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CHAPTER I
INTRODUCTION

Brahms's Place in Nilneteenth Century Musie

In 1833, when European society was in turmoil, polit-
lcally end intellectuslly, when Wagner was beginning to ut-
ter his thoughts that brought about a reconstruction of the
operga, and when a time of transition in musical composition
was about to take place, there was born at Hémﬁurg, Germany,
& person who was destlined to become the great musical in-
-fluence of his ege ~-- Johannes Brahms. By 1850 he was mek-
ing himself known in the muslc circles; he wss considered
in these early yesrs by composers like Schumann snd Wagner
as one of the great Romanticists-to-be.} The chronoleogical
chart on the following page gives a more complete picture
of the position of Brshmst's life in reletion to the lives
of other prominent composers of the nineteenth century.

Romenticism was glready beginning to show definite
slgns of decadence, and the classical spirit was re-entering;
a reaction in favor of classicism existed side by side with

romanticism. Wagner, the central romantic figure, had full

lHugo Leichtentritt, Music History and Ideas, pp. 236-

2387.
1
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intentlons of buillding masic for the future. He msde use
of Beethoven's constructive principles and of Weber's feel-
ing for moods of nature. Verdl and Blzet held to their re-
spective bellefs in music composition as opposed to those of
Wagner., Outside the field of opers 1t wss Brahms who was
able to build up, in 6pposition to Wagnerian ideas, a great
art iIn the filelds of instrumental, voeal, snd choral misic.?
Wagner represented the revolutionsry German type; Brahms
represented the more conservative type; the two composers'
gave a complete survey of the widely divergent, yet comple-
mentary Germanie spiritual traits that dominsted nineteenth
aentury'nmaie.a Brahms could have jJolned the revolutionary
party with Berllioz, Liszt, and Wagner, but he felt that his
artistic ldeals led toward the art of the gresat classieal
masters, Consequently, he became the lesding spirit in a
new movement which was really a counter-current to the
"Music of the Future." He felt that something had to be
done about extremely romentlc maslic, and insteed of compos-
ing in the admired free forms of the Romanticists, he re-
vived the vigorous sonats form of the Classicists. His
misic grows slowly in public favor because 1t is not easy
for the casual hearer to grasp 1lts inner splirit; however,
he 1s representative of his nation and of his time, snd has

been placed in the circle along with Rach and Reethoven,4

21vid. S1pid.

“Howard McKinney and W. R. Anderson, Muslc in History,
pp. 650-651. —
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With these great masters he retained vital kinship while at
the same time he was fully alive to the new sources of
artistic material and to the new emotionsl drift of the nine-
teenth century.

It is difficult to define Brahms's position in the gen-
eral field of music, but it hes been realized that he is not
only among the great masters but that he is also'one of the
greatest of them all. Along with Wagner, Bruckner, and Verdi, -
he has gilven the second half of the nineteenth century a
special signifiéanea.5

Brahms came slowly to symphonic writing, but by his
systematlc method of composition, he roée to the full height
of his mastery of the architecture of the classic form.

His four symphonies have taken their places among the mester-
pleces of their class, and the musicel world accords to
Bralms, the symphonist, a rank second only to Beethoven.®

In his chamber music he is without rival in the manipu-
lation of instruments, and the essential chastity of style
send 1ts economy of instrumental forces were wholly con-
genlal to the artistic constitution of the mind of Brahms.’
What he had to say was far more important than how it was
to be said; no one understood more perfectly than he the

vaelue of tone quality as a means of arresting the attention.

Sleichtentritt, op. cit., p. 241.

S0scar Thompson, Gyclopedia of Music and Musicians, p. 225.

7J. A. Puller-Maitland, "Brahms," Grove's Dictionary of
Music and Musiclans, edited by @. Grove, I, 447.
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Brahms was greatly interested in plano technique, and
his chief deslre was to get from it the utmost fullness of
effect -~ indeed, 1t may be said that he even oversteps the
boundary of the limitations of strictly planistic idion,

At times he seems to attempt orchestral effects on the key-
board. At least his plano music is not idiomatic in the
game sense as that of Chopin.

Schubert, Schumenn, H. Wolf, and Brahms are probably
the four greatest song writers -- gong writers such as no
other nation can approach.8 The source of Brahms's inspira-
tion was in his life-long reverence for folk song. Many of
his melodies possess beauty and 8implicity while the sccom-
paniment is very full and rich. His position in the world
of song is the natural outcome of his quslities of mind and
heart.

The history of German music in the second half of the
nineteenth century is often summed up under two headingsa:
Wegner and Brahms. Brahms, himself, had no personal feel-
ings against Wegner, but his followers were considered
Wagner's enemles, end Wagner's followers were considered
Brahms 's enemles., This situation existed for sbout thirty
years, but finally toward 1900, the musical world learned
thet both were great musicisns.® Hrahms's poslition in any

field of composition, except that of opera, was beginning

8Fawin Evans, Brahms' Vocal Music, p. 17.

9Leichtentritt, op. cit., p. 237.
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to be recognized as that of topmost level; therefore, the
world of art has justly accepted him as one of the supreme
masters of mmasic.10 |
General Nature of Choral Musicl
In the Nineteenth Century

Any conslderation of nineteenth.cehtury misle, If 1t
would aspire to any degrée of comprehensiveness, inevitably
deals predominantly with instrumental mmsic and opera.
There was progress in the field,df Instrumental virtuosity:
expansion of formal concepts in symphony, chamber muéic,
and sonata; growth and development of opera and song: and ,
in generel, a tremendous output of masical literature: How-
ever, enother aspect that was somewhet neglected by com-
posers was that of choral music. Yet it deserves consid-
eration as a necessary part of the whole picture of nine-
teenth century music.

To see the relative Importance of nineteenth century
choral music, let us review briefly preceding eras of music
history., All the development and progreSS in choral music
up to the sixteenth century culminated in Palestrina, Or-
lando di lLasso, snd William Byrd -*.the three greatest com-
posers of the Golden Age of Choral Music. The great madri-
gals and the magnificent liturglical masses and motets rep-

resented in the Catholic hymns and messes of Palestrina and

loThompson, op. cit., p. 2826.
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his contemporaries are illustrative of sixteenth century
choral music.

Although opera was the predominating musicsl interest
of the seventeenth century, choral music was still being
cultivated in both secular and religious forms. In addition
to Monteverdl's msny Itallan madrigals, he wrote spiritual
madrigaels and cmirch music.'l Heinrich Schutz and Henry
Purcell also ‘made great contributions to church music, in-
cluding‘well-known centatas, motet-like choral works, an-
thems, passions, and oratorios.

The eighteenth century was not a great choral era; but
some great choral mmsic was written. Bach's Hass in B Minor,
probably the greatest choral work ever written, belongs to
this era. Hls cantatas, passions, masses, and motets are a
revelatlon of his age. His work served as s stimulus to
ereation for his generation as well as for future genera-
tions, and his style and works were rediscovered in the
nineteenth century. Handel's oratorios, especially the
Messiah, Haydn's Creation, and Seasons, and Mozart's Masses
and Requlem are among outstanding chorai works not only of
the eighteenth but of all centuries,l®

Turning to the nineteenth century, we find interest in

chorel production still further removed from that of the

1lgar1 Wef, An Outline of the History of Music, p. 157.

121b1d., pp. 91-259. See also Doneld N. Ferguson, A
History of Musical Thought, pp. 107-307; and Leichtentrits,
_O‘En C'.'L:E. » ppo 90"'178-
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sixteenth century. There was definite interest in opers
and instrumental music, whereas choral music did not receive
such attention; however, it did have an importsnt place in
nineteenth century musiec.

Romentlcism (the term gensrally applied to nineteenth
century music), with its impelling spirit of freedom snd
with its insistence upon the individuel's right to express
emotions in music, aroused natlons which had not entered
into the so-called international contest. Music, e cultural
factor in the hlstory of the world, received greater bene-
fits from romanticism than did any other art; it ellowed
infinite reaches of the composer's imagination and stirred
within the hearer responses that the individual was sble to
feel strongly, yet was 1ncapgble of expressing definitely.l3

The later works of Beethoven are tinged with certain
elements of romanticism and he stands as The transitionsal
figure who bridged the gap between the older snd newer
styles of choral writing. He renewed the old contrapuntal-
polyphonic manner while the thematic development receded
somewhat. Although Beethovents choral stylé is instrumental
and not a good model, he established the style of modern
choral music.l4 He left no genuine chorael possibility un-
developed. It is true that he over-stepped the capacity‘of
volces, especially that of voices to sing high with comfort.

1%McKinney and Anderson, op. cit., p. 520.
l4yer, op. cit., pp. 265-266.
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Mendelssohn's mestery of vocal effect was unquestioned.
His style shows an intimate blending of classicsl and roman-
tle features. His two famous oratorios, St. Paul and Elijeh,
may not reach the depth of Handel's compositions, but they,
especielly Elijsh, belong to world literature and have head
strong Influence on the cultivation of chorsl msic.1®

The unceasing mixture of classic and romantic traits
recurring alwaye in different proportions can be clearly ob-

served In misiec of Schumann es well as Mendelssohn. He gave

the world an original and stimulating work, Das Paradis und

die Peri, which revived anew the seculsr cratorio, a form
where muslc alternstes with spoken text. - Max Bruck followed
Schumenn in the field of secular oratorio: he wrote dramatic
cantatas for mele choruses that also experienced a revival
in the nineteenth century.16

Hector Berlioz gave & dramatic turn to the oratorio,
while Franz Liszt entered upon a new path in the orsatorio
of ehurchly tendency by reviving the saint legend, creating
a new Catholic oratorio. He employed all stylistic forms
from the Gregorien chant and the a.éappella song of Pasles-
trina's time to the most highly developed modern composi-
tion. 17

At the head of the Itallan movement was lLorenzo Perasi,
who resumed the composition of orastorios. Verdi was & com-

poser in the operatic field and certainly not of religious

151v14., p. 283. 1671p1d. 171014, , p. 284.



10
music. Even his Reguiam'shows no trace of the same spirit
shown in Hequlems of other composers. The ldeals of church
mzslc realized by Palestrine in the sixteenth century were
forgotten in Italy.

England produced many oratorios, but her composers in
the nineteenth century did not gain general Europeen repu-
tation for thelr works. Stainer, composef of English church
misic, produced an entire library of distinguished choral
misic. His oraterios and cantatas with their simplicity
of construction have become quite popular.18

Another field in nineteenth century choral music was
church music., At the head of the church music was placed

Beethoven's Mlssa Solemnis in which everything was expressed

or reflected In the music, ILiszt and Cherubini followed
Beethoven in writing genuine church muslc. The Requiem
offered attrsction to composers and several were written
that revealed their greatness in following the styie of
old Italian church rusic and yet remeined modern.l9® A new
enthuslasm arose for the old a caﬁpella'art and attempts
were made to imitate it. This revival was instrumental in
bringing sbout reprinting the music of the sixteenth cen-
tury. Composers worked in conjunction with the old forms,

striving to give to religioﬁa muisic a less theatrical

18pavid Ewen, Composers of Yesterday, p. 405.

19Nef, op. eit., p. 285,
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character. It has been sald that sixteenth century vocal
polyphony was scarcely known in France until 1892.%20

So to the orchestral evolution, romsnticism was also
adding an expension and enrichment in choral music. A
large number of composers in oratorio and church muisic of
the nineteenth century adhered in general to the forms sand
ways of classical style with emphasis upon tonal design snd
formal development. From 1820 to 1910 the volume of dig-
nified choral music rapidly increased and also the variety
of its forms,2l

Brehms's Place in the Field
of Choral Music

Brahms rose to no greater heights than those exhibited
in his treatment of choral subjects. Today he is ranked st
the top among the grestest composers of choral music.22 He
used masses of voices that were best directed to themes of
seriousness, and displayed in these choral works the mes-
terly combination of old end new styles of writing. Bach's
style of writing polyphony was also Brahms's style, along
with nineteenth century harmonic idioms.%%® He was conscious

of the fate and destiny that were for all men; therefore,

2C1pid., p. 287.
?lwaldo selden Pratt, The History of Music, p. 599.

22Thompson, op. cit., p. 226.
25Evans, op. ¢it., p. 26.
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seriousness and earnestness seemed to be the keynotes of
his vocal compositions.®4 His works, in manner and spirit,
wefe modern, but they were managed with the full powers
which the earlier masters of the great chorai age developed.
Tovey says: "The greatest choral work which brings sll the

resources of Brahms's art to maturlty is his Germsn Requiem."29

Hanslick was by no means alone in his opinion that "since

Bach's B Minor Mass and Beethoven's Missa Solemmis, has

nothing been written of this kind which can take its place

near Brahms's Germsn Requlem. It was Brahms's masterplece

in chorel music."26 Msitland says 1t is "the greatest
achievement of modern sasered music in Germsny."27 It is of
guch great importance that without a knowledge of it neilther
& full estimation of Brahms's individual genius, nor the
signifieance of the latest epoch of music in general can 53
obtained. The score proves that he knew all the secrets of
fine choral writing and that he possessed a marvelous skill
in harmony and rhythm. Almost every page presents technical
difficultles which place 1t outside the plans of the usual
chorus.

Brahms also resembled Bach in that he was a true lover

241pid., p. 27.

25poneld Francis Tovey, Essay on Musical Anslysis,
p. 211,

28Hubbard, Oratorios and Masses, p. 380.

27puller-Maitland, op. cit., p. 446.
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of folk-misic.2® He was interested in the universal side
of buman nature rather than in its personal eccentric
aSpect.29

His splrit is one of atonement  and reconcillation:

fragedy 1s recognlzed end accepted; the purely human

longings and raptures revive; a passion of luxurisnt

besuty, and mingling joy and pain flows through his

msic, 30

Not untll the later years of his 1ife did Brahms reach

the summit of his powers in the field of choral music;
Evidence of the extent of Brahms's choral production 18 re-
vealed by the number of smaller chorsl works in sddition to
eight lerger choral works, including the Requlem. They are:
Song of Destiny, often referred to as the companion composi-

tion to the Requiem; Rhapsodie, a composition for alto solo

and male chorus; Liebeslieder-Walzer, vocal quartet and

four hand asccompaniment; Rinaldo, » centata; and Triumphlied,

his last great choral work,

Nelther a mere enumerastion of his choral works nor em-
phatlc quotations laying claim to his greatness in this
field can give sufficient appreciation of his greatness.

The moré one studies the scores and the more one hears these
masterpieces, the more inevitable is the coneclusion that
Brahms is the great figure in choral music in the third

guarter of the nineteenth century.

“8McKinney and Anderson, op. cit., p. 654.

297bid. *01b1d., p. 655.
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Significance of the Subject

A discussion of any grest composition needs no justifi-
cation, especially when it is dealing with new aspects of
the subject. Brahms's Requiem is no exception to this.
There are certain reasons why the subject under considera-
tion merits special sttention. It is therefore the purpose
of the present section to bring out the factors which make
this subjecet of considerable significance.

Let us first consider the sall-important aspect of the
existing bibliography. There has been a tremendous amount
of work published on Brehms and his works, The following
discussion 1s for the purpose of presenting the outstand-
ing features of some of the most important of these works.
Only materisls having a bearing upon the present subject
have been considered.

In Essays in Musical Analysis, volume five, Tovey has

enalyzed the themes as they oceur in the course of the

words from the suthorized version of the Prayer Book. ©1

He dwells on the completeness and intensity of Brahms's
poetic inslight into the words he chose, and on the musical
symbollsm of the setting.

Walter Niemen explained in his book on Brahms®2 the per-

sonal message in each of the seven movements. In another

Slrovey, op. ¢it., v, 211.
Sewalter Nleman, Brahms.
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book on Brahms by Gelringer, the events that caused Brahms
to write the Requiem were discussed. 5%
In Brahms' Vocsal Music, Evans expleined why the term

Requiem, as spplied to this particular work, must be taken
in the sense of a composition in honor of the desd. 1In ad-
dition to the explanation of the title, he related incidents
ettending the original production of the Reguiem.54

There ls a genersl discussion of the German Requienm in

connection with Triumphlied and Rhapsodle in Grove's Dic~

tionary of Music and Musicians.®® The fact is polnted out

that these three compositions mark the culminetion of
Brahms's art as a choral writer, and that in them is
touched a point of sublimity that had not been reached
since Beethoven. They throw strong light on the master's
religion, permitting his mind to dwell upon the mysterious
problems of humen destiny.

Thompson points out in the Cyclopedia of Musie and

Musicians that the German Requiem 1s unigue in that Brahms

used texts freely chosen instead of the familiar liturglcal

phrases of the Mass; second, because it swiftly became known

and admired, definitely establishing the fame of Brehms.
Other refsrences which we have examined deal with the

Requiem from aesthetic, historical, and biographical points

S%Karl Geiringer, Brahms.
54Evans, op. e¢it., p..163.

5%Fuller-Meitland, op. cit., p. 446,
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of view, but completely neglect the technical and analystical
phase of the subject.
Let us nbw turn to another factor that makes this study

of considerable significance. The Germsn Requiem is the

most lmportent choral work end the most widely known com-

position of thils category since Beethoven's Missa Solemnis.

It 1s not a setting of the Catholic Mass for the dead, but
it 1is a requiem with = seriptural text.%® Since Brahms's
knowledge of the Bible was universally thorough; his cholce
of words and sentences and their reflection in the msic

gave 1t the megnificence that places it in the class with

Misse Solemnis. Tt represents Brehms's unorthodox but pro-
foundly sincere religious philosophy. ¥vans says it is
"devoid of creed but not of religion.”sv Though the Mlssa
Solemnls contains greater pages, it also conﬁains many far
inferior to any iﬁ the Requiem. The first half of Beethoven's
Mass 18 s0 far below the level of the rest as to make

Brahms's Requliem the most consistently written choral work

since BRach's B Minor Masgs and Hendel's Messiah.58 -Becsuse

he insisted on form and careful, intellectusl menipulation
in his writing, he wes thought of as having renounced
imaginetion and forsaken feeling, but he combined old meth-

ods with new methods in such a way that he perfected quite

S61ovey, op. cit., V, 211. 3TEvans, op. cit., p. 164,
3%Robert Haven Schauffler, The Unknown Brahms, p. 343.
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independently a style of his own. "No other composer demon-
strates more completely the searching phllosophy of Schu-
mann's dictum: 'Mastery of form leads talent to ever-
increasing freedom. 1159
This style of writing perfected by Brahms belongs to
the latter half of nineteenth century music, and it is al-

most an Indisputeble fact that hls German Requiem is the

most 1mportanttchoral work since 1850,

Now we shall turn to two lsst factors that are not un-
Important in the significence of the subject -- avdallsbility
of material and personal interest. The library of the
North Texas State Teachers College, Denton, Texas, having
recently purchased s microfilm copy of the Breltkoff and
Hertel edition of the complete works of Brahms, affords an
unusual opportunity for a more detalled study of Bralms's
choral style. The microfilm was made by the Division of
Music st the Library of Congress.

An unusual opportunity to hear and perform this work
has been afforded st North Texas State Teachers College by

the presentation of the German Regulem in the summer of 1941.

Furthermore, a Brahms Festlival, including another presenta-
tion of the Requlem elong with outstanding compositions of
Brah#gms in other media, 1s to be given during commencement

week of June, 1942. Xot only does this type of emphasis

S9mhompson, op. cit., p. 225.
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promote interest among students and faculty, but it also

serves as a stimulus to detalled study of the German Requiem,

thus intensifying the lmmediate importance and personal

significance of the subjeect.

Frocedure

Method of investigation. -- The following steps were

necessary in meking preliminary study of the subject:

1. An investigation of the bibliography on the problem.

2. 4 survey of the critical iiterature in the genersal
field of chorsl music pertaining to the general history and
development of chorel rmsic as the background.

3. A detalled study of the score to determine the
characteristics of each element of style, and tabulation
of statistical material. Exsmples illustrating various
cheracteristics were listed.

Method of presentation, -- Characteristics that deter-

mine Prahms's choral style are discussed in approximate
order of thelr ilmportance. Chaplter II deals with rhythmic
material, sub-divided into such sections as metrical treat-
ment, Irregular sccentuations, unexpected syncopations, and
cross rhythms. Chapter III deals with choral techniques;
Chapter IV deals with form; and Chapter V, the finsl chep-
ter, 1s a summary outline of Brahms's choral style.

Figures 1llustrating all the characteristics listed

and discussed in thils study are labeled as to page number,
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score, and measure or measures. All references are made

to G. Schirmer's edition, vocal score with pilano accompani-

ment .



CHAPTER II
REYTHM

Heving considered in the preceding chapter the general
characteristics of Brahms's choral type of writing, we shall
now turn to the mﬂré specific qualitles -- gualities which
make hils music what it ls, and whieh distinguish him most
conspleuously from other composers.

Throughout the German Requiem the rhythmical feature

1s one of extreme importance. Bralms's freedom of rhythm
is just as much a welding of the old and the new as his
spplicaticn of classlcal form to modern purposes.* His
love for metric and rhythmic intricacy is obvious in this
particular work, as 1t 1s in his instrumental music, and it

is with these two characteristics that this chapter deals,

Metrical Scheme
Let us examine Teble 1, which reveals Braehms's metricsal

plan for the German Requiem.

In Parts I, V, and VII, he employs 4/4 meter throughout:

*

in Part II, he alternates 3/4 and 4/4 meter; in Part III, he

lRuller-Maitland, op. eit., I, 452.

20
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TABLE 1
METRICAL PLAN

i

Humber of Messures
in Each Part
Types of Meter Total

I (I (IIT|IV| V| VI |VII

Measures in 4/4 meter. | 127|126 92 75| 78 | 152 647
Meesures in 3/4 meter. 136 155 113 404
Measures in 4/2 meter. 36 142 178
Measures in 3/2 meter. 60 60

Total..... | 127|262 (188 |155|75|330 | 162 | 1,289

uses 4/4, 4/2, and 3/2; in Part VI, he alternates 4/4, 3/4,
and 4/2. This study shows he was rather fond of using triple
meter. Of the total 1,289 measures, there were 464 of them
in triple meter.

Brahms was also fond of making basic shift of meter
without a change of time signsture. Part IIT illustrates
this characteristic: Measures one to thirty-nine sre writ-
ten in 4/4 meter; measures thirty-nine and forty are in 6/4
meter without a chenge of time signature; measures forty-
one to forty-seven are sgain in 4/4 meter; measures forty-
eight to sixty-five show a combination of 6/4 and 4/4 meter.
Figure 2 shows the combination of €/4 and 4/4 meter:
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Fig. 2. ~=~ Combinsation of
6/4 end 4/4 meter.
Rhythmiegl Devices
Syncopation. -- Brahms's irregular accentuatioﬁ and un-

expected syncopation give Individualism to his choral works.
Several examples from the Requiem willl show how extenslvely
these devices were used, The most frequently used psasttern
is the one 1llustrated in Figs. 3 and 4, where the quarter
note or quarter rest on the first beét 1a followed by the
accented second besat.

This was used 106 times, being dis-

tributed in all voices and used in all seven movements.
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Fig. 4., -- An exemple of
irregular accent on second beat
preceded by a quarter rest.

The next most fregquently used pattern in his method of
syncopated rhythm is found in Pigs. 5 and 6, where a note

of & given value is tiled over the bar-line to & note of half
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its value, causing the accent to fall on the second half
of the first beat in the new measure. This pattern was
found forty-six times, and it was used In movements II,

I1I, V, VI, snd VII.
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Filg. 8. =« An example
of syncopation where the
quarter note is tied over the
bar-line to an eighth note.
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Flg. 6. «- An example
of syncopation where the half
note is tied over the bar-line
to a quarter note.
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The third most frequently used pattern for syncopeted
rhythm is found in PFigs, 7, 8, and 9, where a note of a given
value is tied over the bar-line to a note of the same value,
causing the accent to fall on the second beat. This pattern
was used twenty-eight times in movements I, 11, vV, VI, and
VII.

Pﬁﬁ Y Solo

.
l& ;:? Y S -
7 i — 1 s )

b‘oﬂ'tf 8‘4#"‘ J'on’ '/t:'l < l‘r 7pwf \Tm’

Fig. 7. -~ An example of synco-
patlon where the eighth note is tied
over the bar-line to another eighth

note,.
P-4 ;;\.‘3‘:%“'-_;9\3“4
z £ !b-?'-%_-** el
= maaa :
L‘f- - «--e.u-é# Lﬁo""--ﬂ';‘\?

Fig. 8. =- An example of synco-
ration where the quarter note is tied
over the bar-line to another quarter
note, -
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Fig. 9. ~- An exemple of synco-
pation where the half note is tied
over the bar-line to another hslf
note.
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These three patterns are typical of Rrahms's chorsl

style and were found not only in the German Requiem but also

in his other choral works,

There are numerous other patterns that are typleal of
Brahms's style and often employed by him for syncopated ef-
fect, yet they are not used so extensively as the three
preceding ones,

Flgures 10 and 1l reveal a pattern found frequently

in the sccompaniment and vocal score of the German Requiem

and other compositions of Brahms,

Pde 845 2-3 Seko
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w 1t

St - :
W ] L | o R
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. : . _ :
how-- {eit - (:e :J-a.ﬂa.-fﬂn ‘re?u he;—ﬁmj four

Flg. 10, ~- An example of
syncopation in the vocal line
where the sasccented eighth rest
is followed by three eighth
notes.

Pr3 54 -3 o g

AR | ,lr 1 l/_
- -
Fig. 11. «- An example of
syncopation In the accompsniment
where the accented eighth rest

is followed by three eighth
notes.

Cross-rhythms. -- In sddlition to syncopation, Brahms

uses cross rhythm to such an extent that it too has become



- 27
one of hls distinctive characteristics. Figure 12 shows
his use of the two-agalnst-three between the voices. The
three upper voices feel and sing four beats to the messure
while the bass voice, through accenfing the fourth beat,

actually feels three beats to the measure. Flgure 13 shows

: =
= P =
L 1 1
[TA To Xi-
.‘-‘:_g__.._-._.;a__ﬁ
1 i - — 13 P LY i
Wwhn To ZI r— o TYC~ Joit - -

Fig. 12. -- An example show-

ing cross-meter of two against

three between voices.
his use of the two against three between chorus asnd orches-
tra only, not in chorus alone -- a feature used in all his
works examined.,

In summing up the rhythmic style that charscteriged

Brahms, we see thgtdhis free-handling of the bar-line with
irregular accentuaﬁions, and his use of syncopation and

conflicting rhythms give individuslism to his choral works,
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Fig. 13. -- An example show-
ing cross-rhythms of two against
three between voices and accom-
paniment.

The consistent use of these unusual rhythmic patterns in

the German Requiem and his other choral compositions gives

rhythm the distinction of being the most important element
of Prahms's choral style.




CHAPTER III
CHORAL TECHNIQUE

Combinations of Voices

Four and three-voice combinations. -- Brahms's prefer-

ence for four-part writing is evident in the faet that of
the 1,289 choral messures in the entire composition, 798
of them are for the combined soprano, sltc, tenor, and bass
volces. He was also fond of combining three voices, es-
peclally bass, tenor, and altol -- 2 combination found in
fifty-nine measures -- and soprano, alto, and tenor,2 which
was found In twenty-six measures.

Two-volce combinations and solo choruses. -- Brahms uges

all six of the possible two-voice combinstions, 1. e., 34,
ST, 8B, AT, AB, and TB. The two most extensively used are
the tenor-bass,® which was found in twenty-eight measures,
end the alto-tenor,? found in nineteen messures. Table 2

(Farts I, II, III, IV, V, VI, and VII) will show numerous

ler, scoré, Part I, p. 12, 8. 4, m. 3-4.
2Part VI, p. 82, s. 1-3, m. 1-10.
Spart VI, p. 77, s. 2-3, m. 2-6.
dpart I7, p. 14, s. 3, m. 3-5,
29
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TABLE g

COMBIRATION OF VOICES

%

Fart I

VYoices

Divigions of Part I

Total

Intro.| A| B| ¢| D| E
Combination of volces:
Bass-tenor-glto-
=Tey o of - 5.+ [0 JUR 12 16|13 | 5|16 |28 8
Bass-tenor-glto chorns 21 2| 2 8
Bess-tenor c¢horus..... 21 3| 3 8
Bass~-goprano chorus... 1 1
Tenor~gopranc chorud.. 1
Volces used slone:
AltO ChOTUS. . vetnnasns 2 2
Tenor chorusS.veevrenne 2 4
Sopranc chorusS........ 1
Part II
Divislions of Part II
Conmbination To-
of Voices tal
Al BIC|D|E|F| G| H| IIXK|lLIN ¢
Basg~tenor~
alto-soprend 6 (11 | 8 126 5(11(14|12(16 (24|12 i4 ; 163
Basg-tenor-
alto chorus|/ll| 5 | 1 11} 5 6 1 41
Soprano-salto
chorus.....| 2 2 4
Alto-tenor
chorus,..... 4 4 2 10
Soprano-tenor
chorusg..... 2 5 2 9
Soprano-alto-
tenor chor. 2|2 1 5
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TABLE 2 -- Continued

%

Combinstion

Divisions of Part II

of Voices

E|F H K

To-
tal

Soprano a-
Jone (cho-
TUS)ei....

Bass alone
(chorus)..

Tenor slone
{chorus)..

Alto alons
(chorus)..

B B O

Part III

Combination of Voices

Divisions of Pert III

TO-

Intro.| Al B E

tal

Baritone s0lo...vc.....
Baritone solo and

(63 sTuh 12+ ¥ TN
Pour-part chorus.....
Soprano-alto~tenor

[+) oTo) o F- F
Soprano-tenor-bass

(133107 o V- S
Tenor-alto chorus......
Tenor-bass chorus......
Tenor chorus..eeee..

LN ]

LI

15 1612811

10

16119 10

50

13

12

73
10

RN
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TABLE 2 ~- Continued

Part IV
Divisions of Part IV
Combination of Voices : Total
Intro.| Al B| C|D
Four-part chorus....c.veees. 18 | 28{38|20 |9 113
Alto-tenor-bass chorus...... 5 5
Alto-tenor-soprano chorus... 3 5
Sopr&no-bass choms- L I A I Y 5 5
Soprano-tenor chorus........ 4 4
AltO—baBB GhOI‘uS......-...-- 6 6
Alto-tenor Ghom}.S. L I B NN SRR 4 4:
Tencr-bass Chorus8. . ceeee o, . 2 2
Tener chomsliit.OIIIlboﬁ‘ai 9 9
Fart Vv
Divisions of Part V
Combination
of Volices Total
Intro.| A|B|C|D|E|P|lg|H|I

Soprano solo..., 10 58 (6103 42
Soprano solo

and chorus,... 5 3 7|5 20
Pour-part

ChOTruS8. cvunvne 3133 3 12
Soprano solo

end bass

CHOTUS. veveass P 2
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TABLE 2 -- Contimued

MM

Part VI

Combination

Divisions of Part VI

TO-

of Voices
Intro.| A} B{ €| D| E

FIGIH

K

tal

Four-part
chorus...... 20 B30 |22(25
Alto-soprano~
beass chorus.
Alto~-goprano-
tenor chorus
Alto-tenor~
bags chorus.
Alto-tenor
chorus...... 2
Alto-~soprano
chorus...... &
Alto-bass
ChOTUS. v u v s
Tenor-hass
chorug.cseee
Alto chorus... 2 7
Sopreno chorus
Bass chorus...
Tenor chorus..
Baritone solo. 20 314
Baritone Bolo
and chorus.. 7

31| 8| 6

15

14

10

10

10|20 | 219

-
o

(€] | e

Part VII

Combination of Voices

Divislons of Part VII

Intro;

D

Total

Fgur"part Ghoms..-.....-..-.-.....-.
Alto-tenor-bass ChoruB. .. cecsenens..
Alto-tenor-sopranc ChoOruS.......v....
Alto-bass ChorUB..s. i rnnnonennns
AltO-S0DTENO0 ChOIUS . eerunerunnnnennn.

17

20

& 0

22

AR OWm
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TABLE 2 -~ Continued

=2==ﬂ=====::====:mm=====mmm==r z===mmm==x=nmm=z=twmﬁn==wﬁm
Divisions of Part VIT
Combination of Voices Totel

Intro.{ A{ B!l ¢! D
Tenor“bass Ohﬁruﬂ.........o... 6 2 8
SOPran0 ChoruS. ieeerernesnsen 8 a8
Bass chﬁmSQOOQOIIOOQDCIOOOIOO 8 2 10
TenOT 0TS s s veoronnnsnneens 87 15
A—lto c:h.Orus-..-..;..;-o;--o--o 2 2
Summary

Number of Messures: Parts
Combination of Voices Total

I|IT [IIT| IV| v| vI |VvII

Sopranc-alto-tenor-

tass chorus.......... | 98 |183[100|113/12|219 | 93 | wes
Bass-tenor-glto chorus. & 41 5 4 3 59
Soprano~alto~tenor

ChOTUB. covenisnnncnn 5 3 15 3 26
Soprano-tenor-bsass

ChROYUB. e eenverennnnss 3 3
Soprano-alto-haas

ChoYUS. . ioiivnnnnnnes 4 4
Bess-tenor chorus...... 8 3 2 7 8 28
Bass-gopranc chorus..,. 1 5 6
Tenor-soprano chorus.., 1 9 4 14
Alto-soprano chorus.... 4 7 4 15
Alto~-tenor chorus...... 10 3| 4 2 18
Alto-bass chorus....... 4 2 3 9
Alto chorus......vveuss 2 3 19 2 26
Tenor chorus..veevenes, 4 3| 3 9 4 | 16 38
30prane chorusS....se... 1 1 1l 8 11
Bass ChOorus.veveencens, 9 3 10 22
SOpranc S0l0...veeias,. 42 42
Joprano sole and chorus 20 20
Soprano solo and bass

1.3 aTok o ¥ B P P
Baritone solo.......... 73 37 110

Baritone solo and
chomS--t.aoconno-ooc 10 7 17
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other four-, three-, and two-voice combinations used by
Brahms in the Requiem. It will also reveal his use of the
solo chorus in all voices, The tenors were given thirty-
eight measures® throughout the study and the bass section
was given twenty-two measures,5 while the sopranos and altos
were glven fewer. 1In only three instances were parts given
to individual soloists ~- soprano and baritone -- and they
were supported by the chorus in thirty-nine messures of the
191 given to them.

Thls statistical study of the voice combinations re-
veals another method Brahms used to secure variety, to pro-
duce beauty of pure sound, and to give best expression to

the idea of the text.

Range of Voices
Teble & (Parts I, II, III, IV, V, VI, and VII) shows

the extreme compass of the voices indicating the lowest

tone and the highest tone for each of the different voleces
in esch movement of the Requiem. Each of these voices has
8 certain range of notes, equidistant from the extremes of
its compass, within which the main part of the vocal notes
lles. Brahms conformed to natural compass of the different

volces, keeping each volce part in its own domain.

SPart VII, p. 93, s. 1-2, m. 2-7.
Spart II, p. 21, s. 3, m. 1-5.
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TABLE 3
RANGE OF VOICES

Volces Lowest Highest Interval
Part I
80pPran®.......| ¢! a" 8va £ M6
1t
Alto.......vv.| & a° 8va £ 4.5
TENoOrysswe....| ! al 8va £ M3
Ba8S..ieuevs..| F at' 8va £ mé
Part II
Soprano.......| bP pb" 2 8va'sg
Alto..oiueuvud £ a" 8va £ M6
TONOrvevneer.| 8P a Bva £ A.4th.
Ba88.vser-nun,| F an 8ve £ M5
Part III
Soprand.......| a BP" 2. 8va's £ mg
Alto...vvoau..| g e 8va £ M6
Tenor‘......-.. C' Bb" 8va / m'?
BEBS.eeeeanen.| @ e! 8va £ M6
Baritone sclo
TaNge..,....| A £ 8va £ mé
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TABIE 3 -« Continued

Volices Towest Highest Interval
Part IV
SOPTENO. v 'rnnn., ar aP" gve £ dim 5
AltO..ieineivnnn. bP o0’ 8va £ P4
b <3 T+ & PR db' ab" 8va £ P5
BESS. ciirernsnaas G P’ 8va £ mé
Part V
SODYBNO0. v s evnenns C#1 g" 8va £ 45
Al60. . eveenennann a c" 8va £ m3
G153 +1<3 N g! a" 8va £ P4
1 1 D ¢ ar 8va £ PH
Sopreno solo 41
TERZE. cornosenne f a 8va £ m3
Part VI
SOPYrans. . vevenva. b al Bva £ m7
AlEO.usucernnnnn, g e 8va £ N6
TeROT . v v evvsnrnns ¢ at 8va £ mé
BASS.eeerrneennn. D et 2 8va's £ m2
Baritone sclo
TONEC. v aurers.. o £ 8va £ P4
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TABLE 3 -- Continued

E P T e e e
Voices Lowest Highest Interval
Part VII
107 o8 o -¥ 5 Lo JAPUNPININ e! - at | 8va £ W6
ALEO.viieuinnnenns g’ an 8va £ 4.5
TeNnO . s eeessnonnes Q! gt gva £ P8
ol Y- - J E e’ 8va £ M7

In examining the range of voices used by Bramms in the

Germen Requiem, we find the exitreme compass for the soprano

1
volce including notes between a and bb -~ two octaves plus

& minor second. However, most of the soprano writing is
within the tessitura of the sopranc voiece which ranges from
g' to f". Of course, there are many passages that are
above or below this average range, but the extremely high
or low are not notes difficult to reach, becausé Brahms
understood the voice and knew how to approach extreme

notes,

HJorizontal Intervals Used

We studled the score of the German Requiem from differ-

ent angles concerning Brahms's treatment of harmonic end
melodic progressions, and the types of intervals used, The

first consideration will be given to horizontal intervals,
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The two factors that belong to this consideration will be
the character of the motion of the parts, whether similar,
contrary, or obligque, and the character of interval progres-
sion, by step or by leap.

In this particular composition it haes been discovered
that Brahms's most usual treatment of horizontal lines is
contrary motion -- an element which best exhibits his per-
fection in writing contrapuntal form. The melodic inter-
vels used prinecipally were the ususl major and minor sec-
onds, major and minor thirds, perfect fourths and fifths,
major and minor sixths and perfect octaves. Table 4, &
summary of types of interval skips in the Requiem, will
show just hor extensively each is used. The fact that
EBrahms used augmented and diminished intervals in horizon-
tal progression indicates that he did not strictly follow
Palestrina's style in treatment of melodle intervals,
which was simple and diatonic in progression.

There are passsges in the German Requlem that are very

difficult to sing in tune due to the faet that Brahms's
treatment of horizontal movement of different voices in-
cluded devices that csused the music to look or sound daif-
ferent from what it was gctually meant to be. One of the
devices used was interval Skips and resolutions thet pro-
duced the feeling of modulating to a nearly relasted key.
Flgure 14 illustrates this in the bass line of the voecal
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TABLE 4
TYPES OF INTERVAL SKIPS

e

Voices m? | M7|P8Bva| Extra

Part I
So- ab,x b
pranc | 44| 60| 26| 17| 19 5 el 1] Aug. 2
Alto.. | 43| 45| 11 13| 15| 2| 710 8 a® v bs
Dim 3
Tenor. | 37| 79| 26| 17| 16 4|14 2| 3
Bess.. | 33| 41| 21] 15| 23 2 | 20 3] 1 4
Total. 157 [235| 84| 62| 73 | 2 |13 | 58 l2 | 7] 1 4
Part II
So=-
prano | 73| 83| 34| 27| 31 2/15| 1| 6| 2 9 |aug. 2
Alto.. | 65|124| 36| 19| 22| 2| 2] 16 30 8] 1 8 [(2)
Dim 4th
Tenor. | 65(109| 54| 31| 46 | 2 17 5| 8 2
Bass.. | 53| 96| 26| 26| 32 | 1 39 o] 5] 2 24
Total. 1236 412150108 [133 | 5| 4| 87| 1|23 |23 | 3 43
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TABLE 4 -- Continued

Volces | m2| M2 | md | M3 | P4 | A4 | D5 | PS5 | AD | mb6 | M6 | m7 P8va | Fxtra
Part IIT
GO
pranoc | 76 (126 | 49 | 23 | 20 & 4 &6 8 7 2
Alto.. | 75| 99| 38| 20 | 21 P 14 4 2 2 |IDim 4
Aug. 2
Tenor, | 95;144 | 55| 30 | 25 7 2114 5 4 1 Dim 7
g# A f7
Bass.., | B1|100 | 36 | 21 | 28 13 4 1 2 8 |Dim 4
Total. (2974690 179 | 94 | 84 | 12 6 | 47 16 | 14 3 iz
Part IV
S0« -
preno | 51 66 | 221 14 | 11 1 2 & 1 1
Alte., | B9 701 16| 18| 12 4 8 1 1
Tenor, | 47| 85 | 23 6 | 20 2 2112 1 2 1
Rass,, | 52| 831 26| 15 | 26 1 3| 9 1 1 1 5 [Dim 4
Total. |209|304 | 87 | 53 | 69 4111 |35 3 B 2 8




42

TABLE 4 -- Continued

Volcas| m2

Part V
B0~
prano| 21| 28| 14| 1| 6 1
Alto..| 21| 25| 12 4 5 2 Dim 4
Tenor.| 28| 27| 11| 7| 4 1| 2 2
Bass..| 11| 14| 17| 6| 15 7 1| 3
Total.| 81} 94 54| 18} 30 1|11 2| 5
Part VI

S0 1ldim 4
prano| 98|185( 62 51| 38 1111 1| 2 2| 1 2 |1 aug 2

1 Comp.

M2
Alto..| 67|189| 73} 421 25| 2| 6|10 6] 4 2 |2 aug.2
_ 2 dim 3
Tenor.| 140|146 | 65| 46| 34 | 1| 3|11 | 3| 4| 1 2
Bass..| 100(108| 49| 39| 73 4| 36 6| 3 10 |2 Comp.
m3

1 Comp.

- M3

2 dim 3
Total.| 305 (598249178 |170 | 3| 14 (68| 4|18 10| 1 18
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TABRIE 4 -- Continued

S5 | P51 AS | mo | M6 | m7 | M7|P8va

Extre
Part VII

S0~

prano | 44| 83| 26 (15 (10| 3| 3 6 1 Dinm 4
Alto.. | 82| 73| 28| 13 | 11 7 1 2 sug. 2
Tenor. | 60| 88| 45| 18 | 10 1 4|1 7 3 2 aug.2
Bass., | 45; 71| 3| 8|19 7 11 1 Comm

pound
M3
Total, [201 (3158|101 | 54 | 50 41 7|87 3| 4
Types of Interval Skips in Solo Parts

3¢-

prano,

Part V1 41 83| 36 | 9 |11 21 2 5 2 aug.2
Bari-

tone,

Part

ITI...| 24| 50| 11 {18 | ¥ 31 3 i
Bari-

tone,

Part

VI.... 181 15| 7 5 8| 1 6 1 2 2 dim 3
Total..| 80 |128 | 54 | 32 | 26 31 B! 14 2 2
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Summary
Parts
Intervals Totel
Soles| I | II |III{ IV| V| VI |VII

Minor 2nd....vcvvvvnnn. 80 (157|236 | 29720981395 | 201 | 1,656
Major 2n@...covvvennnas 128 |235|412 | 46930494 |598 | 315 2,558
Augmented 2nd,.......... 2 1l 1 1 3 4 12
MAnor 3rd..scecessceca, 54 [ 841150 |179| 87|54|249 | 101 958
Major 3rd....coeceennees 32 | 62103 | 94| 53(18{178 | 54 594
Diminished 3rd....o.... 2 1 4 7
Perfect 4th,vviveuen... 26 [ 73133 | 84| 69{30(170 | BO 635
Augmented 4th.......... 3 2 5| 12 4 3 4 28
Diminished 4th......... 2 2] 1 1] 1 1 8
Perfect S5th...veeesece. 14 | 88| 87 | 47| 35(11| 68 | 2v 347
Augmented 5th.......... 1 4 5
Diminished 5th......... 5 | 13| 4 61 11f{ 1| 14 7 61
Minor 6th....ccoveeenn. 2 |12 23 | 19| 3| 2| 18 3 75
Major 6th.veveevenees.. 71 23 | 14| 5| 8] 10 4 68
Minor 7th..icesvivnvnn. 2 1 3 & 2 1 12
MaJor Teh.uieeeanvenenne 1 1
Diminished 7th..eeu.... 1 1
Perfect 8va..vv0veevn.. 3 4|1 43 | 12| 6 16 4 88
(8va # m3) compound m3. 2 2
Compound M3....ceveuun. 1 1 2
Compound M2.......00... 1 1

score where the interval skip of an octave plus a minor

second resolving downward a half step gives the feeling of

direct modulation from the tonic chord of A minor to the

domwinant seventh chord of ¥ major.

Brahms's treatment of the resolution in the accompani-

ment ageinat the entry of the voice on what seems to be the
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Fig. 14. -~ An example of an interval
skip of sn octave plus a minor second in
the bass line of the vocal score.
leading tone of a new key makes the interval of a fourth

almogt impossible to sing in tune. This device 1is 1llus-
trated in Fig. 15.

Brahms's use of augmented intervals, diminished inter-
vals, and perfect octaves, enharmonically spelled, are
other devices thal cause passages in the Requiem to be
difflcult to sing in tune. Figures 16, 17, 18, 19, 20, 21,
and 22 1llustrate these intervals found in the Regulem.
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Fig. 15. -«- An example of a fourth
between accompaniment and bass entry
of vocal score.
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Fig. 18. -- An example Fig. 17. -- An example
of an augmented second of a diminished third found
found in the bagss line. in the alto line.
. . ! T P8 38 7 Soke
"B3TS & I alTe | : )‘f o—X . o~
Foreee e R ow_ SR
i .Cr’*— al -Touier.&er | how---~ beit how
Fig. 18. -- An example Fig. 19. -- An example
of s diminished fourth of a diminished fifth found

found in the slto line. in the soprano line.
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Fig. 20. -~ An exemple of s dim-
Inished seventh found in the tenor

line.
, _ . % J _ .
238 -84 |8 Tenor
Pae St 2-3 RLTO l b }l _’é“q\ e" b‘?:-\ﬁ’
Mﬁ £ — - J b i : i .
Now, L ord, ‘:ow :*'.’.-J)wk-d' ‘OI—? | 1 warf-— /,y? whal W‘&if o"r?
Flg. 2l1. =-- An example Fig. 22. -- An example
of an octave plus a fifth of an octave skip spelled
in the alto line. enharmoniously in tenor

line,

Vertical TIntervals Used

Though the vertical aspect of the voice moverment is not
80 importent a factor as the horiszontal aspect of voice
movement, 1t deserves some consideration and careful study.
The tessitura of the varlous parts, verticecally, 1s of great
importance. The parts are usually kept equidistant --
neither too far apart, which will cause thinness, nor too
close together, which will produce a muddy effect. How-
ever, unusual spacing is used for umusual effect. When the
upper volces are at a distence of not more than a rfifth or
a slxth from each other, and the lower voices are srranged
at a distance of a fifth, octave or tenth from esch other,

the distance between them is considered normel. Generally
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speaking, Brahms observed these practices very carefully
and, as & result, there is medium range of distribution be-

tween the volce parts throughout the German Requiem. How-

ever, he did use, sparingly, some very close chords, but
they were always used with the text in mind and for a cer-
tain reason, and were approached or followed by chord pro-
gressiona that are typicsl of Brahms.

Figures 23 end 24 illustrate widely separated chords
that are found (seldom) in the Requiem:

T

g dPssaes 1 !g 93 2~

e —— —
—ph E:‘t—.!—"* S GE=2 et ==
<a> 1 E -~ | ‘ h ’4\‘ N — |
e —o = St ESss=Snl s s
') - ) < . | n L _{—"‘"":\‘ .
e =" Em — ==
# H b L] & i ' ? ¥ n
=Fe—trrt BE s S ===
Flg. 23. -- An example Fig. 24. -~ An example
illustrating widely sepa- i1lustrating widely sepsa-
reted chords, rated chords,

Figures 25 and 26 illustrate the clesely arranged
chords that also are seldom found in the Requiems:
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Fig. 25, -- An example 1llus-
trating closely arranged chords.
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Pig. 26, -- An example 1illus-
trating closely arranged chords.

Figures 27 and 28 illustrate the typical vertical com-
binations used by Brahms in the Requiem:
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Fig. 27. -~ An example Fig. 28. -- An example

1llustreting typical ver- illustrating typical ver-
ticel combinations used by Tical combinations used by
Brahms in the Requiem. Brahms in the Hequiem.

This study of vertical intervals and the preceding one
on horizontal Intervels reveal the fact that the German Re~
guiem may be characterized by the combination of two differ-
ent espects of texture, harmonic and contrapuntal. The imi-
tative patterns and fugues give it the contrapﬁntal texture:
the chord combinations and progressions give 1t the harmonic
texture. Even in the most complicated contrapuntal parts,
there 1s a definite harmonic basis present, reminding us

that, like Bach, Bralms had s solid harmonic basis for con-
traepuntal writing,
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Parallel Writing
Brahms's uwse of parallel and unison motion is quite

extensive in the German Requiem, as i1s shown in Table 5.

His method of writing parallel movement ineluded the four
usual types -- volces moving in strict unison, voices mov-
Ing in unlson an octave apart, voices moving in intervals of
thirds, and voices moving in intervals of sixths.

Movement in unison. -- In examining the seven move-

ments, we find unison motion in all of them except Part V.
There are 204 such measures throughout the composition indi-
cating that Brahms had a definite reason for using this
particular method. When he felt that emphesis should be
placed on a given portion of the text, he employed the use
of unison movement, either strict unison or with voices an
cctave apart,
Instances of this treatment are in the following ex-
cerpts from the text:
Behold =all flesh 1s es the grass,
And all the goodliness of man is
As the flower of grass: . . .
(pp. 12-13, s. 4-1, m. 3-14,
Bass, alto, tenor)
At the sound, the sound of the trumpet . . .

(p. 67, s. 2, m, 2-8. Soprano, alto,
tenor, bass)
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TABLE 5

PARALLEL WRITING (UNISON~THIRDS-SIXTHS)

Total No.
Parts Intervals Pages Volces of Measures
I. 127 Unison, 8va 7 Bass-tenor 4
messures apart
Unisen
(exact) '
Thirds 6 Tenor-bass 2
Sixths & ‘Tenor~bass 2
IT. 262 Unison, 8va 12-13 |Tenor-bass 12
measures apart 14 Soprano-alto, bass-tenor] 12
16 Tenor-soprane 4
17 Tenor-soprano, bass-aglto 4 £ 4
18 Tenor-bass iz
19-20 | Soprano-alto, bass-tenor| 12
29 Soprano-tenor 4
29 Bass-alto 2
Unison
(exact) 12«13 | Alto-tenor 12
14-15 |Soprano-slto 12
14 Tenor-bass 12
18 Alto-tenor 12
16-20 | Soprano-alte i2
19-20 |Tenor-baas 12
Thirds 13, 18-19,
23, 24 |Alto-soprano 17
Sixths 14-15, 20 |Tenor-alto 15
I1I. 188 | Unisons None
measures | Thirds None
Sixths 32 3
Iv. 1585 Unison, 8va 52 Alto~goprano 3
measures apart 52 Alto -~ (bass-tenor) 3
54-55 |Sopreno~tenor 5 £ 10
55 Bass-alto 7 £ 10
Unison
(exact) 52 Bass-tenor 3
Thirds Hone
Sixths None
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TABIE 5 -- Continued

Parta Intervals Pages Voices ngﬁzisggés
Vo 76 Unison None
messures | Thirds None
81xths None
VI. 330 Unison, Bvsa 868 Tenor-soprano 4
neasures apsart 65 Bags-alto 4
Unison
(exact) 67 Soprano-slto 6
Thirds 65 Soprano~alto, tenor-
bass 343
Sixths &8 Soprano-tenor 2
VII. 152 Unison, 8va 89 Tenor-bass 5
measures apart 91 Alto-bass 5
Unlson
(exact) 89 Alto-tenor 3
Thirds 89, 93 Bass-tenor-soprano-
alto-bass-tenor 1/42/fe2
Slixths 92-03 Alto~tenor, asoprano-
alto 2 42
Total.... | Unison, 8va
apart 126
Unison
{exact) 78
Thirds 30
Sixths 25
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Fig. 29. -~ An example 1l-
lustrating voice movement in
unison,

Movement in thirds. -- The thirty messures contailning

parallel movement in thirds are not emphesizing the pessage

but merely stating it. The following figures will show this

treatment:
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we  shall-— T al slccfp

Fig. 30. -« An example il-
lustrating parallel movement in
thirds.
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lustrating perallel movement in
thirds,
Since these passages did not recelve emphesis, they
were written principally for the upper volces, esnd were

merked to be sung softly.

Movement in sixths. -- Brahms used parsllel movement

in intervels of sixths, especially when he wanted to create
a gloomy, pensive mood. There were twenty-five measures

in the German Regulem where this parallel motion was used.

Figure 32 illustrates this structure.

Idiomatle Writing for Volces

The German Requiem dlsplays definite vocal idiom.

Renge of voices, melodic progression that 1is effective if

not always easy to sing, and chordal structure that glves
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Fig. 32. -- An example 1il-
Justrating parallel movement in
sixths,
definite color are charscteristics that give it this idlom.
The following examples will show some of these character-
istics.

Flgure 33 illustretes the scoprano notes, within easy
range, written in steps, snd 1n skips that involve the
famillar la~fa-re progressaion. The bass moves in natural
skips In a range that is definltely suited to the bass
voice. The tenor voice, perhaps, is a little high, but it
moves enough to keep the section from singing out of tune.
Variety is obtained through rhythm. The accented second
beat in thé first and lsst measures, and the sustaining of
the three upper voices while the bass moves are two devices

Brahms used in gilving variety to the regular rhythm.
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Fig. 33. -- An example showing definite vocal idiom
gained through range of volces and melodic progreasion.

