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PREFACE

This rnaper 1ls a study of the develonment of the leit-
motif. It traces changes in the purpose, extent, and method
of the usage of dramatlcally significant recurring music dur-
ing the early Romantic era. In the overas of Yeber the pre-
sence of recurring motlifs and themes reovresents only one of
many weys of achieving unity and clarity of expression. By
the time of agner's Ring Cycle there were definite rules

set down by 'Tagner himself in his Overa and Drama, outlin-

ing the orescribed usage of the leltmotif. In other words,
as Grout has stated, "Weber's use of the technicue repre-
sents one stage of a process that reached its logical cul-
mination in the thoroughly worked out leitmotif system of
Wagner's music dramas, "t

The analyses are based on piano scores, Thus, 1t is
entirely nossible that a motivic idea which was present in
the original orchestral score might have been missed be-
cauge 1t was not included in the piano score. This was not
felt to be a serious oroblem, since the study aimg at typl-
cal uses of motifs and makes no attempt at exhaustive cata-
loguing.

The author would like to express her gratitude for the

thoughtful guldance of her adviser, Dr. Herbert Livingston.

lponala Jay Grout, A History of Western Music (New
Yorik: 1. '. Norton and Co., Inc., 1960), 560,

ii




TABLE OF COITEUT

Page
PREFACE . & & & v v v vt v e v e e e e e e e e e e e 1

DEVELOP&EI!TS IN EIGHTEENTH CENTURY CPERA LEADING
TO THE USE CF THE LEITHOTIF , . . « o e e s

Chanter

I. RECURRING wUSIC FCR TRAUATIC EFFECT Il THE
OPERAS OF CARL ~ARIA VOII YEBER . . . . . . . . . 7

Der Freischitz = 1820 v v v v o v o o o o o o

\O

Euryanthe = 1823 . . . . . . . . . « « . « . . . 19
Oberon - 1825 v v v v v e e e e e e e e e e . . 08

IT. RECURRINIG wUSIC FCR DRA.ATIC EFFECT Il THE
OPERAS OF HEINWRICE .ARSCHIER , .

Hans Helling - 1%3%7 . . . . + ¢« v v & « « &« . o 38

ITI. RECURRING .USIC FCR DRALATIC EFFECT IN THE
OPERAS OF ALBERT LORTZING . . . v v v « . . . . Lg

Zear und Zinmmermann - 1837. . . . . . . . . . . . 48

Der Wildschiitz = 1842 . . ¢« & « v v« .« « . . . 53

IV, THE LEIT.OTI® IN CEUOVEVA BY ROBERT SCHUWANN . . 59

V. THE LEIT.OTIF IN THE CPERAS CF RICHARD
TAGKER v 4 v v e e e e e e e e e e e e e e e .. 16

Der Fliegende Holldnder 1841 . « . . « « « . « « 79

Lohengrin - 1848 . . . . . . . . ..o 0oL gl
Tristan und Isolde - 1860 . . . « « v . . . . . &7

BIRLICCGRAPHY . . v v v v v v e v v e e e e e e e e e 92
111



DEVELOPHENTS IN EIGHTEENTH CENTURY OPERA
LEADING TO THE USE CF THE LEITHUOTIV

Donald Jay Grout has stated that

at the beginning of the eighteenth century it

1s possible practically to perceive one single

oneratic tyre which dominated all western Eu-

rope except France--a type which, despite vari-

atlons in different countries and comvosers,

showed certiin fundamental common features

everywhere.

This "single operatic type' could be called the "aria
opera! which was made up of a series of arilas divided by
recitative passages, Fach arla expressec a single mood,
and these arias were intentionally static., Numerous aria
tyves were defined by elighteenth century writers on opera.2
Each aria was thematically independent of all the others in
the opera. Thils style of overa did not involve the use of
recurring music for dramatic effect.

Another important characteristic of the opera of this
neriod was the subordinate position of the orchestra. It
vas used as an accompaniment to the singers and generally
heard by itself only in ritornellos. When the orchestra

was assigned more than routine accomvaniment patterns the

i nter-play between voice and instruments was based on the

1Donald Jay Grout, A Short History of Opera (New York:
Columbia University Press, 1947), 1, 1/G.

2Grout, 185,



thematic material of the vparticular aria. The material of
the ritornello also belonged to an individual aria, not to
the opera.

In the latter nart of the century opera composers
seemed to be striving for "free, simple, unaffected exvres-
sion of human feelings".3 Gluck in his Orfeo, 1762, and
Alceste, 1767, dispensed with unnecessary ornamentation in

music and libretto. As a further step in Iphigenie en

Aulide, 1774, there is a "greater rapidity and decisiveness

of the action; 1t 1s a drama of events rather than a series
of comparatively static pictures".u Gluck's last important

work was Iphigenie en Tauride, 1779.

Of the many fine detalls of the orchestral accom-
paniment in the course of the ornera, one in par-
ticular may be mentioned: Orestes, left alone
after his friend Pylades has been arrested by

the temple guards, falls in a half stupor; in
pltiable self-delusion he tries to encourage the
feeling of peace which descends upon him momen-
tarily, . . . But the accompaniment, with a sub-
dued, agitated sixteenth-note reiteration of one
tone, and wlth a sforzando accent at the first
beat of every measure, betrays the troubled state
of his mind, from which he cannot banish the pangs
of remorse for his nast crime. It is perhaps the
first occurrence in opera of this wvsychologlcal
device of using the oprchestra to reveal the inward
truth of a situation.”

Hozartl!s approach to omera writing was very different

from that of Gluck. "His genius and training led him to

Sarout, 232.
uGrout, olin,
5Grout, olil,



conceive of opera as essentially a musical affair, like a
symphony, rather than as a drama in which music was merely
one neans of dramatic expression."6 He gave to the orches-
tra in hils operas greater 1lmportance than 1t had had before.

Mozart was unsurpassed in his abllity to understand the
emotional content of the libretto and in his vower to char-
acterlize muslcally both persons and situations. With these
changes the stage was set for the annearance of a systema-
tic use of recurring music for dramatlc purposes.

The first significant example of leltmotiv opera was
French--iiehul's Ariodant, performed in 1799. The opera has
one basic motif which vnermeates the entire work. "The com-
poser called it 'eri de fureur'!--which, developed symphoni-
cally, dominates tne whole lyric dra'na."7

The use of recurring music in opera was 1important for
two reasong: first, it gave an opera further unity. Second,
thls device of recurring music added a new clarity of mean-
ing to the drama, a means of expressing through the music
what the text alone could not do so effectively. One method
of obtaining unity was to use a chorus at the beginning of

an opera and to repeat the same chorus at the close. Exam-

ples of this use may be found in Der Triumph der Llebe by

-

°Grout, 275.

7Paul Henry Lang, iusic in “estern Civilization (New

Yori: W. 7. Worton and Co., Inc., 1941), 791.
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Karl Stegmann, 1796, and Fr. E, Himmel's Die Sylphen, 1806.g

Some corposers used the gsame thematic i1dea to close one act

'_l-

ané to open the next, Alfrec Lortzing does this in Zar und

Zimmermann., As a result of these uses of recurring music,

the 0ld established opera form begar to change. As recur-
rent muslc was employed to a greater extent in an omnera,
the thematic boundaries between scenes and between acts be-
gan to break down. CGaps in the musical-dramatic movement
from start to finish of the overa began to be filled. In

1778, in Georg Benda's Der Holzhauer, a recurring motif is

9

used to reoresent an emotional situation. Avvearing the

same year was Rosamunde by Anton Schweitzer in which there

i1s a recurring musical idea which serves as a remembrance

1cC

of a nerson in the opera. In tozart's Le nozze de Figaro,

1736, Figaro in Act II repeats twelve measures of the Cava-

tina number III, "Se vuol ballare".ll
During this veriod from about 177& to 1820 many other

Germnan composers used the device of recurring music. A

few of themn were:

Karl "orner, "Beitrage zur Geschichte des Leiltmotivs
in Jder Over," Zeitschrift flr husikwissenschaft, XIV (1931),
151~77.

9Ibicl.

1OIbid.

llIbid_.



Abt Vogler in Lampedo, 1779. Thls was the first
example of the gystematic use of the leltmotif
in Germany. Vogler used a recurring theme for
the funeral march and another {to renresent

love.12

Beethoven in Fidello, 1805. A theme from the

first Finale 1s repeated later in the opera,

Joseph “Telgl in Schweltzerfamilie, 1812,

Louls S»nohr in Faust, 1813, The witches have a
characteristic there.

Konradin Kreutzer in Der Taucher, 1813%. The

scream of Charybdis ls muslcally characterized.

E.T.A. Hoffmann in Undine, 1&1L. The music heard
in the Finale, number 14, when Undine disap-
vears, recurs when she reappears.

Franz Schubert in Vierjahrigen Posten, 1815.

An exvanded memory motlf 1s used,

Louils Spohr in Zémire und izor, 1319, A secuence

of chords 1s reneated.
Thus, by the time of UVeber the use of recurring nusic

was not new. lHethods of use were many and varled, but a

lzIbid. Each of the seven examples following the Vog-
ler example was also located in the "orner article.



definite tendency toward more and more use of such recur-
rences becomes obvious in German opera from thils time on.

