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ABSTRACT 
 

 

This study seeks to understand the similarities between Max Reger’s usage of pivot-chord 

modulation in practice and Hugo Riemann’s teachings of modulation.  As the general 

consensus is that Riemann’s teachings had a strong effect on Reger, the objective of this study 

is to determine to what degree this influence persisted over time.  The body of work analysed 

is Reger’s lieder output of 294 works, which constitutes approximately one-third of his total 

output. 

The two main qualitative methodologies used in this study are the Historical Method 

(the principal research method used in the field of Historical Musicology) and Inductive 

Comparative Analysis.  Furthermore, Reger’s modulations are identified using the Roman 

numeral method of musical analysis.  Then, their degree of similarity to Riemann’s modulation 

progressions, as listed in the latter’s influential treatise Vereinfachte Harmonielehre (Harmony 

Simplified), is assessed.  The treatise represents a summary of Riemann’s complex theory of 

tonal music and includes several hundred progressions for modulation via pivot-chords.  To 

facilitate analysis and comprehension, this study comprises a translation of Riemann’s 

modulation progressions from his own symbology to common-use analytical notation using 

Roman numerals. 

To provide sufficient contextual grounding, the study also includes chapters on 

historical and cultural background, the development of the German lied, and Reger’s life and 

works.  The technological and social changes of the nineteenth century significantly influenced 

culture (e.g. patronage changed hands from aristocratic courts to middle-class public 

institutions).  Positive influences for music consisted of manufacturing advances that 

contributed to improved instruments (e.g. pianoforte and various orchestral instruments).  

This not only led to an expansion of possibilities for orchestral sound but also encouraged 

domestic music-making, which resulted in the growth of the musical consumer market.  

Negative influences included the social cost of progress that culminated in the suffering and 

early deaths of many musicians (like many artists and poets at that time).  In the German 

context, the conservatism of the centrally-based organisation of the Second German Empire 

only exacerbated the situation. 

The German lied was one of the most expressive musical genres.  Composers used it 

to share their views on contemporary society and life, thus imbuing the genre with the 

capacity to reflect developments during the nineteenth century.  Words and music became 

more closely intertwined towards the fin-de-siècle and the accompaniment gained importance, 

gradually becoming an equal partner with the voice. 

Striving to be the perfect German artist, Reger was ambitious and had a restless work 

ethic, a combination that resulted in many personal crises in his life.  These lapses in control 
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were incompatible with society’s image of the ideal man and left him repeatedly confused.  

Professionally, Reger’s search for innovation caused discord between him and his teacher, 

esteemed musicologist, Hugo Riemann.  Reger’s progressive distancing from Riemannian 

theory culminates in Beiträge zur Modulationslehre, his book of modulations, which represents 

his own views on musical theory and seals the end of his relationship with Riemann. 

After comparing the pivot-chord modulation progressions used by Reger in his lieder 

to those listed by Riemann, it is found that Reger did not always employ Riemann’s 

progressions.  Out of the 84 progressions found in Reger’s lieder, 45 (53.5%) were based on a 

progression listed by Riemann in his treatise.  When the cumulative percentages of the 

Riemannian-based progressions are plotted against the cumulative percentages of all pivot-

chord modulation progressions identified, it is clear that Reger’s reliance on Riemann’s 

example changed over time: in his youth, he relied less on Riemann’s example, whilst in his 

later years he returned to it.  It is, however, apparent that Reger never completely dismissed 

Riemann’s teachings, and when he did use a modulation progression listed by Riemann, he 

often adapted it. 
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CHAPTER 1: INTRODUCTION 
 

 

The purpose of this chapter is to describe the study in detail.  Section 1.1 summarises the background to 

the topic.  Section 1.2 states the research topic.  Section 1.3 discusses the hypothesis underpinning the 

study.  Section 1.4 describes the research methodology.  Section 1.5 summarises the significance of the 

study.  Section 1.6 presents an outline of the thesis. 

 

1.1 The Background to the Topic 

 

A prominent German composer and teacher, Max Reger (1873-1916) lived during the Second 

German Empire (1871-1918), and his lifetime concisely exemplifies this unique historical, 

political and cultural context.  Reger composed over one thousand works in all genres except 

opera.  In 1904, Reger published Beiträge zur Modulationslehre (On the Theory of Modulation), a 

reference book of pivot-chord modulation progressions.  This publication, intended by Reger 

as a “supplement to the theory of modulation”, caused an irreparable rift between Reger and 

his friend, the eminent musicologist Hugo Riemann.1  Riemann was also Reger’s most 

influential teacher, to the extent that his teaching had a long-lasting influence on Reger’s 

musical thought.2  Riemann, however, viewed Reger’s book as a betrayal and this sentiment 

henceforth affected his interpretation of everything connected with Reger. 

Riemann is considered a founding father of the discipline of musicology in Germany.3  

Persuaded that “music aesthetics and analysis should be valued as much as the natural 

sciences”, Riemann dedicated his effort as a musical researcher to the creation of “a system of 

general laws to explain all aspects of music”.4  To this end, he created a complex harmonic 

system based on the principles of harmonic dualism, outlined in his treatise Vereinfachte 

Harmonielehre (Harmony Simplified, 1893).  In this treatise, Riemann also presented his own 

approach to modulation via pivot chords.  As Reger became very familiar with his teacher’s 

theories and they greatly influenced him, an understanding of his works may be best gained 

via a grounding in Riemann’s theory. 

 

                                                   
1 M. Reger, Modulation (Mineola, New York: Dover Publications, 2007), ix. 
2 Kravitt highlights the influence of professors, who were “regarded by students as supreme authority 
figures”, as a matter in need of futher inquiry.  E. F. Kravitt, The Lied: Mirror of Late Romanticism (New 
Haven: Yale University Press, 1996), 27; G. Wuensch, “Hugo Riemann's Musical Theory,” Studies in 
Music 2 (1977): 123. 
3 T. Tachovsky, “Hugo Riemann's Concept of Tonality” (MA, University of North Carolina, 2007), 1. 

4 Ibid., 2-3. 
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1.2 The Research Topic 

 

This thesis seeks to understand the similarities between Reger’s usage of pivot-chord 

modulation in practice and Riemann’s teachings of modulation. 

 

1.3 Hypothesis 

 

Although Reger became very familiar with Riemann’s theories and they greatly influenced 

him, it is likely that this influence is more discernible in Reger’s earlier works than in his later 

ones.  Therefore, the hypothesis of this study is that Reger’s usage of pivot-chord modulations 

increasingly deviated from Riemann’s examples as time progressed. 

 

1.4 Research Methodology 

 

This study employs two major qualitative methodologies as described below and presented in 

Figure 1.  The Historical Method is the principal research method used in the field of 

historical musicology and is applied to the contextual chapters.5  It involves four steps: 

development of the research questions, gathering of information, evaluation and analysis of the 

information gathered, and synthesising and exposition of the results (see Figure 1a on the 

next page).  Inductive Comparative Analysis is applied in the chapters analysing Reger’s 

lieder.  It also involves four steps: gathering of data, analysis and categorisation of the data 

gathered, comparison of the data gathered, and the development of a theory based on the 

comparison of the data gathered (see Figure 1b on the next page).  To facilitate the 

comparison of data, they are categorised into the following groups: identical Riemannian 

progressions, adapted Riemannian progressions, all Riemannian progressions, non-

Riemannian progressions and all progressions (see Figure 1c on the next page).  To gather the 

data for this study (i.e. to identify Reger’s modulation progressions), a further methodology is 

applied, namely musical analysis (specifically Roman numeral analysis).6  Some quantitative 

methodologies for presentation and interpretation of data are used to validate the findings (i.e. 

using pie graphs and trend graphs). 

The content of the thesis flows from the general to the specific.  An awareness of 

                                                   
5 The Australian National University defines historical musicology as: “the study of past musical forms 
and cultures, and their performance, transmission and reception throughout recorded history to 
present day.  It interprets the cultural meanings of musical expression through the critical 
examination of musical scores, texts, instruments and other artifacts.”  “Historical musicology,” in 
Australian National University. Date Accessed 9 May 2017 
https://music.anu.edu.au/research/fields/historical-musicology 

6 Roman numeral analysis is applied as presented by Laitz in his textbook, The Complete Musician.  S. G. 
Laitz, The Complete Musician: an Integrated Approach to Tonal Theory, Analysis, and Listening (New York: 
Oxford University Press, 2003), 393-414. 
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c) Modulation progression categories 

 

 
Figure 1: Qualitative methodologies used.7 

 

non-musical sources that impact on the ideological stance of German people in the nineteenth 

century is of “paramount importance” to the understanding of German artists’ inspiration and 

imagination, as well as to the evaluation of German artists’ achievement.8  Therefore, this 

study draws upon context in addition to its work with primary sources.  The methodology 

flows thus: 

 

1. Discussion of the historical period and its culture 

The historical period is truncated by three decisive events (the establishment of 

the German Confederation in 1815, the 1848 Social Revolution, and the formation 

of the Second German Empire in 1871), whilst the section on culture discusses 

how aesthetic development is mirrored in musical progress.  The focus is on 

                                                   
7 Sources used: L. Behrens and L. J. Rosen, A Sequence For Academic Writing, 4th ed (New York: 
Longman, 2010), 199-204; A. Blackstone, “2.3 Inductive or Deductive? Two Different Approaches,” in 
Principles of Sociological Inquiry: Qualitative and Quantitative Methods (Flatworld, 2012), n.p.; D. Gabriel, 
“Inductive and Deductive Approaches to Research,” in Dr Deborah Gabriel. Date Accessed 4 August 
2016. http://deborahgabriel.com/2013/03/17/inductive-and-deductive-approaches-to-research/; P. 
Gavora, Sprievodca Metodológiou Kvalitatívneho Výskumu (Bratislava: Univerzita Komenského, 2007), 46-
56; J. Grix, The Foundations of Research, 2nd ed (Basingstoke: Palgrave Macmillan, 2010), 35-56; 
“Specific Qualitative Approaches,” in Qualitative Research Designs (University of Missouri – St Louis). 
Accessed 17 May 2017. http://www.umsl.edu/~lindquists/qualdsgn.html 

8 T. Ashley, Richard Strauss (London: Phaidon Press, 1999), 8. 
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understanding the influential factors in nineteenth-century German reality that 

underpinned the beliefs of the first generation to mature during the Second 

German Empire (i.e. Reger’s generation). 
 

2. Summary of Riemann’s treatise and his approach to pivot-chord modulation 

Presenting Riemann’s position on modulation involves the translation of 

Riemann’s many modulation progressions from his symbology to common-use 

analytical notation using Roman numerals.  The focus is also on contextualising 

Riemann’s theory of tonal music and on understanding how the industrial and 

scientific revolution was reflected in music theory in the nineteenth century. 
 

3. Overview of the development of the lied9 

The genre is aligned with principal aesthetic trends and there is a discussion of 

the major practical developments (i.e. the pertinent features of significant 

composers’ styles), particularly the techniques used to musically express the 

poetry.  The focus is on positioning Reger’s lieder within the development of the 

German lied in the nineteenth century. 
 

4. Outline of Reger’s biography 

For ease of reading, and to facilitate analysis later, Reger’s life is divided into 

three time-periods: the first up to 1893 when he finished his studies, the second up 

to 1903 when Beiträge zur Modulationslehre (On the Theory of Modulation) was 

published, and the third thereafter until his death.  The focus is on understanding 

the formative elements of Reger’s musical development and his subsequent 

artistic challenges. 
 

5. Inductive Comparative Analysis of Reger’s modulating songs 

This is divided into three chapters – one for each time-period as presented in 

Reger’s biography.  Pivot-chord modulations identified in Reger’s songs are 

compared with Riemann’s pivot-chord modulation progressions and discussions 

of relevant works take the form of small case studies.  The focus is on answering 

the research question via the presentation and discussion of the results of the 

comparative analysis, thereby defining the extent to which Reger’s application of 

modulation in his lieder was similar to Riemann’s teachings as summarised in his 

treatise, Vereinfachte Harmonielehre (Harmony Simplified). 
 

                                                   
9 The word lied (plural: lieder) is the universally used term to refer specifically to German art songs.  It 
is distinguishable from the German noun Lied (plural: Lieder), which means song (of any type). 
P. Griffiths, New Penguin Dictionary of Music (London: Penguin, 2004), 450; A. S. Hornby, Oxford 
Advanced Learner’s Dictionary of Current English (London: Oxford University Press, 1974), 488; D. M. 
Randel, ed., The Harvard Dictionary of Music (Cambridge, MA: Harvard University Press, 2003), 462. 
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1.5 Significance of the Project 

 

As a composer who achieved eminence during his lifetime and in his native context, it is 

important to gain a more satisfactory understanding of Reger’s output as this will also further 

increase the existing knowledge of the period.  However, without a solid understanding of 

Reger’s early output and the genesis of his style, any study of his later output alone is not 

sufficiently founded to adequately re-evaluate the major unresolved problem of the broader 

field of study – Reger’s position in music history. 

Reger’s early works (including his songs) are a little-studied part of his output.  

Moreover, Riemann’s treatise, Vereinfachte Harmonielehre (Harmony Simplified), is also almost 

unstudied.  This study not only makes original inroads into both but also creates a viable 

connection between them, thus providing the necessary contribution that will promote further 

research.  Specifically, this study is original in three ways: 

 

1. Riemann’s pivot-chord modulations in Vereinfachte Harmonielehre (Harmony 

Simplified) are translated from his own symbology into common-use analytical 

notation employing Roman numerals.  A translated list of Riemann’s progressions 

has never before been compiled.  Such a list is important as it makes Riemann’s 

modulation progressions intelligible, comparable with Reger’s own presentation 

(which employs Roman numerals), and available for wider study and use (e.g. as 

an analytical or educational tool). 
 

