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Figure 1.1 — The opening bars of Schreker’s Kammersymphonie (1916) 
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Figure 1.2 — Excerpt from 'Harmony' chapter, Rimsky-Korsakov's Principles of Orchestration105 

Figure 1.3 — Bars 382-3 of Schoenberg's Erwartung, quoted in his Harmonielehre 
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Physiological Basis for the Theory of Music, first published 1862, see Helmholtz (1885). 

107 Helmholtz (1885, 5), see also the section ‘dissonance for different qualities of tone’, (204ff.). 
108 Schoenberg (1978, 418). 



 

Table 1.1 — Instrumental breakdown of Schoenberg's Erwartung chord (cf. figure 1.3) 



 

Figure 1.4 — Schoenberg's expected resolution of the first chord from Figure 1.3109 
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Figure 1.5 — Schreker (arr. Strasfogel), Kammersymphonie, piano version, bb.1-3, UE 8755 
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167 “Die inneren thematischen Beziehungen und die Architektur dieser Musik…nach biologischer Form 

strebt…entschleiern sich nur dem genauen Kenner der Partitur.”, Hamburger Nachrichten, 15.Nov.1918, Ibid., p.62. 
168 Hoffmann (1921, 142). 



 

                                                
169 “…es ist die demokratische Verfassung der Kammermusik, die jedem Instrument das Stimmrecht gibt.”, 

Neue Freie Presse, 12.März.1917, Universal Edition (1920, 60). 
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for Schoenberg; and 135-6 for Schreker.  He also cites the short section from Philosophy of New Music (Adorno 
2006, 68-70). 

183 Sheinbaum (2006, 41). 
184 Entire Schreker essay (Adorno 1998, 130-44).  Remarks on Berg can be found in Alban Berg: Master of the 

smallest link, trans. Brand and Hailey (Adorno 1994), especially p. 23, the section on the Altenberg Songs (62-6), 
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Figure 2.1 — Theodor Thomas Heine, Serpentinentänzerin, (Berlin 1900)279 
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Figure 2.2 — Portrait of Adele Bloch-Bauer I, Gustav Klimt (1907)284 
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Figure 2.3 — Zemlinsky, Der Triumph der Zeit, Act II interlude, b.4291 
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Figure 2.4 — Anton Webern, Ricercar, opening bars307 
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Figure 2.5 — Anton Webern, Five Pieces for Orchestra, Op.10, no.1, opening bars, UE 12416. 
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Figure 2.6 — A Visual Form of the ‘Continuity Illusion’ 
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Figure 2.7 — Lerdahl’s hierarchical branchings.356 
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Figure 2.8 — A prolongational analysis of timbre and harmony in the 6 recurrences of 
Schreker’s opening idea in the Kammersymphonie. 



 

Figure 2.9 — Recurrence 5 of 'Idea A' in Schreker's Kammersymphonie (starting in b. 518) 

 



 



 



 

 

 

  



 

Chapter 3  

 

Colour, Brightness, and Timbre 

Examining Timbre’s Role in Auditory-Visual Comparisons in Fin-de-Siècle Vienna 
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Figure 3.1 — What colour is the man's hair? 
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Figure 3.2 — Kandinsky's first table from On the Spiritual in Art 395 
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Figure 3.3 — Spectrogram of the 7 door-scenes from Ariane et Barbe-bleu, Act 1.  
Each of the seven doors is represented above by short excerpts 

from the score, each between 5-8 bars long (see rehearsal markings above) 
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Figure 3.4 — Schoenberg's sketch for the colour-crescendo, Scene 3, Die glückliche Hand 404 

 

Figure 3.5 — Spectrogram of Schoenberg’s 'colour-crescendo' in Die glückliche Hand, bars 115-155,  
showing a global increase in brightness 
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404 Taken from Schirn Kunsthalle Frankfurt (2002, 14). 
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instrumental tones, and provides the data for the comparative assessments of instrumental brightness I make 
above, using graphs that compare the relative spectral centroid of each instrument in the range found in 
Schreker’s score.  For the data, documentation and basic webtools, see http://www.timbre.ws/sharc/. 

http://www.timbre.ws/sharc/


 