It is interesting to note that as early as the
second decade of the 19th century composers were
well avare of the important development implicilt
in the novel device later known as "Leiltmotiv".
This new technicue, already employed by wmehul at
the turn of the century, filrst anveared as a con-
sclousl y aoplied structural device in Hoffman's
Undine and Spohr's Faust (both 1816) and was im-
media elj commented upon upon by ‘eber with great
critical perspicqcity. Hoflman s work secmed to
him "all of one nlece," while ke praised Faust
because "aptly and accurately arranged, a Tew
melodies thread themselves quietly throurn the
-rThole Tabric and give it inner cohesion . . "*3

L teors Katser (ed. ), Samtliche Schriften von Carl
Haria von ”eber, OuOqu in Trnes?t Sanders, "Oberon and
Tar unc Zimmermann, ' Husical Quarterly, XL (October, 1954),

' D7
)C:, ./,L.,;).




CHAPTER I
RECURRING 4USIC FOR DRAMATIC EFFAECT IN
THE OPERAS OF CARL .ARIA VON 'EBER

The operatic works of Carl «aria von Veber are an im-
nortant milestone in the history of the German Romantic
onera. In hils later works, eber was influenced by Hoff-
men's Undine and Spohr's Faust. He found in their use of

recurring themes and orchestration a basls for his new ro-

The three owveras for whilch "eber 1s best known are

Der Freischutz, Euryanthe, and Oberon, and they will be

examined to show Weber's contribution to the develooment
of the leltmotivic treatment of recurring motifs.

eber made use of recurring music for dramatic ourposes
in his other overas as well. In 1810, Sylvana was finished.
"Teber musically characterized one person in this drama,
Krips the count's squire, who is a cocky fellow, and the
muslc he sings demonstrates this as much as the words to
which 1t 1s set. This musical characterizatlion 1s part of
the idea which was later called 1eitmotif.l

Abu Hassan, 1811, a one-act comic opera, also reflects

Weherls interest in recurring motifs. The first theme of

Lri111am Saunders, Weber (London: J. X, Dent and Sons,
Ltd., 19%0), 1&3. -



the cverture returns in the first duo and again in the
2
final chorus.

Following the completion of Der Freigchutz in 1420,

Preciosa was written., Saunders, Weber's blographer, states
that "the Leitmotiv principle 1s here utilized in its
crudest and most obvious manner."3 One motif was used and
renzated to characterize a dramatic situation., Another
motif was used to represent love.

Der Freischutz, Euryanthe, and Oberon were written

between 1820 and 1%26. Weber was not alone in his use of

recurring music during these years. Xarl orner gilves an

extenslve listing of examples of recurring music 1n Roman-
tic overa, and among these examples are:

Josevh "Telgl's Baals Sturz, 1820. The words,

"Nun seh! ich, oh Freunde, die Biume grunend
beide mit goldner Frucht geschmickt" from
Act II are repeated with the same music at
the end of Act I][I.LL

Franz Schubert's Fierrabras, 1823,

Louis Spohr's Berggeist, 1825. There is musilc

characterizing the Berggelst.

q ot e
“Karl Yorner, "Beltrage zur CGeschlchte des Leltmotlvs
in cer Over," Zeitschrift flUr iusikwissenschaft, XIV (1931),
51 ff.

3Saunders, 2l2.

b,
Worner, 151 ff.



Felix iiendelssohn's Hochzeit des Camacho, 1827.

4 repetition of the chorus rounds out the
overa, occurring first at the beginning and
then at the end of the work,
In each of these examples a musical motif is repeated
with dramatlc significance at least once during the action

of the owera.

Der Freischutz - 1820

The nlot of Der Freischiitz is founded on an old forest

legend of a demon who tries to get huntsmen to exchange
thelr souls for hils magic bullets whicn never miss thelr
marx. A ranger of Duke Ottokar of Bohemla named Casvar has
already sold himself to the devil, Samiel, and needs to find
a new victim or give himself over to the forces of evil. He
settles on dax, who is a candldate for head ranger of the
Duke and 1s very devressed over hils difficult competition.
He manages to interest Hax, and they meet at the VWolf'ls

Glen to cast the magic bullets.

Agatha and liax are to be married following the shoot-
ing contest, and only because of a bridal wreath glven her
by a holy hermit does Agatha escape death from the final
magic bullet which Samiel directs her way. ©So Caspar 1s
takxen by the wrathful Samiel instead; iHax confesses hils

gullt and 1s »enltent. He 1s finally forgiven, but has to
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serve a year of nrobatlon before he may take the post of
head ranger or marry Agatha.

¥illiam Saunders, in his blography of Carl ilaria von
eber, states that the leitmotif present in Weber's preced-

ing works was strangely absent in Der Freischﬁtz.5 There

are, however, several recurring motifs. ©Siegfried Goslich
calls the principle motif in the opera the "Samielmotiv'.
Emile Harasztl refers to 1t as the Gaspard (Caspar) motif.7
Whether the motif in question is that of Samiel or Caspar
is of 1little consequence. The "forces of evil' might bet-
ter describe the motif, the evlil of which Caspar is the

instrument and Samiel instrumental.

The overture to Der Freischlitz, as was common 1ln opera

at this time, 1s based on thematic material which occurs

during the course of the opera. Thus, i1t ls not surprising

5Saunders, 201.

6Siegfried Goslich, "Leitmotiv," Die llusik in
Geschichte und Gegenwart, ed. F. Blume, IIX (1949--), 5&7.

TEmile Haraszti, "Le probléme du leit-motiv," Revue
IV (August~October, 192%), 46.

Hugicale,
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that we firgt come into contact with the motif of the "for-

ces of evil% in the overture.
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The music of Example b reoresents Hax's desvailr, fear,

®

and torment, which provide an opening for Caspar and his

evil »lan.
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Boganzﬁy (Mew Yorlk: G. Schirmer, lInc.). All page numbers

for musical examples cited refer to this edition.
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The "forces of evil' motif follows the motif of Max's de-
spalr which recurs several times, All other recurring mo-
tifs or themes in the overa will be discussed individually,
but since these two seem inseparable musically and drama-
tically they willl be discussed together, The motlf of
Max's desperation was followed immedlately by the forces of
evil motlf 1in the overture. An even firmer association is
made between the two motifs when they make their first ap-
pearance 1in the actlon of the opera together, the forces of
evil motif preceding lax's motif this time.

Weber introduces the forces of evll motif at hls firgt
musical opvortunity (Samlell's appearances up to this time
have been only in the spoken dialogue) 1n the scene where

Yax, alone an¢ dejected, 1ls Joined by Samiel, Act I.

©.. 48
L ' 1
— ) o)
7R 1
77—+
\ \
| R W |
AR Y Mt

ilax ssems to feel hls n»resence, "What evil power is closing
round me?" though he does not actually see Samiel. The fact
that ax 1s more wvulnerable at this time of despalr 1ls mu-

gsically 1ndicated by the contact maintained between the two

motifs. Casnar's aria "Schwelg, schwelg! damit dich Niemand
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warnt" urges Samiel to help him "when he (iax) desvwaireth.'
This 1s a further dramatic assoclation between the two
ldeas—-~lax's despailr and Samiells evil,

As llax continues his lament the motif of desperation

and failure apnears 1in the orchestra.
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The next apvearance of the forces of evll motif is in
the 'Tolf's Glen as Casvar calls for Samiel to apnear to

help him,

@ P

S
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The same idea in slight variatlon, identical chordally,
varied rhythmically, ap»ears as Samiel vronounces the curse

of the freesnot.
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During this same scene the motif of llax's desperation
reanvears when Caspar causes a vision of Agathe plunging

into an abyss to appear to liax.
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In his Ceooeratlon «ax makes nis final decision to go
through with his deal with Caspar. The forces of evil mo-
tif recurs again asgs Casvar calls on 2im to 2id nim in his
evil deed of casting the seven magic bullets,
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The last appearance of the forces of evil motilf occurs when

Samiel comes for Casvarls soul.

_? @ P

) 12 va'i

And now for the last time 1s heard Xax's theme of complete
dismay and regret as Ottokar banishes him from love, coun-

try, and Jjoy.

@ PP 176,178, /79
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This occurrence of the motif in the vocal line 1s the only
example of any motif other than that of the "forces of good"
discussed below apvearing anywhere but in the orchestra.
The motlif disavnears wlth the forglveness of the hermit,

The third example of recurring music of major impor-
tance 1s a theme that vermeates the whole overture and fi-

nally closes it brilliantly and triumphantly.
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This theme 1s of great importance, and the fact that it is

heard last and most freduently in the overture is indica-
tive.

Within the opera, 1t 1s heard only twice. It appears

first when Agathe belleves that iiax has been successful in

hlg oractice shots the day before the contest itself, and
she 1is rejoicing in his victory, vpralsing heaven, and exult-—
in~ in their coming joy at last.
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When .ax returns he reveals the terrors to come. It is only

after sax 1s Torgiven his ylelding to evil and in this way
the forces of evil are destroyed for him, that this theme
again rings out, exvressing the general joy of all and eg-

necially of Agathe and Hax.
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This theme can be called the "forces of good" which ulti-
mately rule out degpalr, fear, and all Samiel's opportuni-
ties to influence Hax, It is the only theme in the opera
which always (except in the overture) begins in the vocal
line, The theme resembles not so much the Wagnerian leit-
motif, which is usually a Y"small, flexible figure designed
for freauent detalled reference and for spinning into a
complicated symphonic web", but rather the recurring theme
of Verdl, which ig generally a "elimactic repetition of
fuller phrases" for stronger emphasis.9 Such a theme would
lose itg effect 1f used too often in the course of the
opera,

Another motif from earlier in the opera recurs 1n the
scene in the Wolf's Glen, The motif avnears first in Cas-
par's drinking song, "Hier im ird'schen Jammerthal', im-
mediately following his words, "Ruddy Bacchus be my God,

Lord of every nation,'

9Jose-oh Kerman, Opera as Drama (New York: Alfred A.
Xnoof, 1955), 155.
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This short motif recurs in the Wolf's Glen as Caspar takes a

drink, asklng Semiel to speed its effect.