2. The pivot-chord modulations in Reger’s songs are isolated and compared to 

Riemann’s modulation progressions.  Reger’s modulations are identified by using 

the Roman numeral analysis as presented by Laitz in his textbook, The Complete 

Musician.10  Via their comparison with the translated modulation progressions of 

Riemann, a detailed view of Reger’s practical use of Riemann’s teachings on 

modulation comes into focus.  Moreover, this step serves to verify the application 

of Riemann’s progressions as an analytical tool. 
 

3. The findings of the Inductive Comparative Analysis are summarised and the final 

theory of the practical use of modulation in Reger’s songs is defined.  As it is 

possible that there is a correlation between Reger’s use of modulation in his songs 

and in his general composition, the presentation of the results as a trend graph 

serves as an example for future research in this topic. 

 

                                                   
10 Laitz, 393-414. 



Chapter 1: Introduction 

 

6 

Hitherto the general consensus was that Reger was influenced by his teacher Riemann.  This 

study questions that influence and seeks to determine to what degree Riemann’s influence 

persisted over time.  It, therefore, broadens horizons in the debate on the sources of Reger’s 

compositional influences.  Moreover, the study presents an original perspective on a large 

segment of Reger’s enormous output, and strives to promote discussion of both Reger’s life 

and his works. 

 

1.6 Thesis Outline 

 

The thesis is divided into ten chapters (see Figure 2).  Chapter one describes the study in 

detail.  Chapter two positions the study within the relevant literature. 

 

 
 

Figure 2: Thesis outline. 
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Chapters three to five each provide insight into influences on Reger.  Chapter three 

outlines the historical and cultural context of nineteenth-century Germany and the effects on 

the fin-de-siècle generation.  Chapter four summarises Riemann’s theory of tonal harmony and 

his approach to modulation, and presents a translation of his pivot-chord modulation 

progressions.  Chapter five traces the development of the nineteenth-century German lied, 

including Reger’s lieder in general, focusing on the poetry and poets Reger set and the broad 

techniques he employed in his songs. 

Chapter six overviews Reger’s biography and compositional output, including aspects of 

the development of his style and technique.  Chapters seven to nine are analytical essays 

comparing the pivot-chord modulations in Reger’s songs with Riemann’s own pivot-chord 

modulation progressions.  Chapter ten gathers all the data together to present the final trend 

graph, concluding interpretative comments, and avenues for further research. 
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CHAPTER 2: LITERATURE REVIEW 
 

 

The purpose of this chapter is to position the study within the relevant literature.  Discussed is the 

literature accessed to determine the methodology, and to analyse the historical and cultural context, the 

development of the German lied, Max Reger’s life and works, Hugo Riemann’s theory and Reger’s 

modulations. 

 

Significant sources accessed in order to develop an appropriate methodology for this study (as 

discussed in chapter one, Introduction) were by: Behrens and Rosen, Gavora and Grix.11  In 

addition, the sources by Blackstone and Gabriel, and the guide published by the University of 

Missouri, proved to be very useful in narrowing the methodological approach.12 

The literature accessed for chapter three, Historical & Cultural Background, is discussed 

in two categories: history and culture.  The historical studies accessed discuss the ‘German 

Problem’ and consequent political, social and intellectual issues (e.g. nation-building, role of 

nationalism in the development of democracy, and Germany’s dynamic expansiveness and 

spirit of universalism).13  The authors of these studies are: Calleo, Carr, Kurtz, Mommsen, 

Orlow, Sagarra, Schulze, and Taylor.14  The sources chosen provide different perspectives on 

German historical and cultural development, with a particular focus on factors determining 

the development of social values and ideology that influenced cultural and artistic life in 

                                                   
11 L. Behrens and L. J. Rosen, A Sequence For Academic Writing, 4th ed (New York: Longman, 2010); P. 
Gavora, Sprievodca Metodológiou Kvalitatívneho Výskumu (Bratislava: Univerzita Komenského, 2007); J. 
Grix, The Foundations of Research, 2nd ed (Basingstoke: Palgrave Macmillan, 2010). 

12 A. Blackstone, “2.3 Inductive or Deductive? Two Different Approaches,” in Principles of Sociological 
Inquiry: Qualitative and Quantitative Methods (Flatworld, 2012); D. Gabriel, “Inductive and Deductive 
Approaches to Research,” in Dr Deborah Gabriel. Date Accessed 4 August 2016. 
http://deborahgabriel.com/2013/03/17/inductive-and-deductive-approaches-to-research/; “Specific 
Qualitative Approaches,” in Qualitative Research Designs (University of Missouri – St Louis). Accessed 17 
May 2017. http://www.umsl.edu/~lindquists/qualdsgn.html 

13 The ‘German Problem’ runs throughout German history.  It stems from the absence of clear-cut 
geographical boundaries that, since the start of medieval times, allowed German tribes free movement 
throughout Europe.  This situation, which persisted up to the fall of the Holy Roman Empire of the 
German Nation in 1806, made it impossible to define the frontiers of Germany with precision.  As a 
consequence, a “spirit of universalism” manifested itself in the longing for the “Grossdeutschlandideal 
(Great Germany Ideal)”.  The Congress of Vienna in 1815 was a natural starting point of the history of 
the Kleinedeutschland (Little Germany).  W. Carr, A History of Germany 1815-1945 (London: Edward 
Arnold, 1969), v-vii; A. J. P. Taylor, The Course of German History: A Survey of the Development of Germany 
Since 1815 (London: Hamish Hamilton, 1945), vi, 13-15. 

14 D. Calleo, The German Problem Reconsidered: Germany and the World Order, 1870 to the Present 
(Cambridge: Cambridge University Press, 1978); W. Carr, A History of Germany 1815-1945 (London: 
Edward Arnold, 1969); H. Kurtz, The Second Reich: Kaiser Wilhelm II and His Germany (London: 
Macdonald Unit 75, 1970); W. J. Mommsen, Imperial Germany 1867-1918: Politics, Culture, and Society in 
an Authoritarian State (London: Arnold, 1995); D. Orlow, A History of Modern Germany: 1871 to Present, 
2nd ed. (Englewood Cliffs: Prentice-Hall, 1991); E. Sagarra, An Introduction to Nineteenth Century 
Germany (Harlow: Longman House, 1980); H. Schulze, “The Revolution of the European Order and the 
Rise of German Nationalism,” in Nation-Building in Central Europe, ed. H. Schulze (Leamington Spa: 
Berg, 1987). 
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nineteenth century Germany.  The discussion of these elements enabled the construction of a 

detailed and comprehensive framework for this study.  While the angle of the focus differs 

slightly in each study, the studies (very similarly) concluded that the German idealistic 

tradition caused the apolitical attitude further institutionalised by the rising authoritarian 

political ideas of successive nineteenth-century governments.  The sources concerned with 

culture in Germany in the nineteenth century fall into various categories.  Several sources, 

mostly compilations of essays dealing with cultural periods relevant to this study (e.g. 

Classicism, early Romanticism, late Romanticism and Modernism), were of particular use.  

They include editions by: Abraham, Cooper, Morgan, Ringer, Samson and Zaslaw.15  These 

collections provided both understanding of musical development in the broad context of social 

and cultural life, and useful references to political and economic circumstances.  Also, several 

biographical publications provided insight into the influences of nineteenthe-century German 

cultural currents on the lives of the young composers of Reger’s generation.  These studies 

comprise works by the following authors: Ashley, Cotterill, Frisch and Karnes, Large and 

Weber, and Wilhelm.16 

The literature accessed for chapter four, Hugo Riemann & Modulation, falls into two 

categories: primary and secondary sources.  The primary source used is Riemann’s treatise, 

Vereinfachte Harmonielehre (Harmony Simplified), which explains Riemann’s theoretical concepts 

in his own terminology.17  To ensure intelligibility (and thus usability), it was indispensable to 

translate the modulation progressions into common-use analytical notation compatible with 

Reger’s presentation in his book, Beiträge zur Modulationslehre (On the Theory of Modulation).  

The secondary sources explain Riemann’s theory, and relevant other theories and musical 

figures.  The following reference articles are accessed: dualism, harmonic series, modulation, 

Jean-Philippe Rameau, Georg Vogler, Arthur Öttingen, Hugo Riemann, Moritz Hauptmann, 

and Gottfried Weber.18  Further information specifically on Riemann’s theory of tonal music 

                                                   
15 G. Abraham, ed. Romanticism (1830-1890) (Oxford: Oxford University Press, 1990); M. Cooper, ed. 
The Modern Age: 1890-1960 (London: Oxford University Press, 1974); R. P. Morgan, ed. Modern Times: 
From World War I to the Present (Englewood Cliffs: Prentice Hall, 1993); A. L. Ringer, ed. The Early 
Romantic Era: Between Revolutions: 1789 and 1848 (Englewood Cliffs: Prentic Hall, 1990); J. Samson, ed. 
The Late Romantic Era: from the Mid-19th Century to World War I (Englewood Cliffs: Prentice Hall, 
1991); N. Zaslaw, ed. The Classical Era: From the 1740s to the end of the 18th century (Englewood Cliffs: 
Prentice-Hall, 1989). 

16 T. Ashley, Richard Strauss (London: Phaidon Press, 1999); R. Cotterill, Wagner and His Operas 
(Staplehurst: Spellmount Ltd., 1996); W. Frisch and K. C. Karnes, eds., Brahms and His World 
(Princeton: Princeton University Press, 2009); D. C. Large and W. Weber, eds., Wagnerism in European 
Culture and Politics (Ithaca: Cornell University Press, 1984); K. Wilhelm, Richard Strauss: An Intimate 
Portrait (New York: Thames & Hudson, 1984). 

17 H. Riemann, Harmony Simplified, or the Theory of the Tonal Functions of Chords (London: Augener, 
1896). 

18 “Dualism,” in Grove Music Online, (Oxford Music Online). Date Accessed 12 Sep 2015.  
http://www.oxfordmusiconline.com; T. Christensen, “Rameau, Jean-Philippe,” in Grove Music Online, 
(Oxford Music Online). Date Accessed 12 Jan 2017.  http://www.oxfordmusiconline.com; M. Grave, 
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was gained from: Bernstein, Bittencourt, Burnham, Johnson, Harrison, Holtmeier, Hyer, 

Klumpenhouwer, Mickelsen, Mooney, Münnich, Pearce, Rehding, Tachovsky and Wuensch.19  

An understanding of other theories (e.g. Rameau’s and Öttingen’s) was gained from numerous 

studies, including those by the following authors: Bent, Blasius, Bujic, Clark, Cook, David, 

Duarte, Etter, Hartmann, Hieronymus, Hons, Kopp, Potter, Rings, Schachter.20 

                                                                                                                                                     
“Vogler, Georg Joseph [Abbé Vogler],” in Grove Music Online, (Oxford Music Online). Date Accessed 
13 Jan 2017.  http://www.oxfordmusiconline.com; “The Harmonic Series,” in A Feeling for Harmony: 
The 3-Semester Music Theory Course for Earlham College, (Earlham College Music). Date Accessed 16 Jan 
2017.  http://legacy.earlham.edu/~tobeyfo/musictheory/Book1/FFH1_CH2/2M_HarmonicSeries. 
html; M. Hoffman and B. Wiechert, “Oettingen, Arthur (Joachim) von,” in Grove Music Online, (Oxford 
Music Online). Date Accessed 12 Jan 2017.  http://www.oxfordmusiconline.com; B. Hyer and A. 
Rehding, “Riemann, (Karl Wilhelm Julius) Hugo,” in Grove Music Online, (Oxford Music Online). Date 
Accessed 23 Apr 2015. http://www.oxfordmusiconline.com; J. Saslaw, “Hauptmann, Moritz,” in Grove 
Music Online, (Oxford Music Online). Date Accessed 12 Jan 2017.  http://www.oxfordmusiconline.com; 
J. Saslaw, “Modulation (I),” in Grove Music Online, (Oxford Music Online). Date Accessed 12 Jan 2017. 
http://www.oxfordmusiconline.com; J. Saslaw, “Weber, (Jacob) Gottfried,” in Grove Music Online, 
(Oxford Music Online). Date Accessed 12 Jan 2017.  http://www.oxfordmusiconline.com. 

19 D. Bernstein, “Nineteenth-Century Harmonic Theory: The Austro-German Legacy,” in The 
Cambridge History of Western Music Theory, ed. T. Christensen (Cambridge: Cambridge University Press, 
2002); M. A. Bittencourt, “Reimagining a Riemannian Symbology for the Structural Harmonic Analysis 
of 19th-Century Tonal Music,” Revista Vórtex 2 (2013); S. Burnham, “Method and Motivation in Hugo 
Riemann's History of Harmonic Theory,” Music Theory Spectrum 14, no. 1 (1992); D. Harrison, Harmonic 
Function in Chromatic Music: A Renewed Dualist Theory and An Account of Its Precedents (Chicago: 
University of Chicago Press, 1994); L. Holtmeier, “The Reception of Hugo Riemann’s Music Theory,” 
in The Oxford Handbook of Neo-Riemannian Music Theories, ed. E. Gollin and A. Rehding (Oxford: Oxford 
University Press, 2011); B. Hyer, “Tonality,” in The Cambridge History of Western Music Theory, ed. T. 
Christensen (Cambridge: Cambridge University Press, 2002); T. A. Johnson, “Some Pedagogical 
Implications of Diatonic and Neo-Riemannian Theory,” in Music Theory and Mathematics: Chords, 
Collections, and Transformations, ed. J. Douthett, M. M. Hyde and C. J. Smith (Rochester: University of 
Rochester Press, 2008); H. Klumpenhouwer, “Dualist Tonal Space and Transformation in Nineteenth-
Century Musical Thought,” in The Cambridge History of Western Music Theory, ed. T. Christensen 
(Cambridge: Cambridge University Press, 2002); W. C. Mickelsen, “Hugo Riemann's History of 
Harmonic Theory with a Translation of Harmonielehre ” (Indiana University, 1970); K. Mooney, “Hugo 
Riemann’s Debut as a Music Theorist,” Journal of Music Theory 44, no. 1 (2000); R. Münnich, “Von 
Entwicklung der Riemannschen Harmonielehre und ihrem Verhältnis zu Oettingen und Stumpf (On the 
Evolution of Riemannian Harmonic Theory and Its Relation to Oettingen and Stumpf),” transl. R. W. 
Wason et al., Indiana Theory Review 16 (Spring/Fall 1995); T. Pearce, “Tonal Functions and Active 
Synthesis: Hugo Riemann, German Psychology, and Kantian Epistemology,” Intégral 22 (2008); A. 
Rehding, Hugo Riemann and the Birth of Modern Musical Thought (Cambridge: Cambridge University 
Press, 2003); T. Tachovsky, “Hugo Riemann's Concept of Tonality” (University of North Carolina, 
2007); G. Wuensch, “Hugo Riemann's Musical Theory”, Studies in Music 2 (1977). 

