish this in a way that LaRoche could have 

never envisioned. The aria abdicates because Olivier 

provides prose instead of verses for a text, appropriate to 

a conversational opera; yet Flamand infuses a lyricism that 

prevents the opera from sounding like the continuous 

recitative that LaRoche abhors. New problems require new 

solutions. 

They provide a few exquisite jokes, as well. Flamand's 

response to LaRoche's advice on orchestra, "when you write 

the ballet, then let yourself go,"1* is to accompany the 

dances with an on-stage trio of violin, cello, and 

harpsichord—suitable for a single ballerina (Olivier's 

joke). Olivier asks Flamand which one of them will be the 

tenor. The composer, of course. As LaRoche insists upon a 

strong, effective exit for himself, his voice ironically 

trails off into inaudibility as he leaves with his 

colleagues. 

Viewing Capriccio in this manner is akin to viewing an 

Escher painting. Like the infinite staircase which ascends 

to meet itself at the bottom, so does the magic mirror of 

Capriccio provide an endless reflection. 

4. Ibid. 
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Strauss and Krauss demonstrate their sense of dramatic 

form and timing in the structure of this scene by presenting 

it in components small enough for an audience to digest, yet 

binding them together in a symphonic design thus giving it 

cohesion. The climax of the stage action, the octets, 

corresponds in form to the central finale of a Mozart opera 

while the denouement serves the same purpose as the closing 

finale. The Fugal Debate serves as a "central finale" of 

rhetoric so that this scene carries the weight of both the 

plot and the opera's thesis. 



CHAPTER V 

CAPRICCIO1S VIABILITY AS A STAGE WORK 

George R. Marek, certainly no champion of Strauss, 

makes the following comments about Capriccio. 

To en.ioy £Capriccio3 one must have an interest in the 
form of art it both represents and discusses. . . . 
It will never become a popular opera. How can two and 
a half hours of discussion be tolerated by a broad 
public?' 

Rightly so, Marek observes that Capriccio is a specialty 

opera, but confuses this issue with Capriccio's viability as 

a stage work. 

The true opera-lover has an interest in the genre and 

will enjoy Capriccio because it is an intelligent stage work 

that contains some of the composer's finest music. Its 

limited stage action is well-timed to maximize its 

effectiveness and hold the attention of the audience, while 

its characters are very strong and sharply etched. These 

elements combine to make for good opera, and Capriccio's 

understated eloquence should not detract from that. 

To fully appreciate this work and its meaning, one not 

only must have an interest in opera, but must do some 

preparation prior to attending a performance. In many great 

1. George R. Marek, Richard Strauss: The Life of a Non-Hero 
(New York, 1967), 303-30^1 
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works of art, plot and meaning exist on different levels. 

The opera-goer who simply follows the plot of Wagner's Ring 

enjoys the work, but does not begin to fathom Wagner's 

intent. On the other hand, the connoisseur who goes to the 

trouble of learning about the work and its meaning finds 

enrichment beyond measure. Why should Capriccio be 

different? 

The work, with its delicate construction, does present 

considerable performance problems. The singers, conductor, 

and stage director must be extremely sensitive to the 

purpose of the work and well-versed in the issues it 

addresses. On the subject of diction, Strauss himself, in 

his "Preface to Capriccio," suggests that "before the study of 

the score begins, the producer should arrange a few reading-

through rehearsals (solely based on the text) with special 

emphasis on the clearest possible pronunciation of 

consonants.The size of the hall is another important 

consideration—one that gave Strauss anxiety: "Never forget 

that our Capriccio is no piece for the broad public, any 

more than it should be played in a big house where only a 

third of the text can be understood. 

2. Richard Strauss, "Preface to Capriccio," Recollections 
and Reflections, edited by Willi Schuh, translated by L. 
J. Lawrence (London, 1953), 107. 

3. Richard Strauss, Richard Strauss, Clemens Krauss: 
Briefwechsel, 243 cited and translated in Del Mar, 
op. cit., Ill, 238. 
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While the work has achieved a measure of success in 

Europe, performances in the United States are rare.2* The 

unusual subject matter and the aforementioned performance 

difficulties must certainly play a part, but the root of the 

problem seems to lie with Strauss's reputation as a com-

poser. Many musicians reject his works after Per 

Rosenkavalier as inferior; partly because he adhered to a 

more traditional style and idiom than his contemporaries, 

and partly because his compositions of the 1920s and early 

1930s, while being good works, are uneven in quality, with 

glorious passages appearing side by side with skillfully 

written but mechanical ones. To reject those works outright 

is to do Strauss a great injustice; to disregard the 

resurgence of his artistry at the end of his life is 

to betray an ignorance of his late works. 

Strauss, with his reputation secure, was unconcerned 

with public opinion and did not intend for his last stage 

work to have the mass appeal of La Boh^me or Carmen. Like 

Verdi with Falstaff, Strauss wrote Capriccio to suit himself 

and, in so doing, left the world a superb legacy—his 

testament in music. 

4. Parts to Capriccio have been hired out only seventeen 
times between 1969 and 1983 with most of those being for 
performances of excerpts rather than full productions. 
Statement by Mark Wilson, Boosey & Hawkes, New York, 
January 9, 1986. 
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