@ 7
I\ Y <.

It appears once again when sax is approaching the Wolf's
Glen with much trepidation. Its meaning is not clear in
thls context, and any one interpretation would be arbitrary;
however, it 1ls suggestive of Casvar whom iax is planning to

meet.

B " AR
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Tne two contrasting musical ideas, the one represent-
ing evil, the other representing good and joy, augment the
meaning and depth of the opera, contribute to musical unity,
and enhance the continuity of thought and action., The con-
flict 1s intensified by the use of this musical counterplay.

llax's desperation becomeses voignant through the use of
the motif which describes his emotions. As mentioned above
this motif was first closely assoclated with the forces of
evil motif in the overture. Its first appearance in the
orera follows close after the motif of the forces of evil.
Weber could not have indicated more clearly that Max's weak
moment was Samlel's opportunity.

The forces of evil motif and the motif of Max's despair
renresent early stens toward the leitmotif of Wagner. The
close assoclation maintained between the musical ldeas and
their dreamatic counterparts indicates Veber's intention to
characterize an idea or a person musically. Furthermore,
the repetitions are almost identical, never disguilsed or

N

1dden.

[*

Euryanthe - 1823

The story of Euryanthe opens in the court of King Louis
of France, County Adolar pralses the beauty and goodness of
his betrothed, Euryanthe. Count Lysiart sneers at the chas-

tity of women and asserts that he could win Euryanthe.
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Adolar angrily agrees to a wager with Lysiart in spite of
the King's objectlons.

Lysiart is Joined in his conspiracy by a captive maiden,
Eglantine, who is secretly in love with Adolar. Adolar and
Euryanthe share a secret concerning Adolar's dead sister,
Emma, whose ghost cannot find rest until the tears of one
innocently accused shall be shed upon her ring. Unfortu-
rnately Euryanthe confides the secret to Eglantine. Eglan-
tine gets Emmals ring and gives 1t to Lyslart to use to con-
vince Adolar that Euryanthe has been unfalthful. Adolar is
convinced of Euryanthe's gullt, and he vengefully takes her
into the woods to kill her. Euryanthe 1s rescued by the
Kin~ and returned to court where Eglantine and Lysiart are
about to be marriecd. Eglantine remorsefully admits her
guilt whereupon Lysiart stabs her. Zuryanthe is now proven
guiltless, and she and Adolar are reunited. The soul of
Emma finds rest at last when Euryanthe'!s tears fall on her
ring.

Euryanthe revresents a great forward step by Weber
toward "a new style of German opera which was destined %o
revolutionize the whole idea of overatic form and idiom
and to be the precursor of muslc-drama concelved on com-

. \ 10
nletely new lines of develooment and achievement," The

lOSaunders, 207.
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mugic of the opera is unbroken by spoken parts, "eber's
first and only attempt to abandon the Germen singsviel.
Several cormposers including Vagner and Schumann were
influenced by Eurxanthe.ll In Wagner's Lohengrin Telramund
and Ortrud bear a definite resemblance to Eglantine and Ly-
siart. The change in the mode of the Elsa motif in Lohen-
grin 1s similar to the change which takes place in the Emma
motif discussed below. Schumann expresses hig admiration
for Euryanthe when he states, "'Euryanthe is richer, more
varied, deeper, grander, than all the rest of Weber's
worka'"le Schumann modeled his Genoveva after Euryanthe.
There are three recurring musical ideas which are truly
important znd which contribute a great deal to the effec~
tiveness of the drama. All three motifs represent charac-
ters of the onera; however, two of the characterizations
are completely different from anything that may be found in

either Der Freischiitz or Oberon. They are the motifs so

aptly characterizing Emma, Adolar's dead sister, and Eglan-
tine. The third musical idea, very nerolc in character,

represents Adolar,

llSaunders, 208,

2 -
1 Saunders, 208.
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This theme of Adolar is heard first in the overture.
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It 1s developed throughout the overture im this manner."3
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The theme 1s first sung by Adolar in Act I as he declares

-

his trust in Zuryanthe's faithfulness.
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Adolar sings the theme again in this scene, a virtually
identical repetition (wlth the excevntlon of the last two
measures); even the words are unchanged. The orchestra

reveats the theme at the close of the scene.
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?Carl iaria von "eber, Euryanthe . . . (Vienna: S.A.
Steiner und Comp.)}. All page numbers for musical examples

cited refer to this edition.
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In Act II Adolar again sings the thewe, this time expressing

nhis disbelief that Euryanthe could have been unfaithful as
Lysiart has charged.
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This theme which always recurs in 1ts entirety resembles the
Vercdl recurring theme,

In the overture the “tomb motif'

or the motif of Ado-
lar's sister Emma is first heard.
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Emmals

vredicament is the key to the development of
the drama,

She has aoneared to Adolar and Euryanthe, con-
fessing that upon hearing of the death of her lover she
k1lled herself by drlnklng »noison from her ring.

Nelther
she nor ner soul can find rest until someone who is inno-

cently accused shall wet the ring with tears.

Euryanthe
has promised Adolar that this wrill remain their secret.



In Act I as Euryanthe reveals to Eglantine her secret

about Emma, the motif is heard in the orchestra.
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T™e =otlf doesn't reapnear until Act III as Eglantine is
about to be marriecd to Lysiart, She 1s having some misgiv-

ings and deep feelings of gullt.,
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After Lyslart and Eglantine have been found out and Euryan-

the and Adolar reunited, the motif 1is heard again. This
time 1ts former sgstrange unrestful harmony is dissolved into
a successlon of simple chords in the major mode, beauti-
fully suggesting that at last Emma can find eternal rest
because the tears of the innocent Euryanthe have fallen on

her ring.
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In thls motif Veber not only characterizes Emma in her un-
harny situation, but the motif undergoes a change suggestive
of the change Emma herself has experienced., The exvressive
changing of the mode of the motif is a foretaste of Wagner's
motif for Elsa in Lohengrin, which caanges from the major
to the minor mode after Elsa has betrayed Lohengrin's trust
in her.
Hglantine 1s well characterized by a tangled weaving
succession of notes, first occurring in Act I, as she begins

her attempt to pry from Euryanthe her sacred secret.
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This motilf occurs agaln and agailn throughout the onera,
whenever Eglantine or her ftreachery 1ls sugcested; first as

she assures Kuryanthe that her secret 1s safe.
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The motif permeates Eglantine's aria in Act I, as she re-
joices in her success in getting Euryanthe to confide in

her.
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In Act IT Euryanthe 1s misjudged by Adolar as a result of

the scheming of Eglantine and Lyslart, and the motif appears.

As Euryanthe tells the king how Eglantine betrayed her

trust the motif recurs, Act III.

In Der Frelschltz the themes of good and evil represent

rather general i1deas 1includling several characters of the
onera (Caspar and Samlel provoking the forces of evil motif,

and Agatha, “ax and their final joy bringing on the
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opvosing theme) which are contrasted for effect. Now, with
the Eglantine motif, "ever characterizes an individual and
the individual's motives in music. Nelther he nor any of
his nredecessors had ever established so firmly this method
of mMusical characterization which Wagner would eventually
use, This motif and the tomb motif, more than others in
the eber opneras aooroach the leltmotif of "agner. Eoth,
however, belong solely to the orchestra.

During the course of the opera there are two sugges-
tions of motifs which reappear, but seem incidental.
Euryanthe is represented by the first motif, heard ini-

tially in the overture.
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In the Finale of Act I as Lysiart and Euryanthe prepare to
aprear before the king the motif 1s suggested, but not

really reprocuced.

Adolar sings the motif in Act IT as 1t anneared in the

overture.
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The second example is a very short motif connected
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with Eglantine's scheming., It is heard first in & duet

sung by Lysiart and Eglantine in Act II.
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t 1s somewhat altered, but still similar in Act III, where

Eglantine becomes so troubled with her feelings of guilt.
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Nelther of these motifs 1s a clear enough remetition nor
well enough associated wilth anything or anyone to indicate
1ts use by Weber as a means of elther characterlzation or

unification.
Oberon - 1826

The story of Oberon opens in fairyland. Oberon, the
fairy king, has quarreled with Titania, and has sworn he
will not be reunited with her until he finds two lovers who

will remain faithful to one another through trial and
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temptation, Sir Huon of Bordeaux and nhils bride to be,
Rezia, the daughter of the Caliph of Baghdad, are subjec-
ted to his test. After fighting Rezia'ls sultor in her fa-
ther's nalace, Huon starts out for Eordeaux with Rezia.

They are shinwrecked by a terrible storm, and Rezla 1s cavn-

6]

tured by nirates. Huon manages to find her, but encounters
still more problems. Finally Oberon decides their constancy
has besn sufficlently oroven, and he returns them to the
court of Charlemagne.

After his attempt at grand opnera was vnoorly received,
“eber returned to the old style. This opera, like Der

FreigchlUtz, 1s a German Singspilel, with intermittent spoken

sany writers have revised Oberon in an effort to have
it neard and enjoyed by modern audiences. The Bodanzky
edition of Oberon which 1s used for this analysis is also
used as the baslis for some vpresent-day nerformances. Bo-
Canzky has written musical settings for the spoken parts.
These recitatives contain many revnetitions of motifs Veber
uses. In this analysis these recitatives will be ignored.