20 I. Bent, ed., Music Analysis in the Nineteenth Century. Vol. 2. Hermeneutic Approaches (Cambridge: 
Cambridge University Press, 1994); I. Bent, ed., Music Analysis in the Nineteenth Century. Vol. 1. Fugue, 
Form and Style (Cambridge: Cambridge University Press, 1994); L. D. Blasius, “Nietzsche, Riemann, 
Wagner: When Music Lies,” in Music Theory and Natural Order from the Renaissance to the Early Twentieth 
Century, ed. S. Clark and A. Rehding (Cambridge: Cambridge University Press, 2001); B. Bujic, ed., 
Music in European Thought: 1851-1912 (Cambridge: Cambridge University Press, 1988); S. Clark, 
“Seduced by Notation: Oettingen's Topography of the Major-Minor System,” in Music Theory and 
Natural Order from the Renaissance to the Early Twentieth Century, ed. S. Clark and A. Rehding 
(Cambridge: Cambridge University Press, 2001); N. Cook, A Guide to Musical Analysis (London: J. M. 
Dent & Sons, 1987); H. T. David, “Mozartean Modulations,” The Musical Quarterly 42, no. 2 (1956); J. 
Duarte, “Remote Modulations,” Guitar Player 27, no. 6 (1993); B. K. Etter, From Classicism to Modernims: 
Western Musical Culture and the Metaphysics of Order (Aldershot: Ashgate, 2001); E. von Hartmann, 
“Philosophie des Schönen (1887)”, in Music in European Thought 1851-1912, ed. B. Bujic (Cambridge: 
Cambridge University Press, 1988); B. Hieronymus, “Technology, Music and Social Change: 17th – 
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The principal sources accessed for chapter five, The German Lied, included secondary 

sources which also contributed to more than one chapter of this study and tertiary sources in 

the form of articles from reference works.  The secondary sources are specifically the works of: 

Gorrell, Hall, Hallmark, Kravitt, Landau, Meister, Parsons and Whitton.21  Aside from 

providing accounts of major lied composers and their contribution to the genre, these sources 

also include detailed discussions of the interconnections between political, social and artistic 

developments in nineteenth-century Germany.  The tertiary source articles were invaluable 

for the clarification of the commonly-used definition of the lied, and came from the following 

reference works: Grove Dictionary of Music, Harvard Dictionary of Music, New Penguin 

Dictionary of Music.22  In addition, Grove Music also provided articles concerned with the lied 

composers of interest to this study, namely: Brahms, Franz, Jensen, Loewe, Pfitzner, Reger, 

Schubert, Strauss.23 

The literature accessed for chapter six, Max Reger’s Life & Works, is discussed in several 

categories.  Although Reger wrote many letters, he did not keep a diary or journal, and this 

constrains the formulation of any chronology of his life and the influences on him, the 

                                                                                                                                                     
18th Centuries” (PhD, Florida Atlantic University, 2007); M. Hons, Hudební analýza (Prague: Musica 
Viva, 2010); D. Kopp, Chromatic Transformations in Nineteenth-Century Music (Cambridge: Cambridge 
University Press, 2002); P. M. Potter, Most German of the Arts: Musicology and Society from the Weimar 
Republic to the End of Hitler’s Reich (New Haven: Yale University Press, 1998); S. Rings, Tonality and 
Transformation (Oxford: Oxford University Press, 2011); C. Schachter, “Analysis by Key: Another Look 
at Modulation,” Music Analysis 6, no. 3 (1987). 

21 L. Gorrell, The Nineteenth-Century German Lied (Portland: Amadeus Press, 1993); J. H. Hall, The Art 
Song (Norman: University of Oklahoma Press, 1953); R. Hallmark, ed. German Lieder in the Nineteenth 
Century (New York: Schirmer Books, 1996); E. F. Kravitt, The Lied: Mirror of Late Romanticism (New 
Haven: Yale University Press, 1996); A. Landau, The Lied: The Unfolding of Its Style (Washington: 
University Press of America, 1980); B. Meister, An Introduction to the Art Song (New York: Taplinger 
Publishing, 1980); J. Parsons, ed., The Cambridge Companion to the Lied (Cambridge: Cambridge 
University Press, 2004); K. Whitton, Lieder: An Introduction to German Song (London: Julia MacRae 
Books, 1984). 

22 N. Böker-Heil et al., “Lied,” in Grove Music Online. Oxford Music Online. Date Accessed 16 May 2017. 
http://www.oxfordmusiconline.com; P. Griffiths, The New Penguin Dictionary of Music. (London: 
Penguin Books, 2004); D. M. Randel, ed., The Harvard Dictionary of Music (Cambridge, MA: Harvard 
University Press, 2003). 

23 G. S. Bozarth, “Brahms, Johannes. 11. Lieder and Solo Vocal Ensembles,” in Grove Music Online 
(Oxford Music Online). Date Accessed 14 February 2017 http://www.oxfordmusiconline.com; 
B. Gilliam, “Strauss, Richard (Georg). 8. Lieder and Choral Music,” in Grove Music Online (Oxford Music 
Online). Date Accessed 14 February 2017 http://www.oxfordmusiconline.com; P. Franklin, “Pfitzner, 
Hans (Erich).” In Grove Music Online. Oxford Music Online. Date Accessed 13 Oct 2015. 
http://www.oxfordmusiconline.com; L. Hoffmann-Erbrecht, “Neefe, Christian Gottlob,” in Grove Music 
Online (Oxford Music Online). Date Accessed 28 Oct 2015.  http://www.oxfordmusiconline.com; 
E. F. Kravitt, “Franz [Knauth], Robert,” in Grove Music Online (Oxford Music Online). Date Accessed 
14 February 2012 http://www.oxfordmusiconline.com; R. Münster, “Jensen, Adolf,” in Grove Music 
Online (Oxford Music Online). Date Accessed 14 February 2017 http://www.oxfordmusiconline.com; 
E. West, “Loewe, (Johann) Carl (Gottfried),” in Grove Music Online (Oxford Music Online), date accessed 
14 February 2017. http://www.oxfordmusiconline.com; J. Williamson, “Reger, Max,” in Grove Music 
Online: Oxford Music Online. Date Accessed 20 March 2011 http://www.oxfordmusiconline.com; 
R. Winter et al., “Schubert, Franz (Peter),” in Grove Music Online (Oxford Music Online), date accessed 
14 February 2017. http://www.oxfordmusiconline.com 
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opportunities available to him and his worldview.  The chief primary sources are the 

publications of the Max-Reger-Institute and they contain biographical chronologies and 

detailed insights into Reger’s private and professional life, his opinions and his relationships 

(particularly the Reger-Riemann relationship).24  The following sources, providing 

biographical information, were also of use in this study: the articles by Allinger, Anderson and 

Williamson.25  Several other secondary sources accessed contain small amounts of biographical 

facts.26  In cases of conflicting information, the chronology provided on the website of the 

Max-Reger-Institute is considered to be the most correct as it is the most recently compiled.  

Contextual information regarding aspects of Reger’s musical development (e.g. his affinity for 

Wagner and similarities in ambitions) and works (e.g. his lieder) was gained from: Botstein, 

Brinkmann, Frisch, Inwood, Kravitt, Lin, Mercier and Nold, Millington, Punt and Smith.27  

Contextual information about the historical issues and social values of late nineteenth-century 

imperial Germany, that impacted on Reger’s generation, was obtained from: Dickinson, Kurtz, 

                                                   
24 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). Date Accessed 11 
March 2017. http://www.max-reger-institut.de/en/max-reger/curriculum-vitae; S. Popp, ed., Der 
Junge Reger: Briefe Und Dokumente Vor 1900 (Wiesbaden: Breitkopf & Härtel, 2000); S. Popp and S. 
Shigihara, Max Reger at the Turning Point to Modernism: An Illustrated Volume with Documents from the 
Collection of the Max Reger Institute (Bonn: Bouvier Verlag, 1988). 

25 H. Allinger, “Max Reger,” Music (AGO) 7 (1973); C. Anderson, “About Max Reger” (The Max Reger 
Foundation of America) Date Accessed 4 March 2017, http://www.maxreger.org/max_reger 
_biography.html; J. Williamson, “Reger, Max,” in Grove Music Online (Oxford Music Online). Date 
Accessed 20 March 2011 http://www.oxfordmusiconline.com. 

26 C. Anderson, Selected Writings of Max Reger (New York: Routledge, 2006); A. Bittmann, “Of Swollen, 
Myopic Beetles, Giant Frogs, and Other Creatures: Epigonism and Its Modernist Metamorphoses in 
Critical Evaluations of Max Reger. Part 1.” Journal of Musicological Research 20, no. 1 (2000); 
A. Bittmann, “Of Swollen, Myopic Beetles, Giant Frogs, and Other Creatures: Epigonism and Its 
Modernist Metamorphoses in Critical Evaluations of Max Reger.  Part 2.,” Journal of Musicological 
Research 20, no. 2 (2001); C. P. Bohnenstengel, “Max Reger’s Telemann Variations, Op. 134: Analysis 
and Critical Evaluation of Editions, Including an Examination of Reger’s Performance Style Based on 
Concert Reviews” (DMA, University of Nebraska, 2007); G. Dixon, “The Chamber Music of Max 
Reger,” in Gavin Dixon. Date accessed 23 November 2013. http://www.gavindixon.info/The_Chamber 
_Music_of_Max_Reger.htm; S. Popp, Max Reger: Werk Statt Lebe. Biographie (Wiesbaden: Breitkopf & 
Härtel, 2015); C. Walton, Othmar Schoeck: Life and Works (Rochester, NY: University of Rochester Press, 
2009). 

27 L. Botstein, “History and Max Reger,” The Musical Quarterly 87, no. 4 (2004); R. Brinkmann, “A “Last 
Giant in Music”: Thoughts on Max Reger in the Twentieth Century,” The Musical Quarterly 87, no. 4 
(2004); W. Frisch, “Reger’s Bach and Historicist Modernism,” 19th-Century Music 25, no. 2/3 (2002); 
M. Inwood, The Influence of Shakespeare on Richard Wagner (Lewiston, NY: The Edwin Mellen Press, 
1999); E. F. Kravitt, The Lied: Mirror of Late Romanticism (New Haven: Yale University Press, 1996); 
D. E. Lin, “The evolution of Max Reger’s Piano Works Unearthed: Aspects of Harmony, Counterpoint, 
and Texture,” (DMA, Indiana University, 2015); R. Mercier and D. Nold, The Songs of Max Reger: A 
Guide and Study (Lanham, Maryland: The Scarecrow Press, 2008); B. Millington, “Wagner: (1) 
(Wilhelm) Richard Wagner,” in Grove Music Online (Oxford Music Online). Date Accessed 15 October 
2014. http://www.oxfordmusiconline.com; M. Punt, “Max Reger’s Opus 135b and the Role of Karl 
Straube: A Study of the Intense Friendship between a Composer and Performer that had Potentially 
Dangerous Consequences upon the Genesis of Reger’s Work,” Svensk Tidskrift för Musikforskning (1994-
1995), 106-107. Accessed 4 June 2017. http://www.musikforskning.se/stm/STM1994/STM1994-
95Punt.pdf; J. A. Smith, “The Relationship of Max Reger’s Beiträge zur Modulationslehre to his 
Establishment of Tonality in Representative Organ Works,” (DMA, University of Arizona, 2002). 
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Mommsen, Müller and Sagarra.28  Relevant contextual information concerning educational 

policies and schooling was gained from: Ellis et al., Gruhn and Nipperdey.29  The website of 

the Max-Reger-Institute was also the major source of information concerning Reger’s 

catalogue of works.30  Even though they are only marginally relevant to this study, 

photographs nevertheless enhance any biography and the main sources of these are the 

publications of the Max-Reger-Institute and recently published online articles 

commemorating the centenary of Reger’s death.31 

The chief sources accessed for chapters seven, eight and nine are primary sources, 

principally musical scores of Reger’s lieder, published in the Max Reger Sämtliche Werke.32  The 

main secondary source is Mercier and Nold’s anthology of Reger’s lieder texts, accessed 

primarily for the English translations provided.33  Other secondary sources accessed in order 

to aid in the interpretation of aspects of Reger’s songs were by: Dissmore and Ishiguro.34 

                                                   
28 E. R. Dickinson, “The Bourgeoisie and Reform,” in Imperial Germany, 1871-1918, ed. J. Retallack 
(Oxford: Oxford University Press, 2008); H. Kurtz, The Second Reich: Kaiser Wilhelm II and His Germany 
(London: Macdonald Unit 75, 1970); W. J. Mommsen, Imperial Germany 1867-1918: Politics, Culture, and 
Society in an Authoritarian State (London: Arnold, 1995); H. Müller, The Cultural Legacy of Wiesbaden: The 
Nineteenth Century’s Society Spa (Wiesbaden: Landeshauptstadt Wiesbaden, n.d.); E. Sagarra, An 
Introduction to Nineteenth Century Germany (Harlow: Longman House, 1980). 