 



 



 

                                                
406 Livingstone (2008, 46). 
407 Ibid., 38. 



 

                                                
408 Ibid., 66. 



 

Figure 3.6 — part of Richard Anuszkiewicz's 1960 Plus Reversed (left); with hue removed (right)409 

Figure 3.7 — part of Gustav Klimt's 1907 Poppy Field (right); with hue removed (left).  
Showing equiluminant blue and red410 

                                                
409 Partial scan of image taken from Livingstone (2008, 67). 
410 Public domain image, originally from the DVD The Yorck Project: 10.000 Meisterwerke der Malerei (2002), 

now available on Wikimedia Commons. 
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Figure 3.8 — Schematic diagram towards an understanding of musical space 

 

                                                
415 See figure 1 in Grey (1977, 1271) 



 



 

Figure 3.9 — inclusion of bright, high-pitched, quieter timbre (green dot), and bright, low-pitched, louder timbre 
(blue dot); showing that the global brightness trajectories are the same, but start from a different point in the y-z 

plane 
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Figure 3.10 — Der ferne Klang, Act III, Sc.11, Fritz's study.  Celesta and Piano "behind the scene", UE 3097 III 
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Schlummerleid”. 



 



 



 



 

  



 

Chapter 4 

 

Timbral Constructions of the Viennese Musical Night Scene:  

Hysteria, Dream, and Escape 

 

                                                
421 Modernity and Crises of Identity: Culture and Society in Fin-de-Siècle Vienna (Le Rider 1993). 
422 Daniel Grimley makes a similar point in his discussion of Lars von Trier’s Dancer in the Dark in Grimley 

(2005, 37, 38). 



 

                                                
423 Clarke (1999, 371). 
424 Chion (1994, 5).  



 



 

4.1.1. — Contemporary Viennese Ideas of Night:  Escape of the Alienated Subject from ‘Life’ of the 

Day; Traum(a) 

 

                                                
425 Musil (1995, 706). 
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427 Ibid. 
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429 Ibid., 4. 
430 Webern and the Transformation of Nature (Johnson 1999, 18).  Johnson frames his argument using the debate 

surrounding architectural development at the fin-de-siècle:  Camillo Sitte’s city design “‘as if’ by nature” (16), 



 

                                                                                                                                                   
and Otto Wagner’s contrasting view that paradise “is a building site”, of which “the new city landscape would 
constitute a new ‘nature’.” (17). Johnson also cites Peter Altenberg, who grew up outside the city, for which the 
city was vastly un-natural (“eine unermeßliche Un-Natur”, 18).  For an outline of the radical alterations to central 
Vienna’s urban landscape that occurred in the second half of the nineteenth century, see Fin-de-Siècle Vienna: 
Politics and Culture (Schorske 1981), Chapter II: ‘The Ringstrasse, its Critics, and the Birth of Urban Modernism’, 
(24-115). 

431 “Man hört sehr entfernt einen Eisenbahnzug pfeifen und vernimmt das Rollen desselben”, [72]-5, Act I. 
432 The moment of ‘daybreak’ occurs, at b. 540 in the act III interlude, the ‘train whistle’ from bb. 543-6. 
433 Musil (1998, 163). 
434  Vienna’s population had multiplied rapidly in the late nineteenth century (476,220 in 1857 to 

2,031,420 by 1910), with many people “forced not only to let all their spare rooms, but also to rent bed space to 
Bettgeher, who enjoyed no privileges whatsoever in the apartment, not even the use of any closet space”, (Janik 
and Toulmin 1996, 50-51).  Such situations appear far removed from Musil’s nocturnal ideals. 



 

                                                
435 Le Rider (1993, 30).  
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437 Nietzsche (1997, 170). 
438 Le Rider (1993, 41-2). 
439 Bahr, quoted in Blackmore (1972, 155). 
440 Le Rider (1993, 42). 
441 Schorske (1981, 208). 