The following is snother example 1llustrating definite

choral idiom.
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Flg. 34, -~ An example 1l-
Iustrating definite vocal idiom

galned through easy, singable
range of verious parts, with
Soprano and bass lines moving

in contrary motion.
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The parts are written within easy, singeble range, end
there 1s contrary motion between the sopranc and bass lines,
which 1s very idiomatic part-writing for voices,

In Flg. 35, the phrase, "that T must perish," demands
a dark color in effect. To obtain this, Brahms has com-
bined the four-part chorus, written in low range, with the
baritone solo that 1s written in s higher range. All five

volces end on the unison note, d.

— =) &
Sre oo st o -
tl T 1 i
That I st Aer- f.’l‘, wmnst foy—--vveibh
o —
= e e - :
g OO | 72y roy
N mesf &n-'ﬂh‘_j'f--- ish.
* & fs-;r::-::ﬁ - l.‘A-
1
] I "\.—_—/v
il T P sh
e
‘ N = 7

Fig. 35. -~ An example 1llustrating vocal
ldiom in a combination of the four-part chorus,
written in low range, with the baritone solo,
vwritten in a higher range.
It is true thet Brahms's idiom in writing for voices
ls consldered diffiecult by some singers, especially by those
who do not understand his syncopated rhythms and his melodic

progressions involving augmented and diminished intervals.
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They are difficult to sing in tune, but these passages are

so few in number that they do not bar the German Requilem

from its deserved place among the finest choral composi-

tions of all time,

Declametion

Brahms does not try to give physicel expression to
msic a8 does Bach, but instead he glves more mood expres-
sion. He understood rhythm snd the prineliples of poetry in
addition to prosody snd the fundamentai difference between
quentity and accent. He understood how declamation was the
factor that gave to mmsic the natural inflections of the
poem, and hls translations of the rise and fall into
melody were perfect. Sections of the text are instances of
his creating mood expression by his mastery of declamatory
technique.

"They that sow, that sow in tears! -- (5-2-1-4)

The repeated phrase in a descending chromatic passage,
symbcolism also used by Bech, with slow chordsl accompaniment,
and the particular method of slurring two notes on one word
in this phrase marked "plano" is Brahms's idea of expressing
SOrrow.

"My hope in Thee" -- (p. 40, s. 2.3, m. 2-10)

In this phrase, bewilderment is suggested by the con-

fllicting rhythms, and by imitation 4n ascending intervals.

The atmosphere of "reaching upward for hope" prevails,
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Another example 1llustrating bewilderment handled 1in very

mch the same manner 1s.

"Now, Lord, what do I walt foro?" -- (p. 38, s, 1-2,
m, 1-6)

The phrases,

"shall reap in joy! - (p. 6, 8. 1, m. 1-3)

"The redeemed of the ILord shall return again and come
rejoicing"-(p. 22, 8. 1-2, m. 2-8)

"Gladness! Gladness!" -- (p, 22, 8. 3, m. 1-2)
expressing joy, gladness, and rejoicing, are marked forte

and the melodic lines are written in upward skips. The syn-
copated rhythms with irregular accents and a faster moving
accompaniment is Brahms's method of expressing joy and

anticlpation.

"How lovely is Thy dwelling place" -- (p. 47, s. 1-2,
. '4:-8)
This soft chordal passage, with simple harmony and

smooth rhythm, 1s Brahms's idea of expressing loveliness.,

"They shall have comfort" -- (p. 11, s. 3, m. 154-157)

This phrase marked "pianissimo™ is in very close har-
wony, going from thirds to unison. The very simplicity
suggests comfort,

"forevermore" .- (p., 21, s. 2, m. 196-200)

The long-sustained passage expresses the idea of

eternitz.




CHAPTER IV
FORM

The form of vocal music is dependent on the text. Repe~
tition and econtrast of rhythm, melody, polyphony, and har-
mony play their parts In establishing form, but it 1s the
form of the text that generally dictates the form of musiec.
Since the words for the Requiem were taken from the Bible,
written in honor of the dead; and since the message in the
Requiem was to the living, expressing brevity of life and
hope of immortality, the text suggested a form that, through
unity, contrast, end variety, would portray sorrow, bewilder-
ment, hope, comfort, and eternal rest. The musical form of
the Requiem will be studied from three angles -- key schemes,
relationship of material, and phraseology.

Key Schemes

Unity. -- In the German Requiem, unity 1s obtained

through the following key-relationships:

1. The first and last movements of the composition are

in F major.

I F; VII F.

61
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<. Every movement ends in & major key.

I F; II B°; III D; Iv E°; V G, G; VIT F, F.

S. Four of the movements (I, IV, V, and VII) start
and end In the seme major key:

IF, F; IV E°, E°; V G, Gy VII F, F.

4. Three of the movements (II, III, and VI) start in
the minor key and end in the parallel major. It is not a
case of merely adding a major cadence at the end, but g
case of addling a long concluding section in the major key.

II v°, B®; 1II d, Dy VI e, C.

5. Key schemes of the movements:

IPF; IIbY, B%; 111 d, D; IV E®; V G; VI e, G; VII F.
(1) (1iv) (vi) 7 (11) (V) (1)

Variety. -- Variety is obtained through modulstions to
nearly related keys within each movement.

Number I starts in F major: the middle section is in
D major, but within this section tonality is mede a 1ittle
indefinite In passsages where eP minor and f minor are sug-
gested; the last section is in the original key of F major.
F: D°; P.

Number II begins with an instrumental introduction and
thirty-three measures of chorus in the key of Bb minor,
Measures 34-53 are in F major (V); 54-64 include a repeti-
tlon of the first theme in the original key of BY minor,
but the whole first seection ends in RP major. The second
section, measures 75-126, is in GP major (vi). The third
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section 1s started with the instrumental interiude that is
the repetition of the introduction in the original key of
B° minor, Thils entire section is exact repetition of the
first section and ends in BP major. The fourth section,
measures 192-331, is in BP mejor, but modulation to its
dominant -- P major (m. 217-247) -- sand chromatic modula-
tions within the section give varlety of tonality. Bb major
13 established in messure 303 for the conclusion. The domi-
nent pedel point 1s used from measure 303 to the final
measure, in order to give variety to key feeling -- a favor-
ite device used by Brahﬁs. We can summarilze the pfincipal
keys of Number II by the following keys: bP ; B : pb : BY .
@ :pP ; p s PP, BP : P2 BP,

Number IIT begins with a baritone sole in D minor; it
is repeated in choral harmony in the same key. 1In measure
34, the s0lo begins a new theme in key of B major and it
I8 also repeated in echoral harmony that modulates freely.
The first theme 1s repeated by solo and choral accompaniment
in the original key of D minor. A4 third theme is introduced
by solo in the same key, end it is repeated in choral har-
mony in the key of F major. Measure 142 introduces in D
minor the theme for the fugue that is to follow in D major.
The D pedal point lasts through the entire fugue, measures
173-208, Hence, the key scheme for the third section is:
d:B:d:F:d: D
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Number IV has four measures of instrumentsl introduc-
tion and twenty measures of choral setting in the key of

50

major; however, the cadence in measure 24 1s built on
the dominent BP and 1t becomes the key for the canonical
imitation that continues through messure 43. Measures 46-
84 complete the first section that ends in BP major. This
section modulates so freely that there 1s not a definite
tonallty established. Measures 86-105 are exact repetition
of first section in EP ma Jor, escept the final cadence,
which remains in EP., Tts basic plan, then, is: EP : BP 4
P,
Number V is introduced by = séprano solo in the key of
G major but modulates to D, the key for the entry of choral
accompaniment that lasts through measure 26. The next solo
entry, messure 27, is in BP major. This section includes
solo and chorus moduleting freely through mesasure 62, then
the orliginal key of ¢ major is resumed and the number ends
in this key. The key scheme of Part V is; G : D : BY ; g.
Fumber VI has an unusual introduction of two chords in
separate measures, G and D minor. The choral setting
through measure 16 is in ¢ minor: measures 17-28 repeat the
seme theme with imitative treatment in the same key of ¢
minor. By enharmonic changes there 1s a modulation to F
minor for solo and chorus, which lasts through measure 66,

Measures 67-8l are modulatory material leading back to
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C minor. The section from measure 82 to measure 207 modu-
lates freely, but C minor is the prevailing key. From
measure 208 ﬁo the end is the fugue that contains chromaeticisms
and various treatment that causes a feeling for keys other
then the ¢ major in which 1t is written and in which it ends.
The plen of the sixth part is: g :d : ¢ f# + ¢ 2 C.

Number VII returns to the key of number T -- » mg jor,
The sopranc chorus introduces a theme in F major; the bass
chorus repeats the theme in the dominant key, C. Measures
18-34 mark a section of choral free treatment. The modula-
tory passage, measures 40-46, leads back to the original

and final key of F major,

Relationship of Materisal

Thematic material. -- The second phase considered in

the study of the form used by Brahms in the German Reguien

is that which shows the relationship of material. The fol-
lowing outlines give the plan of thematic material for esch
of the seven movements:
Part T:

A pp. 5-8, s. 3-1, m. 2-5,

B pp.‘5~6, 8. 2-2, m. 2-5.

C pp. 6-8, 8. 3-3, m. 3-2.

A pp. 8-10, s, 3-3, m. 6-1.

Coda (based on 4), pp. 10-11, s. 3-3, m. 6-5,
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Part II:
A pp. 12-15, s, 4-1, m., 3-5,
B pp. 15-17, 8. 1-2, m. 6-5,
A pp. 18-20, s, 2-3, m. 1-5.
C pp. 21, 8. 1-3, m. 1-1.
D pp. 21-29, 8. 3-3, m. 1-5 -- (Fugue ).
Part III:
pp. 30-31, s. 1-3, m. 2-5,
Pp. 32-33, s, 1-3, m. 1.5,
pp. 34-35, 8. 1-2, m, 1-1.
pp. 36-37, s, 12, m. 1.5,

0 Q= o@m

pp. 37-40, s, 3-1, m. 4-3,

Transition material, p, 40, s. 2=-3, m., 2-5,

E pp. 41-36, 8. 1-3, m. 1-2 ~- (Pugue).
Part IV:

A pp. 47-49, s. 11, m. 4.3,

B pp. 49-51, s. 1-1, m, 6-8,

A pp. B81-52, s. 2-2, m. 5-35.

C pp. B2-54, s, 2-3, m, 6-4,

Goda (based on A}, pp. 54-55, s, 3-3, m. 5-3,
Fart V.

A pp. 56~57, 8. 2-2, m. 1-5,

B pp. 58-59, s. 1-2, m. 1-5,

A pp. 60-62, s, 1-2, m, 2-3,




67

Part VI:

A pp. 63-64, 8. 1-2, m, 3-3,

B pp. 64-67, s. 2-1, m, 3-4,

Transitional matérial, p. 67, 8. 1-3, m. 5-3,

C pp. 68«69, s, 1-2, m. 1-7,

Transitional material, pp. 69-70, s. 5-2, m. 5-2,

D pp. 70-74, s. 3-3, m. 1-8.

E pp. 756-85, 8. 1-3, m. 1-7 -~ (Double Fugue).
Part VII:

A pp. 86-88, s, 1-2, m. 2-5.

Transitional material, p. 89, s, 1-2, m. 1-1.

B pp. 89-92, 8. 2-3, m. 2-6.

A pp. 93-94, s, 1-2, m. 2-8,

Code (based on 4 of Ho. I), pp. 94-96, s. 3-3, m. 3-5.
Variety of texture. -- Brahms obtained variety of tex-

ture by using different styles of writing. Table 6 will
show the different styles of writing, and to what extent
each wes used., The 396 measures of chordal style and the
401 meesures of polyphonic style indicste that Brahms had
no speclal preference for either style; they also indicate
perfect structural form.
Por examples illustrating these various styles, we

refer to the following:

Chordal . . ., . . ., Part ITT, p. 31,

Polyphonic . . . . Part 11, pp. 25-26.

Free Imitative . . Part vV, p. 53.
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Double Imitative . . . Part IV, pp. 54-55.
Strict Fugue . . . . . Part III, pp. 41-46.
Double Fugue . . . . . Part VI, pp. 75-85.
Free Polyphonlc Form

with Variety of

Chord Combinstions . Part VII.

TABLE 6
STYLES OF WRITING

The Number of Measures

‘ in Parts
Style of Writing . Total

Il IT |IIT | 1IvV| V| VI |VII

Chordal style.,........ | 34(129 43 | 5011|123 6 3986
Polyphonic style...... | 67| 87 20 | 863} 8| 29 | 127 401
Free Tmitative style.. | 26| | 26
Double Imitative style 20 20

Imitative and PFugsl
style..oovenvnn.eo. | 39| 28| 53| 39(15| 71 18 261

Strict Fugue style.... | 38 142 178

Fhiraseology
Smaller elements of musical construction are revealed
in the phraseology of a composition. The normal length and
treatment of the phrases revesled in the present study are
further indications that Brahms understood and used defi-

nite vocal idiom in his larger choral numbers. It is true
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that there are some long phrases in the Requiem, but Brahms's
method of extending phrase length inecluded devices that did
not break the phrase line idea; at the same time these de-
vices made the phrase easy to sing. Repeated portions of
the phrase and unexpected rests oceurring in different
volces are the two most obvious devices he used for extend-
ing phrase length. There are many more short phrases than
long ones, but the ma jority of the phrases found in the
Requiem are of normal length, They are clearly defined and

are more or less isolated, separate entities in themselves.




CEAPTER V
SUMMARY AND CONCLUSION

Summary Outline

Rh;g tMt bl )
I. Metriecal Plan.

A. Meters employed -- 4/4, 3/4, 3/2, 4/2.
B. Metrieal change without changing time
signsture,
C. Meter combinations: 2 against 3.
II. Rhythmical Devices.
A. Syncopation.
1. 1Irregular aeccentuation.
2. Use of tles over the bar-line.
3. Use of rests on accented beat.
B. Cross-Rhythms. 2 against 3 between

orchestra and voices.

Choral Technigue, --

1. Combination of Voices,
A. Pour-voice -- 8. A. T. B.
B. Three-voice -- 8. A, T.; A. T. B,
C. Two-voice -~ S. A.; S. T.; 8. B.es A, T.g
A, B.; T. B.
70
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IT. Range of Volces. Maln part of vocsl notes lies
within natural compass for each voice.
A. Soprano -- g!' to £,
B. Alte -~ a to d4v.
C. Tenor -- dt' to g".
D. Bass -« 4 to dt.
ITI. Horizontal Intervals Used.
A. Contrary motion.
B. Regular progression in
1. HMajor and minor seconds,
2. Major and minor thirds.
3. Perfect fourths and fifths.
4, Major and minor sixthsa.
5. Perfect octaves.
€. TUnususl progression in.
1. Augmented intervals.
2. Diminished intervals.
1V. Verticel Intervals Used.
A. Range of distribution between voice parts.
1, Medium range.
2. Few widely separated.
5. Few very close.
B. Texture.
1. Extensive use of chordal structure.

2. Extensive use of harmonic structure.
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V. Psrallel wWriting.
A. Considerable movement of voices in strict
unison.
B. Consliderable movement of voices in unison
an octave apart,
C. Little movement of voilces in intervals
of thirda.
D. Little movement of voices in intervals
of sixths,
VI. Idilomatic Writing for Voices.
A. Range of voices is kept within natural
corpass of each volce.
B. Melodic progression is largely diatonic.
C. Chordal structure is in easy, singable
range, with soprano snd bass lines in
contrary motion,
D, Character of motion of parts is largely
contrary.
VII. Declemation, or Mood Expression,
A, Definite relation between rhythm and
text as to quantity and accent.
B. Natural inflections of text reflected in
rise and fall of melody.
C. Symbolisms -- repeated phrase, conflict-
ing rhythms, upward skips, and synco-
pated rhythms -~ are used throughout.
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Form. --

I. FKey Schemes.
A. Unity gained through

1. First and last movements in F.

2. Use of major key fof ending of
every movenent,

3. Use of same major key for the first
and last of three different move-
ments.

4. Use of minor key for bveginning of
three movements that ended in
parellel major.

5. Key~relatlonship between the seven
movements.

B. Varlety gained through

1. Modulations.

2. Transitional passages,

3. Key contrasts.

II. Relationship of Material.
A. Thematlc material,

1. BSame theme used in first movement,
and suggested in coda of last
movement.

2. Second and sixth movements were re-

lated in meterisl.
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4,
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Third and fifth movements were re-

lated,
Fourth movement had no direct con-
neetion to any other movement;

it served as a connecting link.

B. Variety of texture. Styles of writing:

1.

6.

ITI. Phraseology.

Chordal -- 396 measures,

Polyphonic -- 401 measures.

Free imitative -~ 26 measures.
Double Imitative -- 20 measures.
Imitative and fugal -- 261 measures.
Striet fugue -- 178 messures,

A. Use of normal, natural phrase length.

B. Generally, clearly defined.

C. Treatment of phrases ineluded

1.
2.

Repeated sections.

Unexpected rests,

Conclusion

As was set forth in the introductory pages of this

study, the purpose of the investigation was to determine

the typical elements of Brahms's choral style as found in

the German Requiem,

The summery outline given on pages 70 to 74 contains

the elements or qualities that characterize Brahms 's choral
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style of writing as was determined in the Investigation.
It 1s true that the analysis has been limited to three
aspects -- rhythm, choral technique, and form -- but these
aspects, subdivided into several parts, have furnished suf-
flclent grounds on whiech to base statements concerning style.
The frequent use of syncopated rhythmic patterns, of defi-
nite idlomatic writing for volces, and of definitely organ-
ized form, ineluding loglcslly planned key schemes and relg-
tlon of material found 1n the Requiem furnishes sufficient
grounds on which we base our conclusion. Perfect balance
is obtained through unity, variety, and contrast in the
rhythm, chorasl technique, and form that Bfahms used in this

great work, through which comes the realization that Bralms ,
with Bach and Beethoven, made a great contribution to choral

litersture.

The elements of choral style as found in the Requiem
form such perfect choral idiom that the investigator agrees
with W, H. Hadow, who said:

So far as concerns the technicel problem of
composition . . . the work of Rrahms 1s the actual
crown and elimax of our present musical ert. . . .
In him converge all previous streams of tendency,
not as into a pool, stagnant, passlve, motionless,
but as into a noble river that receives its tribu-
tary waters and bears them onwasrd in larger and
stetelier volume.

1Quoted by Ewen, op. cit., p. 71.
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