29 Ellis, A. et al., “The Education Systems of Germany and Other European Countries of the 19th 
Century in the View of American and Russian Classics: Horace Mann and Konstantin Ushinsky,” 
International Dialogues on Education 1, no. 1 (2014); W. Gruhn, “Germany: Educational Goals, Curricular 
Structure, Political Principles,” in The Origins and Foundations of Music Education: Cross-Cultural 
Historical Studies of Music in Compulsory Schooling, ed. G. Cox and R. Stevens (London: Continuum 
International Publishing, 2010); T. Nipperdey, “Mass Education and Modernization – the Case of 
Germany 1780-1850,” Transactions of the Royal Historical Society 5, no. 27 (1977). 

30 “Max Reger’s Works,” in Max Reger (Max-Reger-Institut/Elsa-Reger-Shiftung), Date Accessed 5 
March 2017 http://www.max-reger-institut.de/en/max-reger/max-regers-works. 

31 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). Date Accessed 11 
March 2017. http://www.max-reger-institut.de/en/max-reger/curriculum-vitae; “Origineller 
Einzelgänger zwischen Romantik und Moderne: Max Reger zum 100. Todestag,” in Kultur 
(Mitteldeutscher Rundfunk). Date Accessed 11 March 2017. http://www.mdr.de/kultur/themen/max-
reger-180.html; S. Popp and S. Shigihara, Max Reger at the Turning Point to Modernism: An Illustrated 
Volume with Documents from the Collection of the Max Reger Institute (Bonn: Bouvier Verlag, 1988); J. 
Wilke, “Max Reger und sein Weiden: Ausstellung zum 100. Todestag.” In Kultur. Oberpfalz Echo. Date 
Accessed 11 March 2017 http://www.oberpfalzecho.de/2016/11/max-reger-und-sein-weiden-
ausstellung-zum-100-todestag/ 

32 M. Reger, Max Reger Sämtliche Werke. Vol. 31. Sologesänge mit Klavier I, ed. F. Stein (Wiesbaden: 
Breitkopf & Härtel, 1955); M. Reger, Max Reger Sämtliche Werke. Vol. 32. Sologesänge mit Klavier II, ed. F. 
Stein (Wiesbaden: Breitkopf & Härtel, 1958); M. Reger, Max Reger Sämtliche Werke. Vol. 33. Sologesänge 
mit Klavier III, ed. F. Stein (Wiesbaden: Breitkopf & Härtel, 1959); M. Reger, Max Reger Sämtliche Werke. 
Vol. 34. Sologesänge mit Klavier IV.  Sologesänge mit Orgel (Harmonium oder Klavier). Edited by F. Stein 
(Wiesbaden: Breitkopf & Härtel, 1967); M. Reger, Max Reger Sämtliche Werke. Vol. 38. Supplement III. 
Instrumentalwerke. Vokalwerke, ed. U. Haverkampf and G. Sievers (Wiesbaden: Breitkopf & Härtel, 1986). 

33 R. Mercier and D. Nold, The Songs of Max Reger: A Guide and Study (Lanham, Maryland: The 
Scarecrow Press, 2008). 

34 J. L. Dissmore, “Baroque Music and the Doctrine of Affections: Putting the Affections into Effect,” 
The Research and Scholarship Symposium (Cedarville: Cedarville University, 2017). Accessed 9 June 2017, 
http://digitalcommons.cedarville.edu/cgi/viewcontent.cgi?article=1384&context=research_scholarshi
p_symposium; M. A. Ishiguro, “The Affectative Properties of Key in the Twentieth Century,” (MMus, 
University of Massachusetts, 2010). 
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CHAPTER 3: HISTORICAL & CULTURAL BACKGROUND 
 

 

“Those who don't know the history of their subject, 
will never understand the coherence of the whole issue, 

the moving power beyond the impact of the current moment.” 

– Friedrich A. Diesterweg (1790-1866)35 
 

The purpose of this chapter is to trace the historical and cultural development leading up to the Second 

German Empire (1871-1918), the era of Reger’s lifetime.  The focus is on understanding the influential 

factors in nineteenth-century German reality that underpinned the beliefs of the first generation to be 

born and mature during the Second German Empire (i.e. Reger’s generation).  Section 3.1 discusses the 

broad economic, political and social context and is divided into four sub-sections corresponding to the 

following time-periods: up to 1815, 1815-1848, 1848-1871, and 1871-1900.  Section 3.2 discusses the 

cultural context and is divided into three sub-sections: the philosophical basis of artistic development in 

nineteenth-century Germany, culture and music between 1800-1870, and developments in music between 

1871-1916.  Section 3.3 presents summarising statements. 

 

3.1. Economic, Political and Social Context 

 

The context of nineteenth-century developments in Europe, including in the German lands 

was, to a large degree, determined by the “wide-ranging ramifications of the French 

Revolution in 1789”.36  Firstly, the challenge to the supremacy of ruling dynasties raised the 

fundamental question: “by whom and for whose benefit should society be ruled”.37  Consequent 

shifts in political, economic and social structures brought existing cultural institutions 

(including musical institutions) to reflect these changes in fulfilling the needs of society at 

large, rather than reflecting solely the needs of the privileged royalty and nobility.38  Secondly, 

the rise of liberal ideology, with an emphasis on the issues of constitutionalism and human 

rights, was, in the German lands, translated into the idea of “liberation from too many 

oppressive governments” via national unification.39  Political liberalism was reflected in the 

creative arts through the publicising of the idea of individual freedom and the creation of a 

 

                                                   
35 German pedagogue Friedrich A. Diesterweg.  A. Ellis et al., 8. 

36 R. P. Locke, “Paris: Centre of Intelletual Ferment,” in The Late Romantic Era: from the Mid-19th 
Century to World War I, ed. J. Samson (Englewood Cliffs: Prentice Hall, 1991), 32. 
37 Ibid., 32. 
38 Ibid., 33. 

39 J. Samson, “East Central Europe: the Struggle for National Identity,” in The Late Romantic Era: from 
the Mid-19th Century to World War I, ed. J. Samson (Englewood Cliffs: Prentice Hall, 1991), 216. 
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“fictional archetype, the Romantic hero,independent and desiring”.40  Lastly, economic 

liberalism opened the way for progress in technological and industrial domains, and enabled 

the newly established bourgeoisie to validate their political and cultural aspirations.41  In music, 

the multifaceted impact of technological progress ranged from improvements in instrument 

designs through enlargements of orchestras performing large-scale compositions, to the 

development of a complex musical market allowing music to function freely as an “autonomous 

art form”.42  Therefore, as Samson suggests, the study of context in nineteenth-century music 

shows developmental parallels within each period, suggesting closer links between musical life 

and musical language evolution, and wider social and political movements.43  The key 

chronological and dividing limits with a decisive influence on nineteenth-century German 

society were: 1815 (German Confederation established), 1848 (Social Revolution) and 1871 

(Second German Empire formed).44 

 

3.2.1. Period up to 1815 

 

Since AD 962, German society was organised as the Holy Roman Empire of the German 

Nation (i.e. the First German Empire).45  After the Thirty Years’ War (1618-1648), Germany 

remained fragmented and split by profound religious divergences.46  As a consequence, it 

retained an archaic character until the mid-nineteenth century, which was much longer than in 

the rest of Europe.47  Despite territorial acquisitions in successful wars, it was not until after 

                                                   
40 J. Samson, “Music and Society,” in The Late Romantic Era: from the Mid-19th Century to World War I, 
ed. J. Samson (Englewood Cliffs: Prentice Hall, 1991), 9. 
41 Pasler, 390. 

42 Ibid, 390; A. L. Ringer, “The Rise of Urban Musical Life between the Revolutions, 1789-1848,” The 
Early Romantic Era: Between Revolutions: 1789 and 1848, ed. A. L. Ringer (Englewood Cliffs: Prentice 
Hall, 1990), 6. 
43 Samson, “Music and Society,” 1. 
44 Sagarra, 38, 86, 124. 

45 The Holy Roman Empire of the German Nation was created, in AD 962, by the Ottonian dynasty as a 
multi-ethnic complex of territories.  The Empire never attained political unity: instead, it developed into 
a decentralised monarchy.  With the rise of Protestantism, religious conflicts resulted in the Thirty 
Years War (1618-1648), which uncovered all the contemporaneous tensions between not only European 
powers (Catholic and Protestant), but also social classes, royal houses and imperial cities.  P. Mougenot, 
ed., Atlas Historique: de L'apparition de L'homme sur la Terre à L'ère Atomique (Paris: Librairie Académique 
Perrin, 1987), 141, 161, 163, 193, 226. 
46 The Peace of Westphalia, which concluded the Thirty Years’ War in 1648, left Germany very 
weakened because of its fragmentation in two ways: geographical (divided into 314 independent states 
and free cities) and religious (division in religion depending on “the whim of each prince”).  
Protestantism (predominantly Lutheranism and, to a lesser degree, Calvinism) was represented in the 
northern part of Germany (e.g. Prussia and Saxony).  The southern part of Germany remained under 
the authoritarian rule of the Catholic Church.  “Authority (die Obrigkeit) deified by Luther, indeed took 
on the divine character of omnipotence” and became a “first and last duty of the Christian man”.  As a 
consequence, by the beginning of the nineteenth century, “the harsh inescapable feudalism held most of 
Germany in its grasp”.  Ibid., 251, 351; Sagarra, 22-23; Schulze, 5; Taylor, 19, 21, 24. 

47 Orlow, 3. 
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the Seven Years’ War (1756-63) that Prussia, the largest of the German states, became 

established as a major European power.48  The ensuing period is characterised by Prussia’s 

steady rise to political prominence and the emergence of aspirations for an Empire which 

would unite the German peoples.49 

Until the end of the eighteenth century, German-speaking peoples had little sense of 

national identity as they were scattered in disunited groups throughout a multitude of German 

principalities and in the Habsburg Empire.50  The seed of political aspiration to German 

nationalism was sown in the opening decades of the nineteenth century, prompted by three 

events.  First, the great military victories of the Prussian conqueror and enlightened despot, 

King Frederick the Great (1712-1786), became the catalyst for the development of German 

identity and pride.51  Second, in 1806, French Emperor Napoleon Bonaparte (1769-1821) 

abolished the Holy Roman Empire of the German Nation, which, initially, brought great hope 

for the oppressed people of Europe, but eventually resulted in a multitude of separate 

nationalistically-oriented movements.52  Third, in 1815, the Congress of Vienna simplified the 

central European political geography after the end of the Napoleonic Wars (1803-1815) and, 

while restoring peace among European governments, it neglected to address developing 

liberalist views and nationalistic sentiments on the Continent.53  The German lands failed to 

unify and, with the establishment of the German Confederation (Deutsche Bund) in 1815, 

Prussia became central to German affairs.54  Even though Austria did not participate in the 

Confederation in its entirety, the Chancellor of Austria-Hungary, Prince Clemens von 

Metternich (1773-1859), asserted leadership in the Confederation and installed an 

authoritarian regime of repressive politic in order to prevent any social uprising.55 

The abolition of serfdom in 1807 contributed to the emancipation of a large proportion 

of the population, particularly in terms of civil rights and freedom of movement.56  These 

                                                   
48 After the peace-treaty was signed in Hubertsbourg in 1763, Prussia became the continent’s fifth 
biggest power.  Mougenot, 279; Taylor, 28-30. 
49 Taylor, 28-30. 
50 Gorrell, 32. 
51 King Frederick the Great was an absolute monarch but is considered enlightened because of his 
humanistic ideas (he called himself “the first servant of his people”).  He was instrumental in compiling 
what would become the Preussisches Allgemeines Landrecht (Prussian Code of General Laws), a significant 
step towards constitutional rule.  Ibid., 32; Orlow, 4; H. M. Scott, “Europe Turns East: Political 
Developments,” in Early Modern Europe: an Oxford History, ed. E. Cameron (Oxford: Oxford University 
Press, 2001), 337; Taylor, 28-30. 

52 After dissolving the Empire, Napoleon reorganised it into the Confederation of the Rhine.  Gorrell, 
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developments fostered rational and socially-independent thinking, freed from religious 

interpretations of the world, thus contributing to the “formation of new thoughts and ideas” 

and directly influencing social changes.57  However, the state, associated with the duty of 

protection and security of its population, commanded major authority, and the school and the 

army became the most important agents of state authority in Germany for the whole 

nineteenth century.58  In this way, civil servants, affiliated with various state institutions and 

collective entities, increasingly gained influence and power over ordinary German citizens’ 

lives and imposed “collective mental attitudes” (e.g. “obedience rather than participation”).59  

With the practice of compulsory primary school education and state-controlled curriculum, 

the school evolved to be “the most systematic agent of promoting obedience” and respect for 

authority.60  Similarly, three years of compulsory military service supported a methodically 

built-up sense of discipline, obedience and commitment.61  The external manifestation of 

authority and the responses of the large majority of the populace perpetuated the ‘subject 

mentality’ (Untertanengeist), thus maintaining a degree of resistance to the progressive 

evolution of a liberal society.62 

Besides being a source of order and security, the state also became a major provider of 

employment, thereby directly contributing to the gradual improvement of living conditions, 

particularly in urban areas.63  These structural changes in society allowed the growing middle 

class to reach importance not only in political and economic matters, but also in cultural 

matters.64  As a result, more of the public could actively participate in artistic life and, 

consequently, influenced stylistic changes.65  Although the court remained the dominant 

centre of musical activity in this period, growing cities increasingly provided more 

infrastructure and a larger economic base for musicians and musical audiences.66  In addition, 

technological developments led to transformations of the piano in this period, and the 
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instrument became popular among the German middle class.67  This contributed to the 

advancement of music, to the effect that the whole market for musical consumption was 

initiated (e.g. the demand for piano teachers and music for amateurs rose, hence stimulating 

the growth of music publishing).68 

 

3.2.2. Period from 1815-1848 

 

Despite the urgent necessity for economic reforms, Metternich’s plans for Germany remained 

centered on a static economic system with heavy regulation of all aspects of society.69  

However, Napoleonic rule in the German lands had created not only a political aspiration to 

nationalism, but had also provoked an “indigenous reforming liberalism” which was most 

notably reflected in major political reconstruction in Prussia, and, ultimately, determined the 

form of national unification in 1871 (namely, the Second Empire).70  These government 

reforms provided for rapid technical research, promoting the development of new industries 

and supporting intense infrastructure building that led to accelerated urbanisation.71  

Extensive changes in administrative policies and forms of economic organisation laid the 

foundations for very fast-growing economic development in the second half of the nineteenth 

century. 