 

                                                
442 Le Rider (1993, 42). 
443 ‘Agonies and ecstasies of solitude’, Ibid., 33-5. 
444 Gösta Neuwirth (1972, 100-169) and Ulrike Kienzle (1998, 301-36) both discuss this section of 

Schreker’s opera in terms of stream-of-consciousness and dream process.  However, neither considers work’s 
timbral construction, preferring instead to focus solely on motivic-harmonic relations.  The status of this section 
as ‘dream’ will be discussed later. 



 

                                                
445 Le Rider (1993, 34). 
446 Unheard Melodies: Narrative Film Music (Gorbman 1987, 45). 



 

                                                
447 Chion (1994, 107). 
448 Ibid., 224. 
449 Ibid., 109, 108. 
450 See discussion in chapter 2, as well as later in this chapter. 



 

4.1.2. — Nocturnal Conventions: Timbre’s Role in the Musical Night Scene; ‘Darkness’ and ‘Moonlight’ 

                                                
451 Abbate (2001, 175). 
452 Abbate (1991, 119). 



 

                                                
453 See Bregman (1990, 122ff., 647-8). 
454 Ibid., 647. 
455 Ibid., 648. 



 



 

                                                
456 A detailed discussion of these issues can be found in Nicholas Cook’s A Guide to Musical Analysis (Cook, 

1987, 146ff.). 



 

 

Table 4.1 — Examples of Archetypal Tropes of Timbral Darkness in Viennese Nocturnal Scenes 
  

Composer Piece Location, and any Additional Description 

Predominantly Lower Strings (Often Unison) 

1 Mahler Das Lied von der Erde, 

6.‘Der Abschied’ 

Reh.[3]-1, “The sun departs…”. {muted cellos alone, pp; cf. 

relatively greater brightness of opening bars with tam-tam and 

sfpp contrabassoon} 

2 Seventh Symphony,  

2.‘Nachtmusik’ 

R[108]. {double bass and cello pedal, pp, cf. to flute, clarinet, 

horn above} 

3 Zemlinsky Lyric Symphony, 

6.‘Vollende den..’ 

Opening. {cellos and double basses, pp} 

4 Schoenberg Verklärte Nacht Opening. {cello and viola, pp} 

5 Erwartung, Scene 2 bb.53-6. {double bass and bass clarinet, pp; examining of the 

path in the ‘inky blackness’}. 

6 Pierrot Lunaire, 

8.‘Nacht’ 

Opening bars. {cello, bass clarinet, and lowest register of piano, 

pp; rhythmically, not entirely static} 

7 Berg Wozzeck, Act III,  

Scene 2 

bb.71-3; 75-6; 78-9.  {double bass, in lowest range, contrasted 

with ‘moonlight’ tropes (see table 4.2); bassoon and 

contrabassoon in b.78.  Aside from b.79 (double bass alone, 

pp), the other references are clearly distortions of the ‘dark’ 

trope, containing dramatic crescendos} 

    

                                                
457 It is worth noting that, following the establishment of this ‘dark’ threshold trope, there is a 

particularly prominent rising clarinet figure, marked fff.  The rising arpeggio is in hemidemisemiquavers and 
played by 3 clarinets in unison.  The result is one of intrusion and distortion (through the acoustic beating that 
is unavoidable with more than one clarinet playing in unison at this volume).  This intrusion, or timbral 
breakthrough, creates a mismatch with the visual scene and therefore results in a moment of narrative 
disjunction requiring audience interpretation. 



 

Table 4.1 (continued) 

 Composer Piece Location, and any Additional Description 

Versions with Low Brass and/or Woodwind (Rare) 

8 Schoenberg Gurre-Lieder, Part III R[72]+5-[74], after Waldemar’s ‘men’ have returned to the grave 

at the night’s ending {solo BBb tuba pedal, pppp, lowest 

register} 

9 Zemlinsky Lyric Symphony, 

4.‘Sprich zu mir…’ 

R[67]+1 ff., just before “The night is dark…”. {tuba, 

contrabassoon, pp, in lowest register; joined by double bass and 

ppp bass drum roll at [67]+3} 

Including Lowest Range of Harp 

10 Mahler  Das Lied von der Erde, 

6.‘Der Abschied’ 