Teber used two "supposedly authentic melodies, which he
took from two books he had borrowed from the court library

14

in Dresden', for the ourpose of giving Oriental color to

lLLErnest Sanders, "Oberon and Zar und Zimrermann,"
lusical Quarterly, XL (October, 1954, bex.
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ris work, The melodles are of Turkish and Arabian

origin.
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Both of the melodlec begin with the three-note figure which
nermeates the entire opera, from the first three notes in
the overture to the dance 1n the grand finale. In Euryanthe
Veber characterized several specific individuals musically.
In Oberon this three-note motif 1is associated with several
related ideas: the COrient, the realm of fairles and elves,
all that is exotic and suonernatural in the work.15

As stated above the overture beglns imredlately with

the statement of +the horn motif.
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The inverted motif occurs as Cbenon first apvears in the

Flves! chorus.

Gre

As Rezia anvpears in & dream to Huon the motif is present.
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Cberon then awakens Huon and glvesg him the horn, "drum numm

das Horn: Sein Ton ruft Hilfe in der lot," followed by the

w4

©r ‘1/\

The next occurrence of the motif 1s an exact renroduction of

the first of the Oriental melodies discussed earlier, It

anpears in the Slaves Chorus, the finale of the first act.
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Carl “arie von ‘leber, Oberon . . ., ed. Artir 3Bo-
danzky, (New York: G. ucnirmer” Inc.). All vage numbers
for musical exampnles cited refer to this editilon.
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The underlying theme of the Chorus at the beginning of Act
IT which takes place in the banguet hall in the nalace of
HJarun—-cl-Raschid has definite similarities to the above
melody.
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Hints of the three note motlf may be observed in Fati-

ma's song, "An dem Strom des Rendemir'.
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These are suggestlons of the motif which are very clearly

brought out by the orchestra in interludes later in the

Cavatina. \ @ P.150
7
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In the Finale of Act III Veber uses the second of the
Oriental melodlies quoted above, though with some rhythmic

s) teratlons.
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In addition to the horn motif wvhich is the main drama-

tlic and unifying idea of the opera, there are various other

shorter and less freauently heard motifs. There are, for

example, two motifs relatec to Oberon. The first anpears

near the beglnning of the Elvesg Chorus in Act I.

This phrase is only fleetingly repeated in a somewhat al-

tered form during Oberon's last avnearance,
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The second motlf accom™panies Creron's disanneararnce

alons with his flowery couch in Act I.
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ané aralin as Oberon makes nis last exit in the overa.
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The last motls is that renresenting the storm,
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This idea recurs as Rezia, now recovered from her exverlence
during the storm, sings her aria "Ozean!" reflecting on the

changeableness of the ocean.
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Although the use of recurring muslc 1s obvious and
certalnly dramatically purdoseful 1n this work, 1t does not

comare wilth the advanced use found in Euryanthe. The

three note motif sunplying the Criental color of the opera
~ives a feeling of musical unity as well as dramatic impe-

Ch

tug, but it 1s not as well defined in meaning or form as
the motivie material in both of the preceding works. Per-
haps most notably omitted 1s the musical characterization

of any of the individuals 1in the drama, as was wnresent in

Der Freischutz and Euryanthe. None of the characters in

this onera become as real to the listener as, for instance,

Samiel, Emma, and Eglantine &id in the former works.



CHAPTER IT
RECURRIING LUSIC FCR DRAWATIC EFFECT IN THE
OPERAS OF HEINRICH .ARSCHNER

"The musiclan who bezan most nasurally in his imita-
tion of Yeber was Heinrich :arschner (1795~1S61).“l Teber

had introduced to the »nublic darschner's Heinrich IV und

Aubigné with the belief that the composer would eventually
be highly resonected,

ilarschner had hoves of taking “Jeber's place as iHusilc
Director of the Dresden court opera, and when this did not

take nlace w~arschner went to Leipzlg. Der Vampyr and Der

Templer und dle Judln were brought out there. Hans Helling

followed hls appointment in Hanover in 1231,

Hans Helling 1s generally rezarded as warschner's best

operatic work, and 1t wlll be examined in detall as revre-
sentative of thls comnosger's style. There is substantial
evidence of recurring music 1in his other works.

In Der Vampyr, 182%, ialwina in the Duet Number 19
sings the words, "He who carrles the fear of God in his pi-

ous heart . . ." The same words are repeated at the end of

the opera with the same music as was sung before,

lpi1fred Einstein, «usic in the Romantlc Era (New York:
W.W. Norton and Co., Inc., 1947), 116.

2Karl worner, "Beitrage zur Geschichte des Leitmotivs
in der Over," Zeltschrift fUr lusikwissenschaft, XIV (1931),
151Ff.

%6
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Der Tempnler und die Judin, 1829, has an interesting

example of use of thne chorus as an active part of the drama.
Every time the Saxons come into the action by deeds of war,
the chorus revneats the same theme.3
The repetition of both text and music is used in an
amusing way in Der Babu, 1837. The fakirs sing their,
Wah, wah, wah," and later the lawyer, pretending to be stu-
pid, sings the same motif, "Wah, wah, was kann ich sagen?"
There were a number of other composers who used this
technicue during the neriod of 1828-1837. A few examples
discussed by Karl Worner are:
Peter Josevh von Lindvaintner in his Vampyr, 1828.
A recurring motif 1s used to revresent an emo-
. 5
tional situation,

Franz Glaser in Des Adlers Horst, 1&%2. The

chorus 1s used in revetiticn; the first occa-
slon is sung by & chorus of men, and the re-
currence 1s a chorus of women in prayer., Also,

his Der Rattenfanger von Hameln, 1837, contains

a revetlition of both Text and muslc to revre-

gent a decree made by the couacil.

3I‘Did.

uIbid.

°Ibid. Each of the three examples following Lindpaint-
ner example was also located in the "orner article.




ilhelm Taubert in Kirmess, 1832. Ilusic sung
by the chorus 1is used to round out the opera
by apvearing at the beginning and at the end
of the opera.

Karl Auzust Krebs 1n Agnes, der Engel von Augsburg,

1833, A motif is used to express an emotional

situation.

Hans Heiling - 1833

The story of Hans Helling resembles the Lohengrin »nlot,

and the ovnening in the realm of the dwarfs and gnomes 1is
reminiscent of Weber'!s Oberon. Hans Helllng is the unwill-
ing king of the falries. He wishes to give up his kilngdom
become mortal so that he may marry Anna. The queen,
hig mother, and all the chorus of gnomes predict the faill-
ure of such an ambition. HNevertheless, Heiling does leave.
Anna and Heiling encounter numerous difficulties. He

is extremely Jjealous and fearful about her love, and she
becomes susnliclous of his past. Xonrad 1ls also interested
in Anna and dlstrusts Heiling. In time Anna feels that the

burden of Helling's jealousy is too much to bear., Xonrad

becomes more and more anovealing to her, Helling's mother,

the queen of the falriles, tries to persuade, and then to
threaten Anna into giving up Heiling in order to save his
havviness. The queen reveals Helllng's secret to Konrad,

who then decldes that he must save Anna from Heiling. Anna
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now feels certain she never did love Heiling. Finally XKon-
rad reveals to Anna in front of Heiling the fact that Hell-
ing 1s an earth spirit, the king of the splrits of the
mountains., Helling becomes angry, and only the cdueen nre-
vents him from taking his revenge on Anna and Xonrad on
their wedding day. Then, at last, Helling returns to his
kingdom,

The first example of a theme which recurs later appears
in the Prologue., Here the dueen is trylng to persuade Heil-
ing not to leave the elf kingdom. Helling replies: "When
my wreath wllts, when my heart breaks, then, Mother, then
oerhavs., O I do not wish it--I do not wish it." He al-
ready seems to doubt the vosgsible success of hls excursion

into mortality.
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In the Finale of Act III the theme recurs. Its repetition
1s emphasized by the use of the same text, as Heiling ad-
mits defeat to his mother, "When my wreath wilts, when my

heart breakg—- "
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Helnrich darschner, Hans Heiling (Leipsig: C. F.
Peters). All page numbers for musical examples cited
refer to thils edition.
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Here the second occurrence of the theme serves as a fur-
ther admigssion of defeat on the part of Heiling as he re-
himself

minds and his mother of the circumstances uncer

which nhe sald he would return to his kingdom. The theme

is heard only twice in the opera, but its dramatic purovose
is »lain and effective in reminding the listener of Hell-
ing's stubborn statement of his terms as he argued with the
gueen in the Prologue.

In Act I Heiling sings of his love for Anna, "On the

day when you nromiged me your loyalty . . . then the morn-

ing dawned in my breast and for the first time my soul's

yearning was quieted." Fearing her faithlessness he almost

threatens her ag he pledges nhis love.
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In the Finale of Act III, Anna tells Heiling that she is

zoing to marry Konrad. Helling reminds her, "Don't you re-

mermper the day when you nromised your loyalty? ¥ did you
break your trust?" The theme recurs almost in its original

form, a definite reminiscence of Act I.
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The theme 1s composed of several phrases and thus 1is too
long to be considered a forerunner of the Wagner leltmotif,
Rather it resembles the Verdl usage discussed in the analy-

ses of Der Freischutz and Euryanthe. This musical reminder

gives added force to Helling'e words, which themselves ask
Anna, and the listener, to think back to the first avnear-
ance of the theme, and Anna's promised loyalty.

Another example of a recurring theme 1s first heard
in Act III as Anna and Konrad affirm their love, The theme

ig heard several times durling theilr duet.
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In the Finale of Act III after Heiling has left, the secornd
part of the theme recurs, "Finally sorrow is over . . . ,"
sung agaln by Konrad and Anna. The theme renresents the

love of Xonrad and Anna.
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The beginning section of thils theme was suggested ear-

lier in the opera, Act I, as Helling walted for Anna to come,
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The motif hints at Heiling's distrust and serves as a pre-
monition of the ultimate failure of his relationship with
Anna. The intervals are not identical; only suggestive,
but the rhythm is the same, and the musical 1ldea 1s defi-
nitely and obviously there. This usage represents an early
attent at expressing a sort of presentiment musically.

The small motif in cuestion is also iarschner's most sub-
tle use of recurring music in this opera. Both examples
dlscussed above are rather long themes, and are repeated
almost l1ldentically.

Nowhere does Marschner use such carefully reworked mo-
tivic material as does 'eber in both Euryanthe and Oberon.
Furthermore, no individual 1s characfterized musilcally
through recurring music. Rather, the musical revetitions

are only second references to specific ideas. New here,
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however, is the onurnoseful employment of a sort of presenti-
ment motlif for which "egner later lald down specific defi-

nitions in Cpera and Drama.




CHAPTER III
RECURRING MUSIC FOR DRA.ATIC EFFECT Il THE
OPERAS OF ALBERT LORTZING

Albert Lortzing wrote a serles of comic operas, gulte
different from the works presented thus far, "effective in
the theater, indestructible on the Cerman stage, highly un-
romantic and in fact rather bourgeols and philistine."l
They were popular at the time when Wagner's works began to
dominate the German operatic stage. The second half of the
nineteenth century saw a growlng »nrejudice that Lortzing's
work was only popular and not of lasting value. However,

in Jermany Zar und Zimmermann has now regailned much of 1its

former nigh standing for what 1t is—-comlc opera in the
Singsplel style.
The use of recurring music is common in Lortzing's

operas. Zar und Zimmermann and Der Wildschutz will be ex-

amined as representative of his overatic style.

Lortzing in his Hans Sachs, 1810, uses a motif to

represent an emotional idea., The ruslc and text Sachs sings

to the crowd when he is defeated 1n the singing contest are

a recurrence of materlsl from an earlier Arila he sang.2

la1fred Einstein, Husic in the Romantic Era (New York:
w.W. Norton and Co., Ing., I9t7T, IIZ.

°Karl Worner, "Beltrage zur Geschichte des Leltmotivs
in der Ovper," Zeitschrift fir luslkwissenschaft, XIV (1931),
151 ff.

L6
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In the opera Casanova, 1841, each of the four times
the commander 1s mentioned the same figure appears.3

In his one grand opera, Undine, 1845, Lortzing gives
Undine three different motifs. Kuhleborn is given a motif
which appears in two forms, and still another motif 1s used
to revresent the water-world.

YWaffenschmied, 1846, has a motif which recurs, associ-

ated with the words, "I would gladly give glory and riches
for you and your .love."5

Numerous other instances of owneras 1ln which recurring
rmotifs were used between these years of 1840-13L7 may be

"
found. A few examples from Yorner's listing are:

Pranz Lachner's Catharina Cornaro, 1841. The

festive entrances of the Venetian ambassadors

6

are musically characterized.

Konradin Kreutzer's Edelknecht, 1842. The remi-

niscence of a nerson in the ooera 1is nroduced
musically.

Friedrich von Flotow's Alessandro Stradella, 18U,

The bell chorus 1s reveated. Flotow's iartha,

1847, also has recurring music.

J1pia.

I
Ibid,
SIpid.

6Ibid. Each of the two examples following the Lachner
example wags also located in the Woérner article.
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Zar und Zimmermann - 1837

The scene of tne opera Zar und Zimmermann 1s Sardam in

the year 1693. The story is about an adventure of Peter the
Great, who was fond of visiting foreign vorts in disguise

to learn shipbuillding. At Sardam he meets Peter Ivanoff

who 1s 1in love with Marie, the Burgermaster's daughter. Ha-
rie is a flirt and likes to tease Peter into jealousy.

Peter pretends he 1s the Zar in hiding in order to further
his cause with sdarile, Ambassadors cof other countries find
out that the real Zar is in Sardam., Confusion ensues, but
in the end Peter Ivanoff marries his iarie, and the Zar re-
turns to Russila,

The most prominent theme in the overa is the oft-re-
neated vhrase of the foollsh Burgermaster, van Bett. Agaln
and again we hear him boast, "OCh, I am wise and clever, and
no one can decelve me." The phrase occurs six times in

various scenes in the first and second acts.
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Ta1pert Lortzing, Zar und Zimmermann (Leipgig: C.F.
Peters). All page numbers for ~usical examples cited re-

fer to this edition.
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The most amusing of these repetitions is the last one where
the extent of van Bett's cleverness has been revealed, quite
unhappily for him, Iarie, .. Browe, the iarouls, Ivanoff,
the Zar, and Lefort chide him with one last chorus, "Oh,

he 1s wise and clever, and no one can deceive him, " to which

van Bett angrily returns, "Silencel!
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The theme wonderfully characterizes the concelted major,
and its continual repetition 1s effective in reminding us
of van Bett's foolish pride.

In Act I, Scene 1, the Zar sings a gay tune about the

1life and work of & car enter.
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The the—e recurs as a vart of the Zar's reminiscence of his
exneriences as a carventer when he 1s on his ship ready to

leave for Russia,
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Lortzing apprecliated the value of recurring motives
perhaps more in their effect on the unity of an opera as
a whole than the dramatic possibilities, 'hile the above
theme 1s a definite reriniscence, 1% serves well to bind
the work together. The opera practically opens with the
first appearance of the theme, then its recurrence all but
closes the action in the Finzle.

Lortzing uses another motif in what appears to be

strictly a means of unification. The motif is nrominent

in the overture.
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It then constitu®tes & large vart of the Finale of Act I,

to be heard first in Scene 15 where it is assoclated with

the musiec which is heard coming from the Theater.
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In Scene 16 the motif is »redominant.
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Then the curtain falls on Act I. At the very beginning of

Act II the motif l1ls heard briefly in the orchestra.
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Another unifying motif apnears at the close of Scene
15,
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and constitutes the dance music heard in the following

scene.,
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The occurrence of this motif serves a dramatic purpose too,

as the first example accompanies the appearance of the bride

and bridegroom and the carpenters,

for the dance.

scene,

with the same nusic.

all dressed and ready

The dance actually begins then in the next

Here we have seen Lortzing use one theme to bind his

work together, presenting i1t at the beginnling of the opera
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and recalling it at the close, The burgermaster's theme
also serves the ournpose of unification, as it is heard over
and over throughout the work. And “he motif discussed in

examoles 1 and J bridges the gap between two scenes. In

[¢)

ach of these three cases there is a dramatic import as
well: in the first a reminiscence occurs, in the second a
characterization is built, and the dance 1s musically depic-
ted 1n the third. Each of these recurring muslcal ideas,

therefore, helps in two dlstinct ways to make the work more

easy to follow.

Der Wildschltz - 1&L2

The story of "The Poacher! revolves around the belief
of the Count and a foolish schoolmaster, Baculus, that the
latter has shot and killed a deer on the Count's property.
The Count in angry retribution takes away Baculus! job as
schoolmasgster. This adds to the already precarilous state of
Baculus'! relationship with his very youthful bride-to-be,
Gretchen, who seems to be marrying the middle-aged Baculus
for fear of being considered an old maid. After much hi-
larious confusion caused by a Baron disguising himself as
the Countl!s groom and a2 Baroness anc her lady disgulsing
themselves as young male students and in various other ways,
Baculus 1s finally cleared of gullt and reilnstated as

schoolmaster. PBaculus, the counterpart of von Bett in Zar

und Zimmermann, finally discoverg that even though he
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had almed at one of the Count's deer, he had missed and

hit his own donkey instead!

In the overture 1s presented the theme of a Hunting

Son™ which will be heard in Act I, Scene 9.
b b
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gAlbert Lortzing, Der Wildschitz (Leivzig: C. F.

Peters).
fer to this edition.

All pvage numbers for muslcel examples cited re-
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The theme concludes the muslc of Act I, Scene 1%, The dra-
matic relationship 1s rather remote, The hunters did appear
at the beginning of Scene 13, but the appearance of the

theme at the end of the scene seems to be a unifying factor.
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At the beginning of Act II, the theme occurs once agaln,
gsomewhat brlefly. The reason for the aﬁpearance of the mo-

[
tlf 1s the presence of the hunters.

Pioy
4o

‘Ef‘-
S

i
Y
R
427l |4

L
3
L.
¢
|
/"\L'
~e| 1
1L e
HES)
E

<>}l ¢

bl VPl o) 1 ~ b
I Ne \o 1
- [ [ | Dy
~—— ™ O , ©

Second in avpearance 1ls a motll sung by the Baroness

in Act I.



) S ) —, B S S “%;g -
7 \J [® o P '
< . ;Z%/ T}}L =" s
. " ¥
ot dewn hande will 1kh bieiben vaufdem Aande 'sts so- schomgouf dem
! - A -
l 7
W, [ L’ | - -:i | N {) —¢
f V2
=¥ BN & i T3 R ——
Lawnde o ll 1eh blerr benjauf dem Lon-de 15Fs So~ schow - ant dew
& L o' 4
— Vv —
=F e S W VA —F \ A
~ kaw- de, J“f. dem how de Ists so schawn

She is disguised as Cretchen in a plot to try to assist

Baculus 1in getting his Job back from the Count. Baculus,

however, belleves her to be'a young male student vlaying

the part of his Gretchen. To enhance her pose as a country

girl, the Baroness sings, "In the country I want to stay."

The theme 1s sung agaln later in the same gcene.

In Scene 3 of Act II the Baron, disguised as the

Count's groom, has fallen in love with the Baroness, dis-
guised still as Gretchen., The Baroness, or Gretchen, 1is
heard backstage still maintalning that she wants to stay

in the country.
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In Zar und Zimmerman we hear von Bett revneatedly sing his

song vrailsing his cleverness. The effect on the opera is
humorous, and we begin to wailt for his next moment of con-
ceilt, Similsrly, the countess' little song points up the
humor of the absurd situation in which she and the other
characters have maneuvered themsclves.

In the first scene of Act IIT the Count, thinking
about the coming »narty celebrating this birthday, sings,
"Scon the hanpy throng of the village inhabitants will

come." A four-measure dance-like motif follows:
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It reappears in Scene 15 when the »eovle actually gather
and 1ls used extensively in the acconvaniment to the first

chorus of the Finale.
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Thig motif resembles the leltmotif more than any others
found in these two Lortzing overas, because 1t has a defi-
nite dramatic purpose. Here ls an exarmple of the words
ag rell as the music forecasting a later event in the

1

opera. This example 1s a much more open use of musical

nredictlon than was seen in Marschner's Hans Heiling., There
b &

the music seemed to foretell what Helling himself only pre-
sumably feared and did not actually put into words.

The greatest difference between Lortzings use of re-
curring music and that of Weber and iarschner is Lort-
zing's directness and complete openness. There is nothing

subtle about these ovperas, dramatically or musilcally.



CHAPTER IV
THE LEITUOTIF IN GENOVEVA BY RCBERT SCHUwANN

Genoveva was first performed in 1850, the same year as

Wagner!

mn

Lohengrin. The opera was a failure, vartly be-
cause 1t devarted radilcally from the tradition of the early
Romantic opera., Its music is continuous as long as the ac-
tion 1s unbroken,

It was not Wagner alone who took the road lead-

ing from Romantic opera to Romantic music drama,

in which the aria is resolved (or, one might say,
dissolved) into the scene, the recitative and

arloso passages equalized (or diluted to insividity),
the individual scenes tied together by the sym-
vhonically conceived orchestra, and the whole overa
united by the motif of reminiscence which latter was
more and more refined into the leitmotif.

Chronologically Schumann's overa comes at the midway

noint between Wagner's The Flying Dutchman, 1841, and Tris-

tan and Isolda, 1860. Lortzing's Casanova was finished the

seme year as The Flying Dutchman, and Tannhauser was cor-

nleted in 1845, Thus Wagner, Schumann, and Lortzing were

producing operas during the same years, They all used re-
curring music with dramatic significance, but in three dif-
ferent ways because their attlitudes toward the composition
of opera were so different. Lortzing was a prolific compo-

ser of comle opvera. His practical attitude toward his

Lp1fred Einstein, Huslc in the Romantic Era (New York:
W. W. Norton and Co., Inc., 19%7), 119.

59
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writing caused him to be more intercsted in entertainment
than in the theoretical develoonment of the leltmotif device
in his overas. Schumann, for whom overa composition was
only an incildentel interest, wac a speculative composer. He
wag not ready, however, to take the final step in his use

of the leltmotif technicque. He criticized agner's Lohen-

grin noem because 1t lacked clearly defined subdivisilons.

According to “Jagner, when he reread the noem dividing it ar-

bitrarily into "arias," "dvuets," "recitatives," etec. Schu-
~
<

mann's doubts were assuaged. Tagner was a bold Innovator

who had no such gualms about changling the existing overa
form, He was totally absorbed in the theoretical exnlora-
tion of »roblems and nossibilities of the theater.

The story of Genoveva opens when Bishopn Hidulfus des-
patches the Christian warrlors. Slegfried says goodldbye to
Genoveva, As he leaves Genoveva faints 1n the arms of
Golo, who kisses her, wargaretha notices this and decides
to nlay on CGolo's feelings.

In Siegfried's absence the servants begln to get out
of hand. Golo tries to confort Genoveva and declares nis
love for her. Genoveva repulses him, and he swears re-
venge. He hides Drago in Zenoveva's room, and .argaretha

asaures Golo that she will wolison Siegfried on his way

——r

2 » 1 - 1 2
Jack . Stein, Richard Yasner and The Synthesig of
) S [} . Id
the Arts (Detroit: “ayne Ssate University rress, 1960), 56.




oz, 2o0lo then encourages the servants to burst into Geno-

1

veva'ls room vwhere they kill Drago, whom they believe to be
Genoveva'ls lover,

Golo and Marraretha convince Siezfried that Genoveva
has been unfalthful by showing Siegfried "the truth' in
dorparetnals magic mirror., Slegfried tells Golo to kill
Genoveva., Golo leaves her murder %o three servants who lose

their nerve, Slegfried apnears, led by a repentent war-

garetha, Genoveva and Slegfried are reconciled, and they
return to the castle where Hiculfus blesses themn.

Genoveva was »roduced in 1850, the same year as ag-
ner's Lohengrin. illoreover, both works were written in 1848,
and both are concerned with legends from Brabant. Schu-
mann's work, unfortunately, was not a success.

Schumann makes use of reminiscence motifs for both
dramatic impetus and nurnoses of characterization., There is
disagreement as to which motif 1is characteristic of whom in
tne overa, but that there are such motifs 1is not disputed.
Newell Jenkins states that the leiltmotif whilch was later
thouzht of only in reference to the works of "agner is found

S
in this opera in "full bloom"’ Gerald Abraham, sveaking of

the same overa, says:

Z

“¥ewell Jenkins, "Florence Production of Schumann's
Cenoveva Brings Revelation of its orth as -lusic and Dramna,'
Tusical America (July 7, 1951), 6.
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Une of the most interesting features of tris
operatic style, the one afterwards developed
so vigorously by Vagner that he was long nop-
ularly credited with i1ts inventlon, was the
free use of thematic reminiscence mainly to
make dreamatic noints but also to some extent
for the opurpose of characterization. Schu-
bert in Flerrabras and "eber in Euryanthe, a
cuarter of a century earllier than Genoveva,
had emvployed characteristic themes, sivple
and transformed, and the "Tagner of Tannhau-
ser had surpassed them only in road thneasri-
cal effectiveness; 1t was only later that he
was to arrive at the full symphonic treatment
of characteristic themes. Ané 1t 1s only in
theatrical effectiveness that Schumann's use
of such themgs 1s inferior to "agner's at the
same vperlod,’

The musical characterization of Golo is more complete
than that of any other wnerson in the opera. Three motifs
are related to him, The first of these apnears 1in the over-

ture,
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The motif recurs many times durlng the overture and serves

as tne basis of the development sectlon. S

Gerald Abraham (ed.), Schumann, A Sympwosium (London:
Oxford University Press, 19h2), Z273.

= . . .

“Robert Schurann, Genoveva. . . (Leipzig; C. F. Peters).
A12 vage numbers for musical examples cited refer to this
edition,
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It finally forms a triumphant conclusion to the overture

and sets the stage for the opening chorus of Act I,
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In this occurrence of the motif the interval between the
third and fourth notes 1s mocifled to a whole step as com-
nared to a half step 1n 1fs orliginal form, This change al-
ters the feeling of the motif, removes 1ts menacing sound
so descrintive of Golo. Instead of characterizing Golo,

in fact, 1t »repares the listener for the hymn for Sleg—
fried's departing troops which opens the first act., In
this 1nstance Schumann has teken material from a oreviously
introduced motif and reworked it for the purpose of produc-

ing a smooth transition from the overture to Act I.
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Tnis chorale opening the action of the overa
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ig heard again briefly 1in Act IV, after Genoveva has been
rescued, and the evlildoers have elther been killed or have

repented.

@?"73 1 A o,
% Lo 17} i Y —\ \ 9
—T v 1} g v ] ’ !\
. | B " % N b
@ 3 \ 1 o a‘i iv | WL L4 W N A\
/ \ - ! y '

In both inssances Hidulfus, Bilshop of Treves 1s glving his
blessing: in the filrst, to the Christian warriors; in the
second, to Genoveva and Siegfried ancd the repentent male-

factors.

The mo*if in its more original form 1s sung by lar-
paretha in the Finale of Act I as she sarcastically speaks

of Zolo's gallantry toward Genoveva.
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The motlf criginates in the vocal line, and its meaning 1is
established as relating to the deceilt of Golo and ilarga-

retha.
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In the second act the motif 1s »layed by the piccolos

and clarinets during the servants chorus.
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Genoveva 1s worrled about what may haopen while Slegfried

is away, and the motif suggests Golo's vart in the treachery
which will take place. The motif ie sung by both Golo and
Genoveva in their duet, Act II, after Golo has shocked Geno-
veva with his trickery and wickedness. Her words "iThere

can I flee from youl" expregs her hcveless subjectlon to

Golo's scheming.
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In the same act as Golo arranges to get Drago into Geno-

vevals bedroom on the vretence of testing her falthfulness

to siegfried the motif is sung by Drago.
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Again Golo's scheme is suggested musically wnile Colo tries

to convince Drago that Genoveva's innocence must be proven.
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These examples are modifiled, the 1lnitial interval belng
changed to a fourth, but the rhythm is the same, and the
suggestion 1s strong.

Hlargaretha and Golo alternately sing the motif as Har-
garetha provckes Golo's anger until he finally cries, "Help

me to get my revengel
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hig motif is truly a leitmotif. It originates in the
vocal line which clarifies 1ts dramatlc meaning, and it is
use’ later always to represent Golo's treachery. It occurs
of ten enough to be considered a leltmotif. Schumann's use

1.7

of the motif, however, differs from Vagner's vractice in

want 1t to be too obvious. As wlll be seen in Chapter V

“agner wanted his motifs to be imvwedlately recognized in
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order to exvlaln further the dramatic imvort of the situa-
tion in which the motif appeared.

The second of Golo's motlifs seems to represent his
hatred for Genoveva. It occurs at the beginning of the
Overture immedlately followlng the first motif associated
with Golo, and the two motifs are used together again sev-

eral times later in the Overture.

=l

v T g

During the opera the motif is heard in Act II, in the or-
chestra as Golo calls Genoveva an ernchantress and explains

now he has managed to trick her to get revenge for her lack

of love for nhim.
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Later in the same scene Genoveva calls Golo "ehr loser Bag-

tard," after he has tricked and taunted and threatened her
beyond her endurance. This vprovokes the motlf agaln and

agaln,
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ot until Golo comes to Genoveva for the last time in the
woods where he intends to leave her to die is the motif
heard again. He taunts her with Slegfried's ring and sword
which signify authority from Genoveva's husband himself to

do away with her.
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Golo leaves, and as the would-be murderers try to drag
Genoveva from the cross where she 1s nraylng, the motif

comes the last time,
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Thls motif 1s heard only in the orchestra, and its meaning
can only be guessed from 1lts vosition in the drama. The mu-
sic 1s more expressive than Colo's words could ever be., Its
most dramatlic use 1s 1n the scene where Genoveva declares so
vehemently her profound disgust with Golo, Example o. Here
the motilf recurs over and cver, as 1f Golo's anger were
spllling over in its intensity.

A third motlf is related to Golo's scheme with Harga-
retha, It ls heard in the orchestra in Act III when Sileg-
fried reads the false letter Golo has brought him., The mo-

t1f vermeates the scene where Slegfried's anger with Geno-

veva mounts, and he gives Golo his ring and sword.
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Again 1t 1s heard in the Finale of Act III while iargaretha

is sleeping and as she tells of her curious dream,
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Another motif which occurs in the opera ceems to represent
f
. o ) e
"Satanic influence"™ and involves Golo and Nargaretha, but

more closely the latter, since she 1s a witch. Golo sings

6Gerald Abraham, 279.



70

this motif in Act III as he takes Siegfried's sword in order
to <o away with the supposedly falthless Genoveva and thus

achleve revenge,
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The orchestra reliterates the motif several more times in

the same scene.
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At the end of the mirror scene, the close of Act III, Sieg-
fried 1s further deceived, this time by Hargaretha'ls witch-
ery. dargaretha causes him to see Drago and Genoveva in
her maglc mirror. As the orchestra states the motif Sieg-

fried cries, "Scoundrel, Drago! Golo, avenge mel'

The motlf is also heard here sung by the invisible chorus.
Finally the theme 1s rhythmically altered and accompanies
the threates of the ghost of Drggo to -sargaretha, The ghost
foretells that in seven years' time she will have to tell

Siegfried the truth and will be punished severely,

(]
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Again we see a recurring motif which originates in the vo-
cal line and 1s then given over to the orchestra, avpearing
again and again to revnresent a specific idea. Again the
motif is {isgulsed and altered to a point where it 1s not
immediately recognizable.

Genoveva's motif threads through more of the opera

than any other. It is introduced in the overture.
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The motilf occurs in Act I as she sings her farewells to her

husband as he leaves on his Journey,
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It is contrasted with Colo's first motif throughout the
Pinale of Act I where iargaretha taunts Golo about his at-
tention to Genoveva, Also notable i1g the change in the
themne., It sounds like Genoveva as largaretha sees her—--

an object of gscorn. It will be heard again in this sgame.
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mocking way.

The motif is again contrasted with CGolo's in the drinking

song in Act II.
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A new cynlcal and sharply accented version of the motif oé—
curs at Margaretha's entrance in Act II after the duet be-
tween Golo and Drago. It alternates and is combined with
Golo's first motif. Iilargaretha tells Golo that she has
been listening and has heard Golo trying to arouse Drago's

sugsvicion about Genoveva.
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Shortly after this a purer version cf the motif is heard,
first in the orchestra and then sung by CGenoveva as she ex-

presges her fear of .argaretha and Golo and vrays for pro-

tectlon. ‘P-O'-l
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Toward the close of Act II the more lyrical form of the mo-
tif is heard conftrasted with the cynical version when Geno-
veva tries to calm the servants. Both versions are heard

in the orchestra, but only the cynical version, reflecting

their unrest and suspiclon, 1is sung by the servants.
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In the Finale of Act III, Siegfried sings a passage remini-
scent of the version heard in Example c¢'. He exvresses his
doubt in Genoveva and his trust in the honesty of larga-

retha and Golo.
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sargaretha then sings her mocking version, and repeats the
words she sang in the Finale of Act I, "Ein schones Welb,

furrahr des Kussens werth!" (ec.f. Ex. z).
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The motif occurs again as rargaretha unveils her magic mir-

ror,
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Whether or not Schumann meant for these recurrent mo-
tifs to be noticed as such is difficult to say. It is cer-
tain that Schumann purvosely used basic motiviec material to
keep his overa more unifiecd. He does the same type of re-
working of ~usical themes in his keyboard music to obtain
unity.

Schumann's way of reworking his motiviec material is
very different from that of Yagner. ’‘hereas Wagner tries
to make his motifs obvious, and they always recur in an al-
most identical form though in varylng surroundings, Schu-
mann seems bent on disguilsing them, so that they become
annarent only after considerable familiarity with the overa.
He achleves thls obscurity by slightly altering the repetli-

tion of the motif, sometimes melodically, sometimes



rhythmically, but never so much that 1ts identity 1s lost.
This treatment may be observed in each motif discussed
above. Thus 1t is duestionable whether his manipulation

of motifs has real dramatic imonetus.



CHAPTER V
THE LEITMOTIF IN THE OPERAS OF
RICHARD WAGNER

To the wonderfully expressive symphonic idiom
of the classic and early romantic era Wagner
could now add an infinitely more flexible and
modernized orchestral technique, of which he
will remain one of the greatest wizards of all
times. And thils modern orchestra takes com-
mand, imperiously and with complete disregard
for restrictions from any quarter, expressing
itself completely and translating unequivocally
the composer's intentions and feelings even
when those on the stage are hindered from doing
so by the 1limits set by the action and the
drama., The orchestra tells the truth always.

The three operas selected to represent Wagner's part

in the development of the leitmotif were The Flying Dutch-

man, 1841, Lohengrin, 1848, and Tristan and Isolda, 1860.

The Plying Dutchman was Wagner's first major contribution

to opera literature and was still in the operatic tradition
of its oredecessors. It contains arias, duets, trios, etec.,
but there are also indications of what 1s to come in Wag-
ner's later works. Lohengrin is the first opera in which
Wagner uses the motif of reminiscence more than once. In

Tristan and Isolda the leitmotif has been taken over almost

completely by the orchestra. The motif of reminiscence has

1
Paul Henry Lang, Music in Western Civilization (New
York: . Y. Norton and Co., Inc., 1S4%1), &3i,

76
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nearly dlsappeared. ¥Wagner here consicered leltmotifs as
"orchestral themes to be treated musleally as part of a
symphonic web."2 Wagner describes the motifs in the or-
chestra during the third act as "'restlessly emerging,
developing, combining, separating, then again reuniting,
growing, diminishing, finally clashing, embracing and well-
nigh engulfing one another.'"3

The use of the leitmotif in Tannhauser, 1245, is simi-

lar to the usage dilscussed below in The Flying lutchman.

In the early operas of The Ring of the Nibelungs,

1854~-1874, Wagner's use of the leitmotif is similar to that
found 1in Lohengrin. About half of the motifs in The Rhine-
gold fit hls description of motifs of reminiscence. In

Acts I and II of Slegfried most of the leitmotifs originate
in the orchestra. Act III of Slegfried and The Twilight of

the Gods, composed ten years later, show a shifting away
from reminiscence motifs with increasing emphasls on motifs
occurring in the orchestra.

The orchestra of The lastersingers, 1867, "supplles a

running commentary on what ls being acted and sung without

2Jack 1. Stein, Richard Wagner and The Synthesis of
the Arts (Detroit: Wayne State University Press, 1960),

}Richard Wagner, Simtliche Schriften und Dichtungen,
oguoted in Jack 4. Steln, Richard Wagner and The Synthesis
of the Arts (Detroilt: Wayne State Unlversity Press, 1960),
185,
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ever being, 1n the Cpera and Drama sense, subordinated to

ig " The orchestra has become as important as the stage.
Recurring motifs are related to the action in more subtle
and less consistent ways than they were in Lohengrin. For
instance, the knight, "alter von Stolzing, 1s on the stage
throughout the entire second act, and yet the theme asso-
clated with him appears after the midpoint of the act, when
he 1s »resented to the —mastersingers. Of interest too is
the fact that this same motif is volyphonically developed
following its introduction and as Walter takes vart in the
singing contest.

The leitmotif was used with a very high degree of free-
dom in Parsifal, 1876. Here, as in Tristan and The laster-
singers, leitmotifs are used almost as symbols. This fact
takes away the limitations of usage set up in meeting the
reacuirements of the definition of a motif of reminiscence.
All but one of the motifs in Parsifal originate in the or-
chestra and are not at all like the reminiscence motif.

In the Wagner operas the occurrences of the various
motifs are too numberous to list and are unnecessary for
the purpose of this paper. Complete listings of the mo-
tifs of these operas may be found in such books as Edward

Terry's A Richard Wagner Dictionary, and Lothar Windsper-

ger's Das buch der motive und themen aus samtlichen opern

n
Stein, 177.
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und musikdramen Richard Wagner's.5 In the followlng analy-

ses, one motif of speclal importance has been selected from

each opera and some of 1ts different uses discussed.

The Flying Dutchman - 13841

In The Flying Dutchman one motif clearly foreshadows

the motlf of reminiscence of Wagner'!s later works. The mo-

tif is commonly known as the Redemption motif, and 1ts ap-
vearance always suggests the idea of the salvation of the

Dutchman through a verfect love. Its most interesting oc-

currences are discussed here.

The motif is hearc first in the overture.
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Edward Terry, A Richard Wagner Dictionary (New York:
The H, . "ilson Co., 193%9). Lothar "indsperger, Das buch

der motive und themen aus siZmtlichen opern und musikdramen
Richard Vagner's (Hainz: B, Schott's sBhne, 19317,
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In Act I Senta hums the motif to herself during the svinning

chorus.
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Her thoughts are occupled with the portrait of the Dutchman
at which she gazes. Here the listener 1s given some 1dea of
the meaning of this motif. The dramatic import of the motif
is not clearly defined until Senta sings her Ballade, in

which she tells how the Dutchman may be saved by someone who

will love khim faithfully.

Richard Wagner, The Flying Dutchman (New York: G.
Schirmer, Inc., 18973. All page numbers for musical examples
cited refer to this edition.
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Thus the motif origlinates in the vocal line and assoclates
itself very clearly with a dramatic 1dea. The aopearances
in the orchestra from here on are obvious in thelr meaning.
The motlf 1s sung once agaln in the same scene hy the
chorus of maldens. They reflect on Senta's story and won-
der who will be so falthful as to save the Dutchman from

nls endless journeying.
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At the conclusion of Scene &, Act II, Senta sings the
motif agein. Erlc has Jjust told her of his dream, and
Senta feels that she must be the one who will give her
falthful love to the Dutchman., The motif ends Jjust as

Scene 9 begins and the Dutchman enters,
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At the close of Scene 10, the Dutchman and Senta are
left alone. Senta has recognized him and realizes the aw-—
ful importance of her part in thelr love. The Dutchman
must be wondering if Senta's love represents his redemp-
tion, and as they gaze at one another, the motif 1s heard

in the orchestra.
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There 1s an interesting repetition of this musical

idea in Act III when the sallors of Daland's ship and the
maidens try to arouse the Dutchman's sailors to join in

thelr fun and feast. The chorus declares that the Dutch-
man's sallors must be dead, and then they begin to wonder

if the ship 1s not that of the legendary Flying Dutchman.
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In the Finale of the opera, after Senta has flung her-

self into the sgsea to save the Dutchman, the motif rings out

at a very fast tempo, Jubilantly procléiming the redemption
of the Dutchm™an.

The use of motifs in The Flying Dutchman differs from

eber's Euryanthe only in éxtent. The Redemptilon motif,

however, 1s the first motlf of reminlscence to be so clearly
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defined up to this point., It should also be mentioned that
the motif of the Dutchman recurs continually throughout the
worls, whenever the Dutchman or his ship 1s suggested. This

is a more extensive use of a motif than has yet been seen,

Lohengrin - 1848

Loﬁengrin contains aporoximately equal numbers of ourely
orchestral leitmotifs and motifs of reminiscence. The "Ver-
bot" motif is the central motif of the opera, and it is a
prototype of Wagner's definition of the motif of reminis-

cence in Opera and Drama.7

The motif first apvears in the wvocal line, sung by
Lohengrin after his entrance in Act I. '"Never, as thou dost
love me, aught shall to questlion move thee, from whence to

thee I came, or what my race znd name.'
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The %text and music are reveated almost immediately for fur-
ther emphasis as Lohengrin ftries to impress Elsa with the

solemnity of her oath.

TStein, 57.

8Richard Wagner, Lohengrin (New York: G. Schirmer, Inc.,
1897). All page numbers for musical examples clted refer
to this edition.
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In Act II there 1s an important presentation of the mo-
tif. Ortrud is ftrying to create douots in Elsals mind
about Lohengrin's origin and his secrecy about himself., As
Elsal's falth first begins to waver the motif 1s heard like
a warning from the orchestra.

1R ALl ' e -
: 3 ——
. = & Y

y -

\
A
ot T

g
r
i
i

By the close of Act II Elsa becomes terrified at her
own doubting. As she and Lohengrin are conducted by the
King to the entrance of the llinster, Elgsa sees Ortrud who
1ifts her arm against Elsa wlth an expression of certain
triumph. Elsa in terror turns away, and the motif ig

heard loudly in the orchestra.
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“Ten Flsa and Lohengrin are alone in Scene 2, Act III,
Elsa's curlosity becomes toc much for her, and she cuestions

Lohengrin directly about his name and his country.
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Lohengrin sadly sends her to the King, assuring her that he

wlll Join them and reveal everything to them. Elsa is

speechless, and as the curtain falls the motlf 1s heard

again.
293
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The last apnearance of the motif is in the third scene of
Act III, immediately vpreceding Elsa's entrance and Lohen-
grint's narrative explaining hils story and origin. The or-
chestra vlays the motif softly, reminding the listener of

Elsa's fallure to keep her promise.
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In Lohengrin some of the more interesting examples of
the "Verbot" motif have been discussed. It is a reninis-

cence motif like the Redemption motif of The Flying
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Dutchman, but 1t is shorter and completely unchanged in
1ts recurrences. Also after Lohengrin sings it twice with
the same text, 1t is taken over corpletely by the orches-
tra. About half of the motifs nresent in the onpera are
reminiscence motifs., In this study Lohengrin revresents

the neak of the use of this type of recurring rusic.

Tristan and Isolda - 1860

The use of leltmotifs in Tristan and Isolda is very

different from that in Yagner's earlier works. Here there
are no reminiscence motifs; rather, “Jagner uses relatively
few, short motifs, many of which are very similar. These
rotifs nrovide materlial sultable to the tyve of symvhonic
development that characterizes the music of Tristan.

In his text Tlagner simplified the outer action of the
drama as much as posclble. He removed all unnecessary
characters and events from the legend. As a result empha-
sig 1ls placed on the psychologlcal asnects of the drama,
exoressed by the orchestra through the extensive develop-~
ment of musical motifs.

Eal

Sneaking of his new theoretical attitudes in writing

Tristan and Isolda, YVagner writes in his essay, -lusic of

the Future,

I will allow the strictest demands growilng out
of my theoretical assertions to be made of this
work, not because I shaned it according to my



system, for I had completely forgotten all
theory; but because here at lass I roved
with the utmost freedom and with utter dis-
regard of any theoretical scrupnle, to such
an extent that while I wrote I had the sense
of far survassing my system., Belleve me,
there 1s no greater gatisfaction for the
artist than this feeling of Total lack of
reflectign which I experienced in writing my
Trigtan,

One of the most important musical ideas of the onera

occurs in the opening measures of the overture,
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The bracketed motif is here tied together with the motif
resresenting Tristan., This 1dea vnermeates the entire overa
and 1s extensively developed and exvanded, Samples of the
motif will 1llustrate the technicue of.handling leitmotifs

typical in Tristan and far-removed from the concept of the

|_lu
b

mot of rerminiscence described in Opera and Drana.

9Richard agner, Samtliche Schriften und Dichtungen,
auoted 1in Jack ii. Stein, Richard “agner and the Synthesls
of the Arts (Detroit: 'fayne State University Press, 1360),

154,

lORichard “Tagner, Tristan and Isolda (lew York: G.

Schirmer, Inc., 1906). ATl page numbers for "usical exam-
nles cited refer to this edltion.
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The motilf is heard in the beginning of Act II as

Isolda walts excitedly for Tristan. It 1s played at a fas%t

Sempo, indicating Isolda's eagerness, and 1%ts harmonilza-

tion is completely unlike the example heard in the overture,
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is also from Act II. Tristan and Isolda have

t=1

xamnple

s
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met in the garden. The motif wnrecedes their love duet.
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Th gnecial interest in that

is anwnearance of the motif is of
the top line 1s the Isolda motif, reneated twice with the

same harmonic structure as in the overture, The lower line
is another =otif. The two volces combine ln measures 5

and 6 1n an ascending chromatic scale.
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Somewhat different in rhythm and harmonic structure,

the following: example shows a variation of the original no-
& T £

. ral

tif. It is oresented in the beginning of Act III describ-
inz the gloom and lonelinegs of Tristan alone on hls lsland.

As in the overture the motif is reneated three tires.
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The final occurrence of the motif is heard at the con

cluslion of the onera.

@ 8 E‘!g
T {

s Pk —

L+ () =)

——% S ‘? 0 M N Ne—O0—1— O
A“- Lv‘LI'/ “évl\il“. '0 <
4 d .sré‘ ? dr’ .

Thne notif is resolved here and reoresents the only completed
statement of the motif in the entire overa, as Tristan and
Isolda are at last united in cCeath,

In the works of ‘eber and nls contemporaries, musical

[PRA

motifs used for dramatic significance were incidental %o
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the structure of the overa. In Vagner's Tristan and Isolda

the develonment of dramatically significant motifs vervades
the entire structure, ‘hereas in the earlier history of
the leitmotif, &ssoclation and memory were necessary to the
dramatic significsasnce of a motif, the leltmotifs of Tristan
have become sympolic., :any of the motifs from earliler
oneras were relatively long., Ulow in Tristan the motifs are
skhort and asre constantly developed symphonically. BSometirmes
gseveral different motils are worked together. The early use
of motlfs concerned outer actlon., TWagner's motifs in Tris-
tan deal with Inner moods, and thelr use 1s introspective.
These changes 1in the use of the leitmotif concurred
with and were devendent uvnon the increased imvortance of

-

the orchestra in Vagner's later operas,
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