Though uncontested in terms of scientific and technological progress, the German 

social system remained distinctly hierarchical throughout the duration of the nineteenth 

century, and the four cultural milieux that comprised contemporary German society (the 

aristocracy, the upper middle class – mostly Protestant in character, the lower middle class – 

mostly Catholic and in minority, and the working class) maintained their separate identities 

despite some interrelation and commonality.72  This provided both individuals and groups 

with a sense of identity within the whole, while social mobility remained restricted.73  

Industrialisation and modernisation, paralleled with rapid urbanisation, led not only to 

massive internal immigration from rural areas, but also invited external foreign immigration 

of farm labourers into Germany, which resulted in important changes in political power 
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structures in Germany.74  New political parties and organisations formed as opposition to 

traditional conservative parties, with the aim to represent industrial labour and to address 

their social problems and issues.75  However, unlike in other European countries, 

contemporary German political organisations viewed themselves as spokespeople for a 

universal world view (Weltanschauungen), not as active pressure groups, and they were more 

philosophical than political.76 

Reflecting the Biedermeier ideals of Germany in the first half of the nineteenth century, 

surface serenity and elegance masked significant shifts in social consciousness as the prevalent 

art movement, Romanticism, had shifted the focus from society to the individual (e.g. the 

genius of the supremely individual creator) and expressed a philosophical and aesthetic 

rebellion against convention.77  The Romantics’ longing for freedom was echoed in their 

development of autonomous national artistic traditions, which enhanced popular nationalism.78  

Politically, this was paralleled by a distrust of centralised authority and a move towards the 

preservation of self-governing towns.79  Thus, despite exterior calm, underlying political 

dissatisfaction grew, as did the states’ repressive counter-measures, and these events eroded 

the confidence of the culturally-committed middle class with varied consequences.  On one 

hand, they led to intellectual isolation by rejecting everything ‘foreign’ (e.g. the caste structure 

of the Dresden literary circle Liederkreis enabled the dominance of an attitude of provincial 

mediocrity towards any progressive thoughts, such as those of Berlin poet Ludwig Tieck 

(1773-1853)).80  On the other hand, they led to the supporting of artistic activities (e.g. the city 

of Leipzig, by keeping its position as a publishing centre in Germany, offered a platform for 

creative artists).81  The social status of musicians also changed dramatically in this period: no 

longer under formal long-term patronage (provided hitherto by Courts), they became “free 

artists” with the possibility of gaining much higher standing or enduring a complete loss of 

security.82  From the 1820s onwards, composers were dependent on how successfully they sold 
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their music and rights to the impresarios for a single lump sum reward, with the profit 

generated by the success of a work belonging to the entrepreneur.83 

 

3.2.3. Period from 1848-1870 

 

The social Revolution of 1848 sparked social unrest in most of the continent.  The Revolution 

was a result of, on one hand, the growing contradiction between advanced economic liberalism 

and the repressive politic of absolutist regimes in European societies, and, on the other hand, 

the negative impact of the rapid technological development.84  It took the overthrow of the 

French monarchy in February 1848 to unleash the repressed revolutionary desires in the 

German people.85  This was most evident in the overtly strongly nationalist attitude of the 

middle class, primarily expressed in the call for a unified state with a constitutional 

government and a central role in political decision-making.86  Mann contends that German 

nationalism was a phenomenon pushed by the ruling classes (including capitalists and 

industrialists) “in order to cheat the nation of the solution of its integral problems and in order 

to choke rising democracy”.87  Taylor’s argument that “German history had reached its 

turning-point” in 1848 and “failed to turn” furthermore suggests the amplitude of the failure of 

the German middle classes to unite in order to assert their political role as a liberal leading 

force.88  The primary reason for this development was the deeply rooted bureaucratic nature of 

German thinkers who felt that the reforms which they advocated “could be accomplished most 

effectively not in opposition to the established authorities, but through the organs of the 

state”.89  Thus, not even the revolutionary uprisings and liberal demands of 1848 rocked 

Prussia’s standing: remarkably adaptable, the Prussian regime made just enough concessions 

to maintain rule by conservative majority.90 

The 1850s and 1860s were decisive for German development in several ways.  Firstly, 

Prussian dominance, acquired through repeated annexation of neighbouring territories 
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(e.g. Hanover, Schlesswig-Holstein), laid the foundations for German unification.91  Secondly, 

the appointment of Otto von Bismarck (1815-1898) as Prussian Prime Minister in 1862, 

reinforced political conservatism by preventing any alternative political force from effectively 

participating in political decision-making.92  Finally, the rapid growth of the German 

economy, and the increase of readily-available capital for investment, secured economic 

liberalism and resulted in a speculative fever in addition to the further spread of 

industrialisation.93 

Immediately after his appointment, Bismarck embarked upon a path to secure and 

extend the state’s position by establishing a united Empire with the Prussian King Wilhelm I 

as Emperor.94  In order to persuade the southern German states (who were strongly defending 

their relative independence) into supporting the unification of all German military and 

political forces, Bismarck resorted to the manipulation of a simple problem into a catalyst 

situation and, in 1870, provoked France into a war, thus stimulating the rise of nationalist 

fervour that led to German unity.95  On January the 1st, 1871, the new German Empire came 

into being, Bismarck was appointed Chancellor, and a façade of constitutional democracy was 

maintained by allowing the individual German states a certain measure of autonomy.96  In 

reality, Bismarck set his goals clearly: to transform Germany into a world power and 

centralise its government.97 

As the new commercial and industrial class (grande bourgeoisie) realised “where its best 

interests lay”, it focused on “securing its position against the lower orders”.98  The abolition of 

feudalism, the liberalisation of economic organisation, and the toleration of the formation of 

national groupings with political orientations worked to placate the socialist groups while the 

conservative elements fostered a feeling of strength and German cultural unity in the general 

populace (e.g. the Schiller centenary celebrations of 1859 which combined “veneration of the 

great writer with professions of faith in a nationalist form of liberal order”).99  The effect, on 

the arts, of the failure to achieve political liberalism was double-sided.  On one hand, the 

idealism and utopian beliefs of the early romantic era were lost, whilst, on the other hand, with 

the fall of Metternich’s intellectual oppression, new liberating and creative discussion, 
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reflecting reality, could take place.100  During the 1850s and 1860s, the emancipated middle 

class consolidated its position of cultural patron “independent of sacred and courtly life”, and 

“institutionalised its musical life” through the creation of the public subscription concert series 

and a canonic “repertory of classical music with related concert rituals”, whose purpose was to: 

 
…confirm and authenticate the new status quo…and to give itself cultural roots; it 
created a fetishism, even indeed a sense, of the ‘great work’, which is still with us 
today.101 

 

3.2.4. Period from 1871-1918 

 

Capitalist expansion, rapidly and vigorously encouraged, was accompanied by a sustained 

attack on philosophies of altruism.  Socialism and the Church (particularly the Catholic 

Church) were identified as the Empire’s enemies within.102  The self-interest of a new wealthy 

grande bourgeoisie flourished and challenged the interests of the prevailing aristocracy, 

particularly of the great land-owners (Junkers).103 

Prince Wilhelm II, a product of Bismarck’s policies, was crowned Emperor in 1888 and 

brought about the collapse of Bismarck’s power in 1890.104  The new Emperor was “an 

autocrat with a fixed belief in Empire, his head stuffed with ideas of rapid capitalist expansion, 

colonies and militarism”, which was immediately reflected in his choice of a new Chancellor 

from the military ranks, thus giving the army a central place in government.105 

The period called the Gründerzeit (Founder Years) of the new Empire (1871-1890) was, 

in its first few years, characterised by great optimism and belief in progress.106  Unwavering 

faith in the feasibility and success of all projects, and the solvability of all problems, 

characterised the ‘New German Man’ of the founder generation.107  However, confidence in the 
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speculative boom collapsed in 1873 (the year of Reger’s birth), and further economic 

depression could be avoided only by the government’s curtailing of free trade and increased 

protectionist measures.108  As few small enterprises survived the crash, lower-middle class 

participants (e.g. investors and business-owners) suffered proportionally enormous economic 

losses and, consequently, they were resentful of banks, who had survived and were 

“inaugurating an era of large financial capitalism”.109  To cope with troubling times, the middle 

class turned to religion, often in an adventurous, spiritual form (i.e. theosophy and monism).110 

As nowhere in society were Jews more publicly exposed than in the field of banking, the 

general resentment following the crash of 1873 translated into a notable revival of Anti-

Semitism in Germany from this point onwards.111  These focused discriminatory philosophies 

were further fuelled by thinkers whose disappointment with the Empire had turned to “critical 

and reactionary pessimism”.112  As a consequence, German nationalism turned aggressive.  

Jews became scapegoats in the “new styles of historical philosophy which sought an 

explanation for the failure of cultural nationalism”.113  Richard Wagner (1813-1883) was one of 

the thinkers and his opinions were very influential as successful artists in Germany “tended to 

become much more ‘establishment figures’ than their counterparts” in the rest of Europe.114 

In addition to the evolving social status of artists, their economic situation also began to 

change.  In the 1870s, the newly-enacted copyright legislations aimed at providing legal 

protection for composers’ work.115  However, financial subsidies from private benefactors were 

vital to cover the costs of publication, particularly of the most innovative music (e.g. the music 

of Schoenberg and Berg).116  Even prominent composers often needed an additional job to 

support their families and those who did not chose to take this path felt under constant 

pressure to keep generating successes to survive.117  The latter situation was that of Richard 

Strauss, who once wrote to his wife, Pauline: 
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…for the time being, we won’t starve… but one can never know how long one will 
remain fashionable, or when one will be overtaken and knocked out of the running by 
someone luckier or more gifted.118 

 

The middle-class taste for historicism and neo-classicist styles was fuelled by its desire 

to aesthetically legitimise its cultural and political ascendency.  They believed in the 

“cultivation of art for its own sake, for beauty’s sake”, and, simultaneously, favoured German 

Classical and Romantic works whose “ethos resembled the achievement-orientated 

individualism” of the contemporary era.119  The appearance, in the 1890s, of the artistic avant-

garde, estranged from middle-class cultural values, was a reflection of the fragmentation of the 

middle class as a social group, leading to a break in cultural attitudes (e.g. artists’ “retreat from 

day-to-day political concerns”, decrease of public influence over cultural matters).120  This 

development was further reinforced by the rise of a hierarchy of professional artistic specialists 

administering society’s cultural organisations and increasingly divorcing the popular from 

practiced art.121  Such institutions cultivated the image of being overtly apolitical, thus keeping 

in step with artists’ wishes to “break free in pursuit of the untrammelled development of the 

self and its expressive realisation in art”.122  However, strong nationalist sentiment remained a 

persistent connecting bridge in German society and this new movement helped to further 

reinforce nationalist self-expression through art, thus strengthening “the predisposition 

towards imperialism” and militarism already present in the contemporary political system.123 

 

3.2. Cultural Context 

 

The cultural and artistic developments of nineteenth-century Germany mirrored the events of 

the age as continuous ideological changes significantly influenced the creative process.124  

Once artists, including musicians, became independent, they interacted with their 

environments and expressed their commitment to progressive Humanist thoughts through 

new technical and interpretative practices.  A striking example is Ludwig van Beethoven’s 
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reflection on his context in 1802, when faced with increasing deafness.  In his Heiligenstadt 

Testament, Beethoven wrote: “I would have ended my life… [However] it seemed to me 

impossible to leave the world until I had brought forth all that I felt was within me”.125  In the 

following year, Beethoven embraced the ideals of the French Revolution, which declared a 

“new age of liberty, equality and fraternity”, and embarked on the composition of his third 

symphony, Eroica, that had a discourse of heroic struggle that leads to triumph.126  Similarly to 

Beethoven, Robert Schumann expressed his artistic commitment when he confided the 

following to Clara Wieck (later his wife Clara Schumann) in 1838: “I am affected by everything 

that goes on in the world, and think it all over in my own way, politics, literature, and people, 

and then I long to express my feelings and find an outlet for them in music”.127 

 

3.2.1. The Philosophical Basis of Artistic Development in Nineteenth-Century Germany 

 

Romanticism was the dominant art movement during most of the nineteenth century (see 

Figure 3 on the next page).  It was preceded by the humanistic teachings of Jean-Jacques 

Rousseau (1712-1778) who, in the 1750s, called for simplicity and a return to nature, which 

stimulated dramatic aesthetic debates about the mission of musical art and the essence of 

musicians’ creative process via a variety of means (e.g. critiques, biographies, treatises, journal 

articles).128  Rousseau’s dismissal of the Aristotelian doctrine of imitation opened the way for 

further theoretical propositions that freed the process of musical creation from strict 

dependency on literary connection.129  Rousseau explains in his Dictionnaire de Musique 

(Dictionary of Music, 1768) that “music does not directly imitate natural phenomena, but makes 

that impression on us which we would feel if confronted with such and such a phenomenon: it 

acts symbolically”.130  In the late eighteenth century, professional discussions, mirroring 

profound changes in the contemporary intellectual climate, found a reflection in dynamic 
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Figure 3: Timeline of European and German musical development (1760-1900).131 
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stylistic shifts initially in literature, and closely followed in music.132  These developments 

were further affected by numerous philosophical currents (i.e. monism, theosophy and beliefs 

in the prominence of artistic creation; see Table 1 on the next page). 