R[22]-3 ff., after “The world falls asleep”. {sustained double bass, 

pp; harp, slow quavers, alternating fourths in bass register, first 

p, then pp} 

11 Berg Wozzeck, Act III,  

Scene 4 

b.319, nocturnal stillness after death of Wozzeck. {harp in 

lowest register, Bb1-Db1, p} 

12 Scene 2 bb.106-8, after death of Marie, nocturnal stillness. {harp in 

lowest register, octaves, again m3: D1-F1, pp dim. to pppp; 

contrast to ‘moonlight’ tropes (see table 4.2)} 

13 Schoenberg Erwartung, Scene 1 

 

bb.4-5, “…one cannot see the path…”. {harp, p, slow alternating 

m3; muted double bass tremolandi, pp; both in lowest register} 

14 Scene 2 bb.67-8, “Is anyone there? … No…”. {harp solo, ppp} 

15 Scene 4 bb.418 ff.. “It is dark…”. {double basses, sustained harmonics, 

pp; harp, slow quaver triplets, ppp, absolute lowest register 

(‘where possible an octave lower’)} 

                                                
458 Information taken from Gregory Sandell’s SHARC Timbre Database. The database features spectral 

analyses of a wide range of real steady state continuously-excited instrument tones and some impulsively-
excited ones.  The individual tones of each instrument are analysed across the pitch spectrum. Using the basic 
webtools provided, the data can be displayed in graphic format and parameters compared (in this case, spectral 
centroid of bass trombone, contrabassoon, and BBb tuba).  For more information, see 
http://www.timbre.ws/sharc/files/README.txt, and http://gregsandell.blogspot.com/2007/10/sharc-timbre-
dataset-v-20-xml-format.html.  For the data and basic webtools, see http://www.timbre.ws/sharc/.  

http://www.timbre.ws/sharc/files/README.txt
http://gregsandell.blogspot.com/2007/10/sharc-timbre-dataset-v-20-xml-format.html
http://gregsandell.blogspot.com/2007/10/sharc-timbre-dataset-v-20-xml-format.html
http://www.timbre.ws/sharc/


 

                                                
459 “Die Kontrafagott und die Kontrabaß-Posaune haben hier nur dann mitzuspielen, wenn es der 

Kontrabaß-Tuba allein nicht möglich ist, ein gleichmäßiges pp durch so viele Takte auszuhalten”.  Footnote, 
Gurre-Lieder Score (UE 6300, p.161). 

460 This change in brightness is clear on the most recent recording by Esa-Pekka Salonen: ‘Schoenberg: 
Gurrelieder’.  Esa-Pekka Salonen, Philharmonia Orchestra (Signum Records, SIGCD173, Sept. 2009). 

461 “[…]jedenfalls die tiefste Lage”. (UE 6300, p.161). 



 



 

Table 4.2 — Examples of Archetypal Tropes of Timbral Moonlight in Viennese Nocturnal Scenes 
   

 Composer Piece Location, and any Additional Description 

1st Trope ‘Diffuse Moonlight’ — Predominantly Sustained Strings in Upper Tessitura (muted/harmonics)  

 1 Zemlinsky Lyric Symphony, 

4.‘Sprich zu mir…’ 

R[67]-1 ff., compare ex.8, table 4.1.  {upper strings in upper 

tessitura, pp, muted; also contains example of celesta and harp 

used in upper mid-range (could be in second part of table)} 

 2 Schoenberg Verklärte Nacht Ending, particularly 5 bars from the end. “Two people walk 

through the high, bright night” {sustained strings, pp, harmonics 

in upper tessitura} 

 3 Erwartung, Scene 1 bb.1-2. ‘The edge of a forest.  Roads and fields are lit by the moon; the 

forest … dark.’ {b.2, violins in upper register, pp, harmonics; b.1 

flute and celesta, p (could be in second part of table)}. 

