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ABSTRACT
Richard Strauss is widely recognized as one of the most successful German
composers in almost every genre, but his music for the voice is especially prized. This
project consists of two parts: a close examination and analysis of eight of Strauss’ Lieder,
written at various times in his life, and a performance of these pieces, which was given on
March 19, 2011 in Esber Recital Hall. Audio of the recital was recorded by Bob Klotz
and can be found, with the program, in the appendix.
The eight pieces selected for this project share the theme of flowers, bouquets,
gardens, and blossoming. The theme provides coherence and a framework for
comparison of the songs, while at the same time exhibiting the remarkable variety of
techniques and emotions that Strauss brings to this supposedly light fare. Each piece will
be looked at in the context of the events of Strauss’ life during the composition of the
song and in relation to his other contemporary compositions.
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Mädchenblumen (1886-1888)
Twenty-one-year-old Richard Strauss spent 1885 in the city of Meiningen as
assistant to Hans von Bülow.1 The famous conductor soon became a father figure to the
young composer and they maintained a close friendship until almost the end of von
Bülow’s life.2 At the end of his very busy, but productive term in Meiningen, Strauss
spent two months touring Italy. He visited Naples, Sorrento, Salerno, Capri, and Rome
and was so inspired by his experience that he began to write his first programmatic piece
about it.3 He confessed in a letter to von Bülow that he had “never really believed in
inspiration through the beauty of nature, but in the Roman ruins I learned better, for ideas
just came flying to me.”4 Aus Italien (1886) was the composer’s first work to create
some negative turbulence in the public, a reaction taken by Strauss as a compliment.5
The half-suite, half-symphonic poem showed the influence of Franz Liszt and Johannes
Brahms and started the young composer down the road that would make him famous.6
After his return from Italy, Strauss began a three-year tenure as the Third
Conductor (Dritter Kapellmeister) at the Munich Hoftheater.7 Here, unlike in Meiningen,
he had significant free time, since during those three years he only conducted forty-three
performances, none of which were new works.8 This free time allowed lots of
socializing, and he developed a close relationship with composer Alexander Ritter, whom
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he had met in Meiningen, and who was a huge proponent of Richard Wagner, Liszt, and
Arthur Schopenhauer,9 Ritter became a second mentor, and his very strong opinions
were likely a factor in the shaping of Strauss’ own musical philosophy. One of their
favorite topics was the question of form versus content. Liszt, and therefore Ritter, felt
that the sonata had been exhausted by Ludwig van Beethoven and that its antiquated form
failed to meet the requirements of modernity and its new ideas.10 With the composition
of Aus Italian, Strauss had accepted that new ideas required new forms.11
The next step beyond Aus Italien was Strauss’ tone poem, Macbeth (1888).
Although it never has received as much attention as Tod und Verklärung (1888-89) or
Don Juan (1888-89), Macbeth was written first and was the first to be given the title
“Tondichtung,” a word Strauss invented as a way to differentiate from Liszt’s symphonic
poems.12 With this bold claim to the invention of a genre, he emphasized that his
programmaticism dealt with “the delineation of character, the exploration of emotional
states and…, the nature of philosophical aspiration.”13
In the middle of these important developments in instrumental music, Strauss was
also using his free time to produce plenty of Lieder, including five opuses between 1886
and 1888. Mädchenblumen—Maiden-blossoms—(1886-1888) is arguably the least
popular; the other opuses contain such perennial favorites such as “Ständchen”, “Breit’
über mein Haupt”, and “Du meines Herzens Krönelein.” Mädchenblumen is completely
different in character from those more tuneful, traditional songs. Strauss described them
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as complicated, experimental, and “extremely ungrateful.”14 Given their relative
inaccessibility, it comes as a surprise that these songs earned him his greatest publishing
fee to date. In shopping around for a new publisher, the composer demanded eight
hundred marks from Berlin publisher Adolf Fürstner “out of sheer bravado.”15 To his
surprise, Fürstner complied, and thus became Strauss’ publisher for many years.16
While the music may be considered experimental, the text to which
Mädchenblumen is set is of a less scholarly or artistic nature. Felix Dahn, the author of
Mädchenblumen, is much better known today as a historian than as a poet. His poems are
not considered important literary contributions, and indeed, scholar Barbara A. Petersen
calls them, “sickeningly sweet, drippingly sentimental…. just too precious and dated
when read.”17 However, they contain the lively, expressive imagery that was for Strauss
the real requirement.18
The historian-poet’s fulsome output includes important histories of the crusades,
the Völkerwanderung (migration of peoples), and the prehistory of the Germanic and
Roman tribes. His historical novel, Ein Kampf um Rom, (The Battle for Rome), became
popular with the public, however, the anti-Semitism and the fear of ethnic mixing present
in many of his works unfortunately helped provide groundwork for the later rise of
National Socialism.19 Dahn’s Mädchenblumen was published in 1857 in his second
collection of poems, simply titled “Gedichte”. The only other Dahn poetry that Strauss
chose to set was for his Op. 21, Schlichte Weisen--perhaps because, as some scholars
14
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claim, his taste in poetry improved with age.20 In any case, Mädchenblumen seems to
have sparked his imagination.
Each song in the set personifies a different flower as a specific type of girl.
“Kornblumen” – cornflowers - are the mild, piously peaceful girls with blue eyes and
clear souls. To depict them, Strauss writes a very straightforward, tuneful melody that
makes no extraordinary demands of the singer. The text-setting is syllabic and forgoes
any kind of flashy text-painting. The piano part consists of a simple accompaniment that
never distracts from the vocal line. The rhythm is a nearly constant pattern of octaves in
the bass clef on beats one and three, paired with chords in the treble clef on the off-beats.
“Mohnblumen”—poppies—are the robust, cheerful tomboys who never tire of
dancing. It is not surprising that Strauss conceived these songs while in the midst of
writing Aus Italien and Macbeth, in which the instruments must tell the story, for the
piano accompaniment carries much of the expressive burden. The piano begins with an
outburst of trills, a motive that is repeated throughout the piece, emphasizing the energy
that is so integral to the flower’s invented personality. These trills become an important
motive throughout the rest of the piece, and spry little grace notes abound as well. The
vocal line is equally informative. It is rhythmically unpredictable, and abruptly changes
moods at each textual opportunity. There are many leaps of a fifth or more, frequent
sixteenth notes, and a tempo marking of “Allegro giocoso,” all of which evoke the
animation and excitability of the girls that inspired it.
“Epheu”—ivy—is the shy, unassuming, and irresistibly fragile girl who was
“born to cling to another life.” The reaching tendrils of the plant are depicted in the
climbing arpeggios in the piano that form the entire accompaniment. They also appear in
20
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the vocal line, which is very smooth and largely step-wise. Each complete thought is
expressed in three or four arc-shaped phrases, which successively rise in pitch,
illustrating ivy’s winding growth. Strauss also employs a very rare and almost humorous
effect by setting the two syllables of the word “liebend,” (lovingly), on pitches almost
two octaves apart—beginning on A-flat above the staff and dropping to the B-flat below
middle C. This device quickly illustrates the flower’s fervid but short-lived life. The
deliberate pairing of a crescendo and diminuendo on the last phrase of the piece, “die nur
einmal blühen,” (which only blossom once), captures this singular blossoming.
The last flower in the set is the “Wasserrose” - waterlily. This enchanting nymph
of a flower that “appears to exchange glances with the stars” is given a minimal, harp-like
arpeggio accompaniment that barely underpins the whispery vocal line. The contrast
between duple and triple rhythms in the first half of the piece lends it an ethereal quality
that never quite allows it to settle. The opening words of the Lied are a question, and
through the use of rising ends of phrases, the interrogative feeling is not released until the
last third of the piece. At this point in the text, “Wenn sie spricht, ist’s wie silbernes
Wogenrauschen,” (When she speaks, it’s like silver, rushing waves), the texture, key, and
meter change and the piano begin to generate more movement with a shimmering chordal
motive in the right hand, punctuated by little echoes of the vocal line in the left. This
choice seems to reflect the “rushing waves” and the more decisive, affirmative content of
the text is reflected by more predictable melody and rhythm.
Some aspects of Mädchenblumen are interesting because of their potential
evidence of outside influences working on the young composer. Strauss’s friend, Ritter,
was mainly influential in the way that he pushed Wagner and Liszt upon Strauss; but it

6

should be mentioned that his own best compositional achievements were in song writing,
and Strauss paid close attention to the efforts of his friend.21 Ritter’s style included
“exemplary declamation, the original treatment of dissonance, and the tendency of a
cantabile line to turn suddenly into a kind of recitative at a significant point in the text,”
and he also favored dissonance between the vocal line and the piano accompaniment.22
These last two characteristics are particularly evident in “Mohnblumen,” which
frequently switches between speech-like and sung melodies, and in “Wasserrose,” in
which the piano and the vocal line operate with a great deal of tonal independence. All of
the pieces exhibit an obvious naturalness in the treatment of speech—a skill Strauss may
have learned from Ritter.
A last likely influence between 1886 and 1889 was Strauss’s introduction to
Pauline de Ahna, his future wife, whom he met during a vacation on Lake Starnberg
outside of Munich in August of 1887.23 He became Pauline’s vocal coach, and some
scholars suggest that it was her voice that he imagined for his vocal compositions from
this point forward, although they did not marry for another seven years.24 Pauline’s
special talents included impressive breath control and the ability to maintain long phrases
above the staff—talents that are frequently demanded of the performer in many of
Strauss’s Lieder and arias.25 Perhaps one or all of the descriptions in Dahn’s set
reminded Strauss of his new muse, although accounts of her personality don’t necessarily
suggest the patience, shyness, or fragility characteristic of either “Kornblumen” or
“Epheu.”
21
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Mädchenblumen may be sentimental, but that weakness doesn’t preclude its
success. Each piece is entirely distinct and carefully crafted, and is valuable as an
example of Strauss’s experimentation and interests at this early stage of his life.
Mädchenblumen is charming in its way—just like the types of girls who probably
inspired it.

“Weisser Jasmin” (1895)
After Strauss’s position as the Dritter Kapellmeister (Third Conductor) in Munich
became wearisome, he accepted the job of Erster Kappellmeister (First Conductor) in
Weimar in 1889.26 He also accepted Cosima Wagner’s request that he serve as Music
Assistant for the Bayreuth festival that summer, and an artistic relationship grew between
them. Since Cosima happened to be the ex-wife of von Bülow, Strauss’s relationship
with his old mentor began to cool.27 Strauss’s work pace in Weimar was feverish. He
aggressively programmed new works and fanatically rehearsed Liszt’s symphonic poems
and Wagner’s operas. With the success of his first few tone poems, his compositional
and conducting fame were both on the rise, and he received invitations to conduct in all
the major cities, which made his schedule even more hectic.28 He even began work on
his first opera, Guntram, but he became seriously ill at the end of the 1891-92 season and
took a health hiatus for several months in Greece and Egypt before returning to Weimar.
1894 was an eventful year: von Bülow died, and Strauss’s relationship with his
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old friend and mentor Ritter soured.29 Guntram was finished, but the premiere received a
lukewarm reaction in Weimar and was cancelled after the first performance in Munich.30
At this time, he also finally married Pauline, and rather surprisingly, was offered the
Kappellmeister job at the Munich Court Opera, where he’d had such a frustrating
experience the year before.31 He had mixed feelings about the prospect of returning
because he was not going to be granted the autonomy he wanted and some of his most
hostile critics were still in power there, but he ended up accepting the offer.
After the failure of Guntram, Strauss turned again to tone poems: Till
Eulenspiegel (1894-95), Also sprach Zarathustra (1896), Don Quixote (1897), and Ein
Heldenleben (1897-98) are significantly longer than his previous tone poems, require
larger forces, and handle different subject matter—namely, the relationship between the
individual and the outer world.32 This difference marked Strauss’s rejection of Wagner’,
Ritter’, and Schopenhauer’s philosophy, and his new interest in Friedrich Nietzsche.33
“Weisser Jasmin”—white Jasmine—was composed around the same time as Till
Eulenspiegel and Also sprach Zarathustra, both of which exhibit Strauss’ resonance with
Nietzsche’s agnosticism and fondness for ironic contrasts and concepts that turn on
themselves.34 The Lied itself, however, betrays none of these heavier sensibilities.
Instead, Strauss takes Carl Busse’s lushly romantic text and treats it sensually and
playfully, qualities appropriate for the covert rendezvous suggested in the poem. The
rhythms of the vocal line surge forward and then recede, as on the words “ruf in
klopfenden Mädchenherzen Blüte der Liebe die Sehnsucht wach,” (call forth in the
Ibid., 58.	
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beating maiden’s heart blossoms of love which awaken longing), for which the
emphasized syllables “Mäd-“ and “-herz-” are placed an eighth-note ahead of the strong
beat. This rhythmic anticipation mirrors the romantic anticipation between the lovers.
Strauss also interjects sixteenth rests after “Blüte” and “der Liebe,” lending the line a
breathless quality. Finally the line becomes smoother with the words “Sehnsucht wach,”
(longing awakes) thereby giving the voice an opportunity to swell and express longing.
Phrases that aren’t breathless are instead serpentine, as in “Schwül von deinen duftenden
Kronen weht der Nachtwind über den Park,” (Sultry from your sweet-smelling crowns,
the night-wind drifts over the park), which changes directions pitch-wise six times. The
climax of the piece, the last phrase, is a mixture of both styles: the vocal line climbs an
octave in a quick, jagged fashion, and then sustains the highest pitch in the piece before
settling a fifth lower and assuming a relieved mood as the piano fades away; the sexual
implications are not subtle. The piano part is full of movement, and uses rapidly climbing
or soaring figures to depict the excitement caused by the sultry fragrance of the flower in
the air. Its rhythms are wild and uninhibited, and often they do not line up with those in
the vocal part; this disjunction sets a frenzied mood. The piece seems to place more
importance on text and mood than on melody, and to this end I think it certainly
succeeds.

Brentano Lieder (1918)
After just a few years as the Kappellmeister in Munich, Strauss left for the more
liberal climate of Berlin, where he assumed the prestigious job as conductor of the
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Hofoper.35 With the turn of the century, his interests shifted away from tone poems and
Lieder and towards opera.36 Feuersnot premiered in 1901, followed by Salome in 1905,
Elektra in 1909, and Der Rosenkavalier in 1911. Pauline retired from singing in 1906,
bringing about the end of their joint Lieder recitals, which probably contributed to his
subsequent inattention to the genre.37
Strauss had been keeping his savings in a British bank, and the First World War
caused him to lose every penny of it, which cost him not just his fortune but also his
artistic autonomy.38 The war doubly annoyed him because Hugo von Hofmannsthal, his
librettist, was drafted into military service, causing work on Die Frau ohne Schatten to be
very slow (1914-1917; premiere 1919).39 Stylistically, Strauss was wearying of PostRomanticism, and declared that Die Frau ohne Schatten would be his last Romantic
work. Strauss was released from his Berlin post in April of 1918, and in the postwar
misery and turmoil that was Berlin, he negotiated a move to Vienna to become codirector of the Vienna State Opera.40
In 1918, it was brought to Strauss’s attention that part of an old contract with the
publisher Bote & Bock had not yet been fulfilled, namely that he was to submit six more
songs to them—an obligation that irritated him, since it had been over a decade since he
had last composed any Lieder.41 Strauss composed his six Brentano Lieder, (including
no. 2, “Ich wollt’ ein Sträusslein binden” and no. 3,“Säusle, liebe Myrthe”), but he was
not about to hand these valued pieces over to Bote and Bock. The pressure they brought
35
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to bear on him to fulfill the contract enraged Strauss, so he enlisted Alfred Kerr, a critic
whose clever pen had lambasted Strauss’s own works, to write a satire on the music
publishing industry. Kerr’s biting poems became the fodder for Strauss’s only true song
cycle, Krämerspiegel (Ashley 128). Unsurprisingly, the publishers rejected this, forcing
Strauss to write his Ophelia Lieder and three Goethe settings in order to finally satisfy
them.
In the same year, Strauss also wrote his Fünf kleine Lieder based on Achim von
Arnim and Heinrich Heine, and orchestrated six extant works. This sudden flowering of
song after the end of the war is curious, because at this point, the genre had become
somewhat antiquated, and Strauss’s involvement points out the gap that had arisen
between Strauss and the new camp of artists in Berlin, such as Paul Hindemith, Bertolt
Brecht, and Kurt Weill, who sought to be politically and socially relevant, or, at least,
“modern.”42 Whether or not the Lied was fashionable, the skill with which the voice is
handled in these new pieces, particularly in the use of coloratura, sets them apart from
Strauss’s younger efforts. His twenty years as an opera composer had clearly honed his
abilities, as evidenced especially by the Brentano Lieder.
These songs were inspired not so much by nagging publishers as by one of
Strauss’s muses, Elisabeth Schumann.43 Schumann and Strauss knew each other well and
there was gossip about an affair, but there is no evidence of it. Schumann’s vocal career
was very successful without Strauss, but she was most famous for perfecting the role of
Sophie in Der Rosenkavalier; Strauss would later collaborate with her on a recital tour of
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the United States.44 Schumann was blessed with a beautiful, light and agile voice,
capable of a silvery float that made her very popular in soubrette roles and as a Lieder
singer.
Her influence can probably be heard in “Ich wollt ein Sträusslein binden” (I
would have made a little bouquet), which includes little dashes of quickly dancing
coloratura on the words “Sträusslein” (bouquet) and “Blümlein” (little flower). These
little flourishes illustrate the intricate beauty of the little bouquet and the little flower.
Strauss also uses coloratura on “Wangen” (cheeks) and “Tränen” (tears) to illustrate the
sounds of crying and the fluid movement of tears. This Lied is a ballad of sorts, and the
story changes character several times as new discoveries or events occur. Strauss shows
these contrasts by frequently switching between major and minor sonorities. The hopeful
opening is in major, but as soon as the dark night comes, the tonality switches. When the
narrator suddenly comes across the flower, the accompaniment is again major, but as the
flower begins to beg to be left intact rather than picked, the accompaniment becomes
minor, and so on. Another expressive method used is the simplification of rhythm and
melody as the narrator settles on the outcome and moral of the story. The opening two
pages include lots of triplets and some dotted-eighth/sixteenth note patterns, but by the
last two pages, the most complicated rhythm is a dotted-quarter/eighth note pattern. The
rest consists essentially of consecutive quarter notes, which emphasizes the dejection of
the speaker. Likewise, the melodies at the beginning have many more skips and are more
energetic than those at the end of the song, where many phrases are monotone, and others
tend to move by half-step instead of by leap.

44
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“Säusle, liebe Myrthe” (rustle, dear Myrtle) requires even more coloratura than
“Ich wollt ein Sträusslein binden,” and the extended phrase lengths necessitate a good
deal of stamina, as well. The frequent melismas set the mood of Brentano’s whispery,
celestial lullaby, and playfully illustrate words like “flieg” (fly), “rauschen” (rustle),
“Flügel” (wings), “schlaf” (sleep) and “träum” (dream). The related concepts of
sleeping, dreaming, and flying are connected in the piece by applying the same five-note
motive, 1-5-1-2-7, to all three words. Strauss cleverly text-paints “zirpt” (chirpts) with a
grace note and an octave leap so that the voice mimics a chirp. The piano part shows the
practiced invention of an orchestral composer, recycling the themes of the vocal line and
morphing them into a colorful and cleverly contrapuntal accompaniment. Strauss makes
frequent use of arpeggiated chords to describe the rustling in the text. During the words,
“die Turteltaube girrte auch ihre Brut schon ein” (the turtledove has already cooed her
brood to sleep), the piano employs murmuring triplets that alternate between steps or
half-steps to portray the sound of the mother dove. Overall, the magical dreaminess of
the poem is aptly reflected in the nimble, sweeping lines of both the piano and the voice.

“Malven” (1948)
During the Weimar Republic (1918-1933), Strauss worked in Vienna and toured,
writing Intermezzo (1918-1923), Die Ägyptische Helena (1923-27), Arabella (1929-32),
his ballet, Schlagobers (1921-22), and various other odd projects, like a movie version of
Der Rosenkavalier (1925). Strauss resigned from his post as co-conductor at the Vienna
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Staatsoper in 1924, but continued to conduct frequently as a guest.45 In 1929, during the
worldwide economic crisis, Strauss learned that Hofmannsthal, his longtime collaborator,
had died of a stroke—news that weighed heavily on the composer.46
In the first years after the Machtergreifung (Hitler’s seizure of power), Strauss
completed his operas Die schweigsame Frau (1933-34), Friedenstag (1935-36), and
Daphne (1936-37). Strauss had a new librettist, Stefan Zweig, whom he held in great
esteem, but Zweig was Jewish, and for this reason was soon forbidden by the Nazis to
work with Strauss, forcing the unhappy composer to turn to the less capable Joseph
Gregor for Friedenstag and Daphne.47
Strauss saw himself and all art as essentially non-political in a way that recalls
nineteenth-century German Romanticism.48 He felt that participating in the State reduced
him to a member of the herd, but his attempts to ignore politics, as he had done during
every other government tenure of his lifetime, became less and less successful. Strauss is
often criticized, because, although he was never a Nazi sympathizer, he served as
president of the Reichsmusikkammer, the official chamber of music during the Third
Reich, founded by Joseph Goebbels to promote “good German music,” in 1934 and -35.49
He had hoped to use the position to improve composers’ rights, music education, and
radio programming, among other goals, but many of these went unfulfilled, and the bulk
of his effort went towards attempting to gain special privilege to allow his collaboration
with Zweig and attempting to allow the performance of his Hofmannsthal operas, which
were banned because of his former librettist’s Jewish heritage. Scholar Bryan Gilliam
45	
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points out: “The composer’s negative reaction to Nazi anti-Semitism is revealing… for he
dwelt not so much on its global evil, but on how it affected his career.”50
During the war, Strauss completed Die Liebe der Danae (1938-40) and Capriccio
(1940-41), and several instrumental pieces, including his Metamorphosen (1945), and
spent a good deal of time and worry trying to protect his son’s Jewish wife and their
children, which brought the realization that his star-power and connections were anything
but infallible.51 He and his wife moved several times, and the destruction of his various
home cities: Munich, Berlin, Dresden, and Vienna—not to mention the opera houses at
each location—was hard for the by now eighty-year-old man to bear.52
In 1945, the American troops arrived at Strauss’s villa intending to take it over,
but when Strauss announced his identity, they spared it, and the composer received many
American admirers requesting autographs.53 The following year, Strauss and his wife left
their home in Garmisch-Partenkirchen for Switzerland, where they lived in various
hotels, though their health was clearly deteriorating.54 He was finished with operas, and
returned to instrumental music and Lieder, also occupying much of his time writing
letters to cultural officials about his concerns regarding the rehabilitation of the arts.55
Strauss was in the autumn of his life, but it was during this time that Strauss wrote
some of his best-loved works: the Vier letzte Lieder (Four Last Songs)—a title invented
by his publisher and commonly mistaken to mean that they were his very last creations.
However, these pieces were not his last contribution to the world; rather, that honor goes
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to a short little Lied called “Malven” completed on November 23, 1948.56
“Malven” (Mallows) draws its text from a poem by Betty Wehrli-Knobel, a Swiss
poet and novelist. The poem had appeared in Die Weltwoche, a weekly Swiss magazine,
on October 29 of that year.57 The poem was later published in Wehrli-Knobel’s
collection, Neue Gedichte, in 1949.58 Strauss was apparently charmed by the simple
poem with its concrete imagery, and sent the manuscript to admired soprano Maria
Jeritza, with a note requesting that she make a copy for him and retain the original.59
However, Jeritza never obliged, even after multiple requests after the composer’s death
from his son, the Österreichische Nationalbibliothek (the Austrian National Library), and
Zubin Mehta; she even announced that she would not permit the song to be performed in
her lifetime.60 Supposedly, Jeritza attempted to sell the manuscript to several publishers,
but demanded an exhorbitant price, which caused “Malven” to remain hidden from the
public.
Two years after her death, the auction house, Sotheby’s, acquired the manuscript
and sold it to Frederick R. Koch,61 an American collector and philanthropist, known for
making important contributions to numerous libraries, museums, and theaters, and for
buying, restoring, and maintaining historical sites in the United States and Britain for the
benefit of the public. Mehta had been watching the situation and saw to it that the New
York Philharmonic secured the rights for the premiere of the work.62 Kiri te Kanawa and
Georg Solti performed the piece on January 10, 1985 at a New York Philharmonic
56
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subscription concert.63
What is always so interesting about the late compositions of a great artist is the
idea that those creations have been informed by an entire lifetime of study and
experience—in the case of “Malven”, eighty-four years. Strauss was extremely literate, a
great appreciator of visual art, philosophically educated, and generally well-read. The
dramatic Vier letzte Lieder, with all their depth and poignancy, are more plausible as the
fantastic swan song of the celebrated composer than the harmonically jarring and vocally
disjunct little song about flowers that actually is his last work.
Malven’s prelude consists of a lively rambling and redoubling melody underlined
throughout by non-tertian three-note chords consisting of either a major sixth or minor
seventh between the bottom two notes, and a perfect or augmented fourth between the
upper two.64 The predominance of this sonority and repeated melodic fragments in the
piano part are the major unifying gestures in the piece. The vocal line, on the other hand,
changes character with each phrase. The opening line, “Aus Rosen” (out of the roses) is
given the romantic, flowing melody from the introduction, which appears later on the
words, “himmlischen Licht” (heavenly light), at the end of the [A] section, and on the
first instance of “Sommers Gesind” (summer’s servant), at the end of the piece.
Otherwise, each phrase is treated independently: “Phlox” has a lively, short motive,
which reflects the hardy, simple, colorful flowers. “Zinnien” (Zinnias) is given a
zigzagging, more stretched-out motive, suggesting the fun, splashy color of the flower.
The words, “Ragen im Garten Malven empor,” (mallows tower aloft in the garden), are
set to a jagged climbing motive that spans an octave and a half—towering out of the staff
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just like the flowers it depicts. To illustrate the words “verweintes, blasses Gesicht”
(tear-stained, pale face), Strauss constucts a melody of droopy, whimpering half-steps,
but then the clouds part, and we hear the return of the main theme on “goldnen
himmlischen Licht” (golden heavenly light).
The interlude is almost an exact copy of the prelude, which walks us through the
happy rambling garden. Then the tone changes and the vocal line becomes gentle and
wistful like the text.
The last lines of the poem describe the Mallows as “summer’s servants.” It seems
that it is exactly this kind of service—service in the creation of beauty—that Strauss
identified with most. Gilliam writes, “Even with the knowledge of approaching death, he
neither needed nor wanted redemption, continuing to hold to his life-long belief that the
divine is to be found on earth: in art, in ideas, in the act of creation.”65

Conclusion
Strauss wrote over two hundred Lieder,66 and invested time in the genre off and
on during his entire career. In fact, the Lied is the only small-scale genre that held his
interest throughout his life.67 As such, it is not surprising that they are not all of the
highest quality, yet many have stood the test of time. Strauss’s Lieder have never been as
critically discussed as his operas and tone poems68, but they have enjoyed great
popularity from the start: as of 1903, his lieder were more performed in Germany than
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those of any composer save Johannes Brahms and Hugo Wolf69.
Flowers are the perfect subject for Lieder—both are miniature confections of
beauty and subtle detail. Strauss may or may not have agreed, but his output speaks for
itself: each of the eight pieces discussed is lovely, distinct, expressive, and memorable.
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