Cultural life in eighteenth-century Germany, centered around the courts, was 

predominantly under the influence of the French style galant.  As a result, some important 

stylistic changes were incorporated into pre-Romantic German music (e.g. simpler and shorter 

melodic phrases and slower harmonic rhythm), making it more expressive and, therefore, more 

appealing.133  This development was particularly reflected in the German music of the 1770s 

and 1780s, namely the empfindsamer stil (sensibility style) and the intensely passionate Sturm 

und Drang (storm and stress style).134  With an emphasis on the expression of subtle nuances 

of intense feelings, these styles formed new foundations for German Romanticism in music.135 

As Brown elaborates, European and German Romanticism in the first half of the 

nineteenth century can be depicted as a timeline of overlapping generational preferences, each 

“concerned with the relationship of the self to nature” but adopting a different approach to its 

expression.136  Culturally, the German Romantic period, encompassing the life-span of Johann 

Wolfgang Goethe (1749-1832), was defined as the Goethezeit (Age of Goethe), and was, from 

1815-1848, also affected by Biedermeier ideals.137  The Biedermeier era differed considerably 

from Romanticism.  Both periods were concerned with the “dichotomy of subject and object 

and addressed it dialectically, but they felt differently about it”: while Romantics sought 

imaginary, expansively optimistic and contrasting resolutions, Biedermeier tended to suffer 

from fear and pessimism, unable to make resolutions.138  Accordingly, the world views of both 

were also dissimilar – the Romantic cosmopolitan view was contrasted by the “cultivated 

 

                                                                                                                                                     
C. Dahlhaus, Between Romanticism and Modernism: Four Studies in the Music of the Later Nineteenth Century, 
trans. M. Whittall (Berkeley: University of California Press, 1980), 14; M. Devoto, “Paris, 1918-45,” in 
Modern Times: From World War I to the Present, ed. R. P. Morgan (Englewood Cliffs: Prentice Hall, 
1993), 39; Gorrell, 37, 49-50; J. Harding, “Paris: Opera Reigns Supreme,” in The Late Romantic Era: from 
the Mid-19th Century to World War I, ed. J. Samson (Englewood Cliffs: Prentice Hall, 1991), 110; 
Mongrédien, 74; Parsons, “The Eighteenth-Century Lied,” 56; J. Pasler, “Paris: Conflicting Notions of 
Progress,” in The Late Romantic Era: from the Mid-19th Century to World War I, ed. J. Samson 
(Englewood Cliffs: Prentice Hall, 1991), 391, 405; Samson, “Music and Society,” 3, 9; S. Teller Ratner, 
“Saint-Saëns, (Charles) Camille.” In Grove Music Online. Oxford Music Online. Date Accessed 10 
February 2017 http://www.oxfordmusiconline.com; A. Whittall, “Germany: Cross-Currents and 
Contradictions,” in The Late Romantic Era: from the Mid-19th Century to World War I, ed. J. Samson 
(Englewood Cliffs: Prentice Hall, 1991), 341; Wilhelm, 100; Longyear, 231-232, 251. 
132 Brown, 18-19. 
133 Hieronymus, 217. 
134 Longyear, 27-29. 
135 Hieronymus, 218-219; Pauly, 21. 
136 Brown, 14. 

137 S. Bernofsky, Kritik : German Literary Theory and Cultural Studies : Foreign Words : Translators-Authors 
in the Age of Goethe (Detroit: Wayne State University Press, 2005), x; Brown, 14; Orlow, 4. 

138 Brown, 24; Landau, 55. 
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Table 1: Philosophical currents stimulating artistic developments in the 19th century.139 

                                                   
139 French symbolism was initiated by the publication of the collection of poems Les Fleurs du Mal (The 
Flowers of Evil) in 1857.  Its author, Charles Beaudelaire, together with Paul-Marie Verlaine (1844-
1896), Stéphane Mallarmé (1842-1898) and Arthur Rimbaud (1854-1891), were part of the generation of 
the Poêtes Maudits (Accursed Poets).  They presented poetry with a detached (i.e. objective) “portrayal of 
the most intimate subjective emotions”, thus rejecting the overblown personal outpouring of the 
Romantics.  Using analogy as their main technique of expression, they strived to expose “universal 
correspondence among all the manifestations of nature and all the sensations and emotions of man”.  
Based on: Brown, 30; “Correspondences,” in Fleurs du Mal / Flowers of Evil: 1868 Edition (Charles 
Beaudelaire’s Fleurs du Mal / Flowers of Evil). Date Accessed 31 Mar 2017, 
http://fleursdumal.org/poem/103; Dahlhaus, 6; Grout and Palisca, 535; N. Hampson, “The 
Enlightenment,” Early Modern Europe: an Oxford History, ed. E. Cameron (Oxford: Oxford University 
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Table 1 (cont.): Philosophical currents stimulating artistic developments in the 19th century. 

 

domesticity”of Biedermeier.140 

The period of Romanticism, with its emphasis on spontaneity and importance of free 

expression within imaginative culture, correlated with the advent of political liberalism within 

the philosophical system.141  It valued emotion, sensation and novelty (i.e. the ‘irrational’) over 

form, order and intellect (i.e. the ‘rational’), thus representing a philosophical and aesthetic 

rebellion “against the conventional rules, well-ordered symmetry, and emotional restraint” 

characteristic of eighteen-century Classicism.142  Romantics longed for freedom and strove to 

return to nature.  Whilst consciously rediscovering the natural, unaffected and unspoiled in 

musical, legendary and mythological folk elements, they created novel combinations of sound, 

imbuing traditional instrumental forms with dramatic, pictorial and narrative elements (e.g. 

symphony with programme), and extended the limits of tonality through chromatic 

inclusions.143  Ultimately, the most ambitious expression of Romanticism was to find a new 

                                                                                                                                                     
Press, 2001), 271; Julia, 290; Kravitt, The Lied, 148, 151-153, 157; Large and Weber, “Introduction,” 19; 
B. Meister, An Introduction to the Art Song (New York: Taplinger Publishing, 1980), 127. 

140 Brown, 24. 

141 A Liberal is defined as a person in favour of progress and reform, and opposed to privilege.  Hornby, 
486; J. Samson, “Romanticism,” in Grove Music Online (Oxford Music Online). Date Accessed 18 Mar 
2012, http://www.oxfordmusiconline.com. 
142 Knowles, 26; Warrack. 

143 Knowles, 26; Warrack. 
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unifying connection between all the arts and this reached its peak in Wagner’s 

Gesamtkunstwerk.144  Wagner’s idea envisioned larger social implications as he believed that 

“the creation and experience of the Gesamtkunstwerk would unite individual members of an 

atomised society just as it would reunite the separate arts once combined in Greek drama”.145 

Late-Romanticism culminated into the period known as the fin-de-siècle (1880s and 

1890s), which brought about the rise of the avant garde and the infusion of considerable artistic 

richness.146  The development of symbolism, the most prominent style of this period, resulted 

from generational conflict further fuelled by the most influential philosophies of the nineteenth 

century.  Despite criticism of the superficiality of Romanticism, the concept of the supremacy 

of ‘artistic genius’ remained unchanged.  Furthermore, with its anti-positivist focus on “life’s 

hidden core” (e.g. the enigma of existence) rather than “life’s periphery” (e.g. appearance and 

materialistic concerns), symbolism opened the way for the further artistic development of 

styles such as impressionism, art nouveau or expressionism, which lasted very briefly.147 

Historically, poetry was a primary vehicle for the expression of changing culture.  By 

the 1770s, a generation of German rebellious writers particularly inspired by Goethe created 

new poetry stemming from “primitive folk poetry, the depth of history and the cultivation of 

emotion”.148  Johann Gottfried Herder (1744-1803), recognised as the decisive philosophical 

mentor of Goethe, proposed an idea of association of poetry and music with “real selves buried 

deep within”, therefore, the concept that “every poem becomes an implicit drama staged within 

the mind” opened infinite opportunities for lieder.149  The rise of symbolism in the last third of 

the nineteenth century, further added its profound influence on the contemporary lieder 

generation, as is particularly evident in Wolf ’s and Mahler’s works.  Symbolist poetry, using 

words “more for what they evoked than for what they meant”, inspired “music’s supreme 

power to suggest” indefinite emotions, with the effect of further deepening the lyrics’ 

meaning.150 

 

                                                   
144 A Gesamtkunstwerk is a work “drawing together the products and skills of different forms of art into 
an organic unity”.  Cotterill, 10; Large and Weber, “Introduction,” 22. 

145 K. C. Karnes, “Brahms, Max Klinger, and the Promise of the Gesamtkunstwerk: Revisiting the Brahms-
Phantasie (1894),” in Brahms and His World, ed. W. Frisch and K. C. Karnes (Princeton: Princeton 
University Press, 2009), 167-191. 

146 The fin-de-siècle was spiritually manifested in the pessimistic belief that “civilisation leads to 
decadence”, whilst, artistically, it was reflected in revolt against bourgeois values such as materialism and 
positivism, and a focus on deep subjective emotions.  Kravitt, The Lied, 142; S. G. Meštrovic, The Coming 
Fin-de-Siècle: An Application of Durkheim’s Sociology to Modernity and Postmodernism (Oxon: Routledge, 
2011), 2. 

147 Kravitt, The Lied, 142. 

148 E. Brody and R. A. Fowkes, The German Lied and Its Poetry (New York: New York University Press, 
1971), 16, 32; Brown, 19. 
149 Brown, 20-21. 

150 Kravitt, The Lied, 149. 
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3.2.2. Culture and Music Between 1800-1870 

 

The nineteenth century was also one of great technological innovations with considerable 

impact on the social fabric and existing values, as well as developments in the arts (including 

music).  As shown in Figure 4 (on the next page), the inter-relations between technology, 

social change and music were complex, very dynamic and multi-faceted.  As a result of 

technological advances, the art of music became common for a larger segment of the 

population and the modification of musical taste created new causes for changes within music 

(see Stages I and II of Figure 4).151  Concurrent with this development, the improved 

technology of instrument-making contributed to further aesthetic enhancement of music 

which, as a new social phenomenon, significantly impacted back on social change (see Stages 

III and IV of Figure 4).152  In the case of the piano, technological improvements allowed a new 

generation of composers with a subjective approach to music (beginning with Beethoven) to 

exercise greater freedom of expression of their intimate sentiments.153  Other orchestral 

instruments’ (e.g. brass and woodwinds) technological developments facilitated improvements 

in sonority and flexibility, thus bringing sophistication in the instrumentation of orchestral 

works and enabling composers to convey “definite meaning”.154 

Culturally, during most of the nineteenth century, the individual German states 

remained, to a high degree, independent within the federal structure.  This impacted positively 

on musical life and was considered “beneficial for the evolution of art, literature and learning”, 

since the lack of concentrated federal focus on matters of art and culture led to the 

preservation of a healthy level of competition between regions, and became the main force 

behind diversity, in cultural and artistic development, in the period before unification in 

1871.155  By the mid-nineteenth century, the municipal corporations worked closely with 

private patronage to become the primary source of transmitted middle-class cultural values, 

and were instrumental in the establishment of nationalist institutions for educational and 

cultural purposes (e.g. museums, theatres, concert halls).156  The central pillars of this new 

humanist outlook were “Goethe and Schiller, Winckelmann’s idealized version of Greek 

antiquity, and the Romantics’ glorified vision of the German Middle Ages”.157 

                                                   
151 Hieronymus, 50, 60-61, 80-81. 
152 Ibid., 88-92. 
153 Brody and Fowkes, 12. 

154 Ringer, “The Rise of Urban Musical Life between the Revolutions,” 22-23. 
155 Döhring, 142; Mommsen, 119; Samson, “Music and Society,” 5. 
156 Deathridge, 56; Mommsen, 122. 

157 In music, opera was the dominant genre at the turn of the eighteenth and nineteenth centuries, and 
reflected the new humanist outlook (i.e. operas were based on stories from antiquity and the middle 
ages).  Johann Friedrich Reichardt (1752-1814) and Carl Maria von Weber (1786-1826) were the most 
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Figure 4: Inter-relationship between technological development, social changes and music 
(case study for piano).158 

                                                                                                                                                     
prolific German composers of opera.  They were succeeded by Giacomo Meyerbeer’s (1791-1864) 
operas, particularly appealing to socially diverse audiences of the first half of the nineteenth century. 
T. Bauman, “Courts and Municipalities in North Germany,” in The Classical Era: from the 1740s to the end 
of the 18th century, ed. N. Zaslaw (Englewood Cliffs: Prentice Hall, 1989), 261-263; Mommsen, 121. 