 4 Berg Wozzeck, Act III, 

Scene 2 

bb.107-8. {upper tessitura violins, muted harmonics, pp; also 

sustained flutes, pp, in mid-range} 

2nd Trope 
‘Moon as Object’, or ‘Shaft of Moonlight under Gaze’  

— Upper Mid-Range; Predominantly Celesta, Piano, Harp, Flute  

 5 Schoenberg Erwartung, Scene 1 bb.16-17. “…the moon was so bright earlier”. {harp and celesta, 

upper mid-range, p; also solo violin, extreme upper tessitura, 

ppp (could be in first part of table)} 

 6 Pierrot Lunaire,  

1.‘Mondestrunken’ 

Opening. {piano, flute, pizz. violin, all pp and upper mid-

register} 

 7 18.‘Der Mondfleck’ Opening. {piano, clarinet, violin, piccolo, pp, in upper mid-

register} 

 8 Berg Wozzeck, Act III,  

Scene 2 

bb.71-2, just before ‘it darkens’. {harp, celesta, piccolo, flute 

arpeggiations, mainly in upper mid-register and lowest 

dynamics} 

                                                
462 Treatise on Instrumentation, Hector Berlioz and Richard Strauss, fp. 1904 in Berlioz (1991, 228). 



 

                                                
463 Wie hören wir Musik? (Leipzig, 1888), trans. by Rev. H. Bewerunge as Catechism of Musical Aesthetics 

(London, 1895). 
464 Riemann states in the introduction that his short essay sets out to assess the changes occurring 

within orchestral music, and to find a “third way” between “Hanslick’s system of formalism” and Friedrich von 
Hausegger’s Music as Expression (‘Die Musik als Ausdruck’, Vienna, 1885).  Von Hausegger published Die Musik als 
Ausdruck as a response to Hanslick’s earlier treatise.  In it, Hausegger draws on Darwin’s The Expression of Emotions 
in Man and Animals (1872), and demonstrating how symptoms of certain emotions—heartbeat, changes in 
breathing, bodily movement, etc.—can have equivalent musical form, with which listeners empathise.  See 
Friedrich von Hausegger’s Aesthetics of Musical Expression, in Kappel (2010). 



 

                                                
465 Riemann (1895, 6). 
466 Ibid., 7, 10. 
467 Ibid., 10. 
468 Ibid. 
469 Ibid., 9-10. 
470 Ibid., 11. 



 

                                                
471 Schoenberg (1978, 421). 



 



 

 
Figure 4.1 — First appearance of the 'Love reminiscence' trope, [L|NP], Erwartung, bb.18-20, UE 5361 



 

Table 4.3 — Outline of Schoenberg’s Erwartung, op. 17, using timbral categorization



 

Table 4.4 — Abbate's Theory Modified toward the Visual 



 

                                                
472 “Noch immer die Stadt…Und dieser fahle Mond…”, scene IV, bb.132-3. 



 

Figure 4.2 — Schoenberg's Erwartung, bb. 132-4 ('moonlight', [DTT]), UE 5361 
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475 Schreker, quoted in Hailey (1997, V). 
476 Kienzle (1998, 298). 
477 Anonymous critic, quoted in (Hailey (1997, III). 
478 Franklin (1991, 169). 
479 “…als das erste consequent durchgeführte Manifest der rückläufigen Form, ein »monologue interieur«, 

entfaltet aus der intuitive nachvollzogenen Logik des Traums”, from Neuwirth (1972, 169). 



 

                                                
480 Franklin (1991, 169). 
481 Bars 154-232 in the recently reconstructed Nachtstück score, edited by Christopher Hailey (UE 30387). 



 

                                                
482  See Kienzle’s discussion of the Nachtstück, (1998, 298-335).  For a diagrammatic outline of the 

interlude, and thematic overview, see pp. 301-3. 



 

                                                
483 Refer back to the earlier discussion of Adornian ‘breakthrough’ in chapter 2. 



 

Figure 4.3 — “The wind sighs through the leaves”, from Zemlinsky’s Lyric Symphony, Song 4, UE 7371 

                                                
484 Lorin Maazel’s 1987 recording with the Berlin Philharmonic (Deutsche Grammaphon CD, 1987, DG 419-

216-2); James Conlon’s 2007 recording with the Gürzenich-Orchester Köln (EMI CD, 2007, 372 4812); and 
Antony Beaumont’s 2003 recording with the Czech Philharmonic Orchestra (Chandos CD, 2003, CHAN 10069). 