158 Based on: Gorrell, 62-65; Hieronymus, 50, 60-61, 80-82, 88-92, 266; W. Kahl, “Romantic Piano 
Music: 1830-1850,” in Romanticism (1830-1890), ed. G. Abraham (Oxford: Oxford University Press, 
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During the first half of the nineteenth century, music acquired a significant socialising 

function.159  In most German cities, amateur musicians became accustomed to meet in public 

buildings and make music with the help of professional musicians; these musical gatherings 

progressively developed into amateur concerts with a meaningful role in public musical life, as 

no class in society would be deprived of its musical entertainment.160  The consequent growth 

of the music market commanded the creation of new private orchestras.  Apart from offering 

the wide public the opportunity to become acquainted with a large classical symphonic 

repertoire, these orchestras fulfilled a special educational role by allowing amateurs and music 

students to gain experience in the performance of works that required “reinforced orchestras” 

(i.e. wherein more players per instrumental part were needed than usually).161  However, 

despite all efforts, these orchestras had to adapt to listeners’ tastes and, therefore, suffered 

from stereotyped concert programmes, as the editor of Allgemeine Musikalische Zeitung 

expressed: 

 
In the sphere of concert and chamber music we also suffer from great imbalance, arising 
from the routine of custom and convenience, and lack of acquaintance with the 
meritorious works of recent times… We get nothing but frequent repetitions of the 
quartets of Haydn, Mozart and Beethoven, although of course they are fine works…162 

 

In the second half of the nineteenth century, music increasingly reflected wider social 

and political changes, as exemplified by Wagner’s and Johannes Brahms’s (1833-1897) 

experiences and the reception of their works.163  From his exile years (in the 1850s), Wagner, 

the revolutionary dramatist, viewed his art as a channel for expressing German consciousness 

as he believed that “only political revolution could clear the way for the music of the future”, 

and that social and artistic reform were imminent.164  To that end, he developed a “set of 

aesthetic theories intended to establish opera in a radically recast form as at once the 

instrument and the product of a reconstructed society”.165  In 1860, Wagner was discovering a 

growing enthusiasm, shared by other liberal German intellectuals, for German national unity 

under Prussian leadership, and subscribed to the supreme task that was to glorify Germany’s 

                                                                                                                                                     
1990), 237; Longyear, 3-5, 330-333; Ringer, “The Rise of Urban Musical Life between the Revolutions,” 
6-8, 22; Samson, “Music and Society,” 4-6. 
159 Ringer, “The Rise of Urban Musical Life between the Revolutions,” 9. 

160 C-H. Mahling, “Berlin: ‘Music in the Air’,” The Early Romantic Era: Between Revolutions: 1789 and 
1848, ed. A. L. Ringer (Englewood Cliffs: Prentic Hall, 1990), 109-110. 
161 Ibid., 133-135. 

162 Mahling notes that, in 1848, “there were 53 performances of symphonies by Beethoven, from among 
nos. 1-8, almost as many as there were performances of symphonies by Haydn (36) and Mozart (20) put 
together.  Only three new symphonies were played.”  Ibid., 136. 

163 Kravitt, The Lied, 3. 
164 Cotterill, 61; Inwood, 174; Large, 73. 

165 Longyear, 176. 
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national history.166  This is why both Wagner and Brahms, composers usually regarded as 

occupying opposite sides of the musical and philosophical spectra, wrote works in 1871 

honouring Germany’s defeat of France and the creation of the new Empire. 

Brahms composed his implicit choral-orchestral Triumphlied (Song of Triumph), Op. 55, 

dedicated to Emperor Wilhelm I (1797-1888) (see the title page of the work in Figure 5, 

noting the illustration of not one, but two, Prussian eagles), whilst Wagner was delighted with 

Germany’s victory and composed his explicit Kaisermarsch (Imperial March), WWV104, for 

military band.167  Apart from the initial orchestration, a significant point of difference between 

 

 
 

Figure 5: Johannes Brahms, Triumphlied, Op. 55, title page.168 

                                                   
166 Cotterill, 101. 

167 G. S. Bozarth and W. Frisch, “Brahms, Johannes,” in Grove Music Online (Oxford Music Online). Date 
Accessed 17 May 2012, http://www.oxfordmusiconline.com; Cotterill, 32; Millington; R. Minor, Choral 
Fantasies: Music, Festivity, and Nationhood in Nineteenth-Century Germany (Cambridge: Cambridge 
University Press, 2012), 130; Mommsen, 124. 

168 J. Brahms, “Triumphlied,” (Berlin: N. Simrock, 1872). 
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the two works is the choice of melodic basis.169  Wagner’s ideal world was one purged of 

“materialism, utilitarianism, and mindless hedonism” and he deliberately avoided resemblance 

to any contemporary folk song or popular melody in his work.170  On the other hand, the first 

movement of Brahms’s Triumphlied echoed the hymn Heil dir im Siegerkranz (Hail to You 

Wearing the Victor’s Wreath), the preferred Prussian anthem prior to the Empire’s foundation 

and sung to the tune of God Save the King/Queen, whilst the second movement incorporated 

the chorale melody Nun danket alle Gott (Now Thank We All Our God), which had attained the 

status of a Prussian war song.171  Wagner’s Kaisermarsch was a failure while Brahms’s 

Triumphlied was a critical and popular success.172  In the long-term, the general popularity of 

Brahms’s Triumphlied and its association with moments of national emphasis endured until 

Brahms’s death.173 

 

3.2.3. Developments in Music Between 1871-1916 

 

As part of the pan-European nationalistic movement initiated by the Romantics, the issue of 

“national differences in music” became a subject for discussion when German musicians and 

theorists tried to identify “tangible German musical traits”.174  In 1878, Richard Wagner 

declared music as a source of German virtue, which, according to Potter, further encouraged 

the cultivation of the perception of the German nation as the “people of music”: 

 

Composers of German birth were singled out as giants in music history, but much of 
their acclaim was due to their composing in essentially non-German musical idioms.  …  
At the same time, Germany’s notable accomplishments in music played an important 
role in shaping national identity in the era leading up to unification in 1871…175 

 

                                                   
169 Wagner subsequently arranged his Kaisermarsch for full orchestra, also adding an optional unison 
chorus – the Volkgesang.  Millington. 

170 Large, 81; W. Weber, “Wagner, Wagnerism, and Musical Idealism,” in Wagnerism in European 
Culture and Politics, ed. D. C. Large and W. Weber (Ithaca: Cornell University Press, 1984), 42. 

171 M. E. Geisler, National Symbols, Fractured Identities: Contesting the National Narrative (Lebanon, NH: 
University Press of New England, 2005), xxv; Minor, 144, 146. 

172 Brahms’s neo-Händelian contrapuntal textures and frequent exclamations of Hallelujah affirmed the 
view held by contemporary music critics (i.e. Händel was a composer for the masses while Bach was a 
composer for connoisseurs), further establishing it as a work of singular populist tone: within two years, 
Brahms’s Triumphlied, had been performed in all the major German-speaking cities.  Bozarth and Frisch; 
D. B. McKenna, Brahms and the German Spirit (Cambridge: Harvard University Press, 2004), 101-102, 
106. 

173 In October 1895, Brahm’s Triumphlied was performed with Beethoven's Symphony no. 9, op.125, to 
open the new Tonhalle in Zürich.  It was not until during the First World War that Brahms’s 
Triumphlied and similar German nationalistic works became musically and ideologically undesirable.  
Bozarth and Frisch; McKenna, 102. 
174 Potter, 32. 

175 Ibid., ix, x, 200-202. 



Chapter 3: Historical & Cultural Background 

 

36 

This ideological trend was reinforced by the formation of the new academic discipline of 

musicology, which was the analysis- and research-based study of music.176  Musicians and 

musical commentators alike remained faithful to the concept of “Germanness”, and persistently 

tried to specify “what is German” in German music.177  Since identifying these traits was 

elusive, and eliminating foreign influences was not possible, the consensus was made to 

appropriate these influences; hence, prominent musicologist Hugo Riemann (1849-1919) 

“defined German music by what it was not” and concluded that it did not have “specific 

musical characteristics but rather a distinctly German approach to composition that involved 

the adoption and reworking of foreign elements”.178 

The expansion of the musical market in the second half of the nineteenth century 

stimulated a “counter-current” of musical idealism, an intellectual movement concerned with 

“the moral and artistic integrity of music in society”.179  According to Weber, it focused on 

reorienting musical values by turning music from entertainment into a ‘high’ art, thus catering 

to the general revolt against positivism: 

 

Symphony orchestra concerts met idealist standards not only in repertoire but also in 
the new social etiquette they imposed.  To show proper respect for the music, the 
audience was now expected to remain seated and silent during the performance, and 
orchestral concerts were soon characterised in religious terms.180 

 

Musical idealism significantly influenced Wagner’s ideas concerning musical life.181  It also 

paved the way for Wagnerism in the second half of the nineteenth century, when the earliest 

Wagnerites “welcomed and enjoyed, in Wagner’s works, the mingling of sensuous (and 

sensual) enjoyment with a veil of religious and aesthetic idealism”.182  Later in the century, the 

Wagnerites divided into two groups at odds with each other: on one side, those who wished to 

promote innovation and progress in music, and, on the other side, those who viewed Wagner 

as a pinnacle of perfection and not capable of breach.183  As Weber argues, this greatly affected 

the reception of fin-de-siècle music of the New German generation encompassing Hugo Wolf 

                                                   
176 Ibid., 32; Whittall, 341-342. 
177 Cotterill, 18; Deathridge, 53, 62; Potter, 232; Samson, “Music and Society,” 21. 
178 Cotterill, 22-23; Potter, 205. 
179 Deathridge, 62; Weber, 34, 71. 
180 Deathridge, 62; Weber, 34, 39, 71. 

181 Wagner’s ideas concerning musical life included the condemnation of virtuosity and the “acceptance 
of classical masterworks as musical models”, whilst, at the same time, rejecting the canonification of 
these works.  Weber, 17, 51. 
182 Wagnerism was a social movement emerging from the disillusionment with positivist (“hyper-
rationalist”) thinking about contemporary social, economic and political issues.  Cotterill, 149; Weber, 
29 

183 Kravitt, The Lied, 12. 
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(1860-1903), Richard Strauss (1864-1949), Hans Pfitzner (1869-1949) and Max Reger (1873-

1916): 

 
Once the great masters had been established as the highest source of musical authority, 
the professionals who had taken on powerful positions as interpreters of the classics – 
critics, academics, and leading performers – viewed with alarm anyone who called for 
further reform of musical life.184 

 

From the mid-1880s, a “process of innovation” began to develop both in literature and 

in the visual arts, as Naturalism challenged the superficiality of salon culture by exposing the 

harshest aspects of social reality and led the new opposition against official art.185  As 

Dahlhaus pointed out, neither Realism nor Naturalism had any significant effect on musical 

development; in his view, music became “neo-Romantic” in a non-romantic, positivist era, and 

its influence increased because it stood “alone in bearing the burden of providing an alternative 

to the realities of the world following the Industrial Revolution”.186  Contrary to this, Kravitt 

notes that late-Romantic lieder composers (particularly Wolf and Strauss) were influenced by 

Naturalism and strived to achieve an objective impression of the poetry they set by using a 

number of techniques to achieve naturalistic descriptions (e.g. suggesting scenery by using the 

piano to imitate environmental sounds and associating musical figures with key words in order 

to create “an illusion of reality”).187  This overwhelming concern with detail, that climaxed in 

the illustration of isolated words and led to exaggerated “theatricalism”, provoked strong 

criticism of imitation techniques, calling for the re-evaluation of the role of music, and resulted 

in the search for new ways of “musico-poetic fusion”, most prominent of which was 

symbolism.188 

The continuous aesthetic debates related to the concept of Gesamkunstwerk reached 

opposing extremes towards the end of the nineteenth century.  Prominent German artist 

Max Klinger (1857-1920) disputed the diversification happening in visual arts and argued for 

the idea of Gesamkunstwerke: 

 

Today… we have architecture and sculpture, painting and reproductive art, and even 
decorative and applied arts.  But we lack a great, composite expression of our life’s  
experience.  We have arts, but no art.189 

 

Contrary to this view, musician Gustav Jenner (1865-1920) expressed doubts and stated his 

                                                   
184 Weber, 57. 
185 Mommsen, 129; Orlow, 91. 
186 Dahlhaus, 6, 8. 

187 Kravitt, The Lied, 75, 77. 
188 Ibid., 83. 

189 Karnes, 170. 
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own beliefs on future artistic developments: 

 

I doubt… whether any one of the individual arts would give up their “egoistic” strivings 
as a result of the idea of Gesamkunstwerk.  A Gesamkunstwerk can exist only through 
compromise in which each of the contributing arts renounces a good part of its own 
character in favour of the overall effect.  I believe instead that the time will come when 
people learn to differentiate more clearly the goals of the Gesamkunstwerk from the goals 
of the individual art forms.190 

 

Modernism in music was the expression of innovation and the label “New German” was 

applied to the “radical reforms of Liszt and Wagner”, legitimising their style and 

innovations.191  It came later to Germany than to the rest of Europe and, when it did, it faced 

great opposition as the attitude of the middle class (already confident in its rational, moral, 

new humanist, partially-secularised, Protestant identity) “shifted from liberalism to a form of 

romantic conservatism” with a bourgeois (i.e. modern, liberal, individualist) cultural veneer.192  

The prevalent class in society, the bourgeoisie, was overwhelmingly threatened by what it 

judged to be a force intent on fracturing the traditions that had enabled it to gain wealth and 

power.193  The label “New German” also shifted with a view to securing the musical status quo, 

and increasingly: 

 
…connoted a general easing of classical formal restriction.  Composers were encouraged 
to breathe intensity of feeling into their music, such as was found in the works of Liszt 
and Wagner.  …  [True] New German music provoked severe censure from 
conservatives…194 

 

This became evident from the overwhelming rejection of Wolf ’s modern lied for “the 

repudiation of tradition in his treatment of words and music”.195  Kravitt considers that the 

works of composers such as Mahler, Strauss and Schoenberg merely represent a tiny avant-

                                                   
190 G. Jenner, “Johannes Brahms as Man, Teacher, and Artist,” in Brahms and His World, ed. W. Frisch 
and K. C. Karnes (Princeton: Princeton University Press, 2009), 420. 

191 Griffiths defines Modernism as “a dissatisfaction with traditional means of expression (tonal 
harmony, metrical rhythm, the symphony orchestra as conventionally set up, and standard genres and 
forms) and a questing for new ones, continuously.”  Franz Liszt’s (1811-1886) innovative style 
comprised of an evocative and expressive technique of thematic transformations (e.g. employing major-
minor alterations and chromaticism) which was used to establish different moods and atmospheric 
aspects.  These transformations enabled the continuous dialogue of strongly expressive ideas, such as 
found in one-movement symphonic forms.  Richard Wagner further developed Liszt’s innovations, 
including the following elements: recurring themes (leitmotifs), chromatic alterations of chords, endless 
melodies and declamation.  Griffiths, 516; Grout and Palisca, 578, 646-647; Kravitt, The Lied, 3. 