 



 



 



 

                                                
485 Adorno (1992, 89), see discussion in chapter 2. 



 

                                                
486 Sketches held at the Library of Congress, Washington, DC: Alexander von Zemlinsky Collection, box 20/2. 

The fact that these details were added relatively late might superficially reinforce the idea that timbre is very 
much a secondary parameter or afterthought, but the above analysis serves to challenge such a suggestion in 
that these timbral moments actually form an important element of the work’s narrative.  

487 Philosophy of New Music (Adorno 2006, 30). 



 

                                                
488 Storr (2001, 45). 
489 Freud (1997, 68). Italics in original. 



 

                                                
490 Storr (2001, 46). 



 

                                                
491 Early twentieth-century music theorist, Boris de Schloezer, quoted in Downes (2010, 177). 
492 Ibid.: this is one of the threads throughout Downes’s book. 
493 Dreyfus (2010), see, in particular, the books opening discussion. 
494 Grimley (2011), see in particular chapter 4: ‘Energetics’. 



 

                                                
495 Hailey (1997, V). 
496 These descriptions are taken from Naomi Cumming’s description of Piercean semiotics in The Sonic Self 

(2000, 97). 
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Timbre and the Uncanny Reconfiguration of the Outsider: 

The grotesque in Zemlinsky’s Der Zwerg, Op.17 

 

 



 

                                                
497 See Beaumont (2000, 304, 308-9), Hailey (2002), and Lee (2010, 211). 
498 Hailey (2002). 
499 Bekker (1963, 294-5), originally published under the title The Story of the Orchestra, in 1936. 
500 “Einige Takte Orchestereinleitung, welche in launigem Kontrapunkt das Wichtige der Geburtstagsangelegenheit und die 

hurtige Geschäftigkeit der Zofen markieren […] ein durch bezaubernde Melodik und duftigsten Intrumentalklang bezauberndes 
Stück”. Adler (1922, 185). 



 

                                                
501 “Dies nur eine flüchtige Aufzählung von Einzelheiten, wie sie nach einmaligem Hören im Gedächtnis haften bleiben.  

Bewunderungswürdig im höchsten Grad die fast kammermusikalische Feinheit des Zemlinskyschen Orchesters, in welchem die 
Holzbläser, zartes Blech, Celesta, Mandoline, Gitarre vielfach solistiche Verwendung haben. Sie äußerste Wucht der Akzente ist nur 
für die ganz starken Momente aufgespart”. Adler (1922, 186). 

502 Downes (2010, 239). 
503 Slavoj Žižek, quoted in Ibid. 



 

                                                
504 For some of the clearest examples, see Hailey’s discussions surrounding Der ferne Klang, Die Gezeichneten, 

or Der Schatzgräber in the early chapters of Hailey (1993). 
505 Peter Franklin makes this distinction, see Franklin (2006, 177). 
506 J. Brown (2007, 2). 
507 Sheinberg (2000, 211). 



 

                                                
508 The Other in the Mirror, or, Recognizing the Self: Wilde’s and Zemlinsky’s Dwarf, (Lee 2010, 215).  The string 

glissandi that Lee refers to are found at the Dwarf’s first appearance to the court (rehearsal mark [88]), but have 
been heard previously (R[44]+2) at the point where the Chamberlain and Maids of the court discuss the Dwarf, 
prior to his appearance onstage. 



 

                                                
509 Michel Chion’s term, in Audio-Vision: Sound on Screen (Chion 1994, 8-9). 
510 “…einen Schritt zurück in die Marginalisierung des Grotesken…”, from Celestini (2006, 166). 
511 Sheinberg (2000, 248). 
512 J. Brown (2007, 2). 



 

Figure 5.1 — Der Geburtstag der Infantin, 
 poster for 1910 reprise by Erwin Lang.514  

 

Figure 5.2 — Photograph of the original production 
of Schreker’s Infantin, Vienna Kunstschau, 1908.515 

                                                
513 See preface to Universal Edition score 31426, in Hailey (2002, V). 
514 Taken from Hailey (1993, 30). 
515 Taken from Schorske (1981, 326).  Schorske identifies the photograph as a performance of Wilde’s play 

from the Vienna Kunstschau, but does not mention the composer, which is now known to be Schreker. 
516 Sheinberg (2000, 28). 
517 Peter Stallybrass and Allon White, quoted in Athanassoglou-Kallmyer (2003, 284). 



 

Figure 5.3 — Costume sketch by August Haag for the premiere of Zemlinsky's Der Zwerg (Cologne, 1922).519 
 

                                                
518 Hailey, quoted in Lee (2010, 211). 
519 Image courtesy of the Theaterwissenschaftliche Sammlung Schloss Wahn, Cologne (Inventory No. 3806).  My 

thanks to Christina Vollmert for her help in locating this image. 
520 Athanassoglou-Kallmyer (2003, 284). 
521 Ibid. 
522 Mikhail Bakhtin, quoted in Ibid., 89. 
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527 Ibid., my emphasis. 
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529 Freud, quoted in Cohn (2004, 290). 
530 Vidler, quoted in Ibid. 
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532 See Mahler: A Musical Physiognomy (Adorno 1992), particularly chapters 1 and 3, and discussions earlier 

in this thesis. 
533 See Paddison (1993, 54-55). 
534 Ibid., 55. 
535 Adorno (1992, 27). 
536 Ibid., 5. 



 

                                                
537 Written in 1959, published as part of the essay collection Quasi una Fantasia (Adorno 1998, 111-30). 
538 Ibid., 122. 
539 Ibid., 125. 
540 Adorno (1992, 50), my emphasis. 
541 ‘Mahler’, in Quasi una Fantasia (Adorno 1998, 87). 



 



 

Figure 5.4a — Der Zwerg, [88]-[88]+1, timbrally ‘grotesque’ gestures accompanying the Dwarf's first entry, UE 17571 

Figure 5.4b — Der Zwerg, [54]+2–[54]+5, the Majordomo's describing of the—as yet unseen—Dwarf, UE 17571 
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Figure 5.5 — The Infanta's reaction to the Dwarf, with 
timbrally 'grotesque' accompaniment  (Der Zwerg, Reh. [276]+2), UE 6630 

 



 

                                                
544 See discussion of Ricoeur in Lee (2010), particularly pages 200-2, and 215. 



 



 

                                                
545 Dahlhaus (1989, 307). 
546 “…mit dem Kaleideskop des Haschischrauschen zu entnervt”. Remark taken from Paul Plüddemann’s review of 

Schreker’s Kammersymphonie, 22 March 1918, in the Breslauer Zeitung.  Refer to chapter 1 for full citation. 
547 Athanassoglou-Kallmyer (2003, 284). 



 

Figure 5.6 —Der Zwerg.  The mocking of the Majordomo by the Infanta's maids in uncomfortable tessitura. 

 

                                                
548 “Plans for a production with the celebrated heldentenor Fritz Windgassen at Stuttgart in 1930 

foundered on the tessitura, which he found too high; similar problems thwarted Pella’s intention of staging the 
work in Aachen.” Beaumont (2000, 313). 

549 McClary, quoted in Clément (1989, xi). 
550 Clément (1989, 7). 



 

                                                
551 Lee (2010, 30).  Laura Mulvey’s article ‘Visual Pleasure and Narrative Cinema’, Screen 16/3 (1975, 6-18), 

has been influential in film studies, suggesting that the dominance of male directors and cameramen translates 
on to the screen by the frequent presentation of women as objects of the scopophilic male gaze. 

552 Lee (2010, 30). 
553 Klaren, ‘Der Zwerg und was es bedeutet’, Kölnische Zeitung, 17 June 1922, quoted in Lee (2010, 205). 



 

Figure 5.7 — Der Zwerg, moment of suspension and prominent use of solo celesta, UE 17571 



 

Figure 5.8 – Richard Strauss’s Der Rosenkavalier, Act II, Reh. [26]-2: a moment of fin-de-siècle timbral enchantment, 
showing static/suspended harmony, but in particular the use of  

celesta, harp, flute, glockenspiel and triangle, BH 19500 

                                                
554 See discussion in chapter 1, and Painter (1995, 241ff.), Painter (1996, 130ff.), and Painter (2007, 101ff.). 
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