192 Millington; Mommsen, 125. 

193 Sagarra explains that “the ruling classes and their agents… linked a rigidly conservative social and 
sexual moral code with true patriotism.  For political reasons, the preservation of the status quo was 
made to seem the highest civic virtue.”  Mommsen, 137-138; Sagarra, 272. 

194 Kravitt, The Lied, 3. 

195 Ibid., 3. 



Chapter 3: Historical & Cultural Background 

 

39 

garde rebellion, isolated from the rest of the contemporary fin-de-siècle aesthetic which focused 

on the preservation of “inherited tradition”.196 

Support against Modernism came from the Emperor Wilhelm II, who was taking 

advantage of the issue and attempting to “pander to prevailing attitudes” (e.g. by ennobling 

“more than a thousand men between 1871 and 1918”).197  On the contrary, support in favour of 

Modernism came from the increasingly marginalised upper ranks of the nobility, who rightly 

believed that: 

 
…the only way in which the aristocracy could hope to justify its continuing role at the 
head of Imperial society was to sponsor innovation and creativity rather than cling 
rigidly to outmoded conventions.198 

 

The decisive play, however, rested with those who were actually “responsible for the great and 

bewildering variety of new developments in the arts” during the second Empire: the artistic 

golden youth of the upper middle class who “prided themselves on not being the prisoners of 

middle-class cultural values” (i.e. pseudoheroism, rigidity and authoritarianism).199 

Overall, the established official culture in Germany was a “closed and static system” 

dominated by values such as militarism, narcissism, literary hero-worshipping and 

sentimentality.200  The Emperor Wilhelm II saw himself as the nation’s supreme arbiter on 

artistic matters and norms, at the same time indulging in opposing new movements in the 

arts.201  Thus, in spite of new artistic currents, the official position on art by the Imperial 

establishment remained largely governed by “authoritarian canons of taste” which fostered 

only traditional aesthetic values, and compliance with these values was the base for providing 

financial support to artists.202 

 

3.3. Summarising Statements 

 

Nineteenth-century Germany grew rapidly from an archaic, feudal system to a capitalist world 

power, which fundamentally shifted social values.203  However, despite great social changes, 

there remained embedded a deep respect for order and State authority, which kept the 
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populace in a state of apoliticism throughout most of the century.  Within the family unit, this 

was mirrored by the firmly set expectations placed on sons to become highly financially 

successful and future patriarchs.204 

It is evident that the rapid changes had a profound, and double-sided, influence on the 

development of music and musical life.  On one hand, scientific and technological advances 

facilitated the development of instruments (e.g. the piano) which, in turn, enabled a greater 

expressive range.  On the other hand, the increased pace of life had a detrimental effect on 

many composers, who were hyper-sensitive and “withdrew from the world” (often going 

insane), or suffered health problems that led to premature death (e.g. Schubert, Schumann and 

Wolf).205 

The establishment of the Second German Empire was not seen as having a significantly 

positive influence on cultural development.  Economic downfall soon after unification led to 

increasing social polarisation which resulted in feelings of pessimism and fatalism, fuelling 

Anti-Semitism and aggressive nationalism.206  This generated irrational anxiety in artists and 

the general populace alike, and was manifested in a striving to overtly identify what was 

culturally German and protect it from outside forces, such as French influences.  Sociologist 

Max Weber (1864-1920) found the Empire alarmingly uninspiring and without any specific 

influence on art that would provide for the cultivation of an irreplaceable German character of 

“cultural goods”.207 

Friedrich Wilhelm Nietzsche (1844-1900), one of the most important philosophers to 

have influenced twentieth-century thought, went further in his criticism of contemporary 

society by stating, at the end of the nineteenth century, that “on the question that matters 

most – which is still the question of culture – the Germans no longer count”.208  This 

statement reflects a reality of division and tension between official policy makers for art and 

culture, and practicing artists themselves, in the Second German Empire.209  Finally, Max 

Klinger, considered one of the most original German artists, expressed his feelings of 

frustration by writing: 

 
Alongside admiration and adoration of this marvellous, progressive world… we 
encounter resignation, little comfort and the utter misery of the pitiful creature in his 
laughable smallness caught in a never-ending struggle between his desires and his 
capabilities.210 

                                                   
204 Kramer, 189. 
205 Whitton, 67. 

206 Samson argues that “liberalism was in essence replaced by nationalism as a driving political force” of 
the late nineteenth century.  Orlow, 89, 92; Samson, “Music and Society,” 33. 
207 Mommsen, 119. 
208 Ibid., 119. 
209 Ibid., 119. 

210 Karnes, 170. 



 

41 

 

CHAPTER 4: HUGO RIEMANN & MODULATION 
 

 

“…changes in aesthetic attitudes… do not influence and colour 
the praxis of music only from the outside, but determine its innermost essence.” 

– Peter K. Etzkorn211 
 

The purpose of this chapter is to summarise Riemann’s harmonic system and approach towards 

modulation via pivot chords, and translate his modulation progressions into common-use analytical 

notation.  The focus is on understanding how the industrial and scientific revolution was reflected in 

music theory in the nineteenth century.  Section 4.1 summarises Riemann’s work and legacy.  Section 4.2 

summarises harmonic dualism.  Section 4.3 overviews Riemann’s treatise, Vereinfachte Harmonielehre 

(Harmony Simplified).  Section 4.4 defines modulation.  Section 4.5 summarises Riemann’s approach to 

modulation as presented in Harmony Simplified.  Section 4.6 presents summarising statements. 

 

4.1 Riemann’s Work & Legacy 

 

In the nineteenth century, changes to the social fabric, and existing values, were abundant and 

the idea of universal progress, and disdain for things of old, prevalent.212  In Germany, the 

nineteenth century was a century of progress via science and the “laws of nature” became “an 

absolute norm” in the way of thinking of scholars.213  This applied to scholars in the artistic 

fields and explains why Hugo Riemann (1849-1919) – composer, esteemed teacher and 

founding father of German musicology – thought of himself as a natural scientist: 

 

Riemann recognised that in order for music theory to be taken seriously, if it wanted to 
say anything authoritative about music at all, it had to partake of the prestige that the 
natural sciences enjoyed.214 

 

Therefore, Riemann sought to justify his theories with current scientific methods. 

Described as “the culmination of eighteenth- and nineteenth-century music theory”, 

Riemann wrote about all the musical subjects of his time: importantly, however, he remained 

“primarily a theorist whose thought was directed to practical considerations”.215  For example, 
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Riemann attempted to entrench a “music-specific periodisation” in order to make it 

“unnecessary to force music history into the period classification used by other arts”, a 

problem that musicology struggles with to this day.216  Furthermore, he is credited with 

introducing the term “harmonic function”, via which he explained the theory of French 

composer and theorist, Jean-Philippe Rameau (1683-1764) (i.e. the relationship between the 

tonic, subdominant and dominant chords).217 

Riemann was the last in a line of musicologists who elaborated on musical dualism.218  

Beginning with his doctoral dissertation, Über das musikalische Hören (On Musical Hearing, 

1873), Riemann studied the theoretical principles of tonal harmony, endeavouring to “establish 

a general theory of tonal music”.219  Holtmeier notes that Riemann, in opposition to his later 

views as recalled by his student Max Reger (see Chapter 6), in fact began his scholarly career 

as a Wagnerian and “aimed, right from the beginning, to construct a harmonic system that 

would not shy away from Wagner’s “Romantic harmony” ”.220  This led him to eventually 

devise a “theory of harmony that could account for all diatonic and altered chords within a 

basic framework of three chordal functions”: tonic, subdominant and dominant.221  His 

complex harmonic system was complete with new symbolism; it was “a unitary theory to 

account for all pitch- and time-related phenomena within a tonal structure, and of an analytical 

system to report these phenomena”.222 

The rigour of this endeavour becomes more apparent when it is realised that, for 

Riemann, the theory of harmony was “part of the science of music (Musikwissenschaft), in 

particular of the natural science of music (musikalische Naturforschung)”.223  Riemann spent the 

next two decades continually revising this system, which culminated in the internationally 

successful treatise Vereinfachte Harmonielehre (1893), translated into English in 1896 as 

Harmony Simplified (see the title page of the translation used in this study in Figure 6 on the 

next page).224  With this treatise and other writings, Riemann asserted himself, alongside 
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Figure 6: Hugo Riemann, Harmony Simplified (1896), title page.225 

 

Schoenberg and Schenker, as one of the three “primary theory-builders”who have “influenced 

musical thinking profoundly to this day”.226 

Riemann devoted his whole life to the formulation of his harmonic system based on the 

principles of harmonic dualism.227  Burnham notes that Riemann reads the work of other 

theorists “from the standpoint of his own views about the primacy of harmony and the nature 

of tonal harmonic logic”, a basis of judgement that Mickelsen rightly concludes makes 

                                                                                                                                                     
ambition to form a new school based on his theory was, ultimately, unsuccessful.  Holtmeier, 3, 5; Hyer 
and Rehding; Wuensch, 108. 

225 Riemann, Harmony Simplified, title page. 

226 Münnich, however, describes Riemann’s treatise, Harmony Simplified, as “nothing else than an 
exhaustive and profound development and extension of Oettingen’s dual system of harmony by means 
of the theory of tonal functions (“tonal logic”) that Riemann created”.  Bent, Vol. 1, 109; Münnich, 213. 
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Riemann’s writings extremely biased.228  Etter considers Riemann’s theory of functional 

harmony simply to be a reflection of the complexity of fin-de-siècle “harmonic usage”.229  

Riemann’s theories are an example of ‘naturalistic’ music theory: this is today recognised as a 

fallacious understanding of music, as elaborated by Rings: 

 
[Tonal music is] tied to a set of aural habits and experiences that are so deeply 
ingrained and seemingly immediate among Western listeners that the concept is easily 
naturalised.230 

 

As Riemann was one of the generation of theorists who considered music a science, he believed 

he fully understood the nature of music, and thus had the authority to “prescribe how music 

ought to go”.231  Clark and Rehding further elaborate: 

 
In short, for Riemann, the question ‘What is music?’ is displaced by the questions ‘How 
do we hear music?’, and music theory as an arbitrary system is superseded by theory as 
a newly accurate representation of nature as manifested in the structure of the mind”.232 

 

As summarised by Rehding, Riemann simply believed that “musical compositions ought to 

comply with harmonic dualism” and he prescribed rules to be used as an “aesthetic 

yardstick”.233 

Riemann’s treatise, Harmony Simplified, summarises his system of harmonic dualism 

very thoroughly, however, in light of the confusing nature of dualism and the extensive 

symbology required to make its analysis intelligible, Mickelsen is correct in his evaluation of 

the treatise as “too complicated and cumbersome to have any practical value”.234  Riemann’s 

belief in “the transcendental nature of tonality” did not enable him to accept modern music and 

his theories lost relevance in the theoretical discourse of the early twentieth century. 

 

4.2 Harmonic Dualism 

 

Harmonic dualism was originally an aesthetic theory but it was incorporated into 
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musicological discourse by the prevalent desire to make everything scientific.235  The scientific 

drive of the nineteenth century began in the eighteenth century – the Age of Enlightenment – 

when one of the age’s most esteemed musicians, Rameau, proposed the theory of harmonic 

dualism.236  As Rameau was considered a master of his craft, his theoretical speculation on 

matters of analysing and explaining musical practice were considered “eminently 

reasonable”.237  Rameau’s naturalist theory of tonality centered on the “resolution of a chain of 

dissonances to a perfect cadence on the tonic” and he considered harmony to be “the 

foundation of melody, so that to know the principles governing the harmonic language was to 

enable the composer to write any melody he chose”.238  Hence, Rameau sought to find these 

principles, based on acoustical evidence.239 

Seeking to simplify figured bass, Rameau reviewed the current practices and unified 

them into a theory based on a basse fondamentale (fundamental bass), the lowest pitch of two 

fundamental types of chord signatures: the triad and the seventh chord.240  As identified by 

Etter, Rameau also searched the harmonic overtone series (see Figure 7) to understand chord 

generation, explaining consonance and the natural need for dissonance to resolve to 

consonance in his treatise, Génération harmonique (Harmonic Generation , 1737): 

 
…he argued that the overtone series confirmed the ratios of just intonation as natural 
phenomena arising within the single sound of a vibrating body.  Moreover, this single 
sound contained within it the first five tones of the overtone series – a number he 
believed to be the limit of what could be heard within such a resonance…  Hence, in his 
view, the natural pleasure taken in the major triad, or ‘perfect chord’...”241 

 

   

(a) Musical representation (b) Graphical representation 
 

Figure 7: The first five tones of the harmonic overtone series.242 
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Rameau also sought to explain minor chords via an ‘undertone’ series – i.e. “that a resonating 

body also vibrated in modes slower than that of the fundamental sound; hence, the series of 

lower partials would generate the inverse of the major triad, namely, the minor triad”.243  

Ultimately, he could not prove this dualist explanation and concluded that only the major 

triad “was directly generated, and that all other harmonies had to be conceptually deduced”.244  

This was, however, just the beginning of the theory of harmonic dualism. 

Harmonic dualism is a music-theoretical system “in which harmony evolves from two 

sources, one being the antithesis of the other”.245  It was first formalised by German composer, 

leading theorist and teacher, Moritz Hauptmann (1792-1868), in his treatise, Die Natur der 

Harmonik und der Metrik (The Nature of Harmony and Metre, 1853).246  Hauptmann was, notably, 

“a writer of ‘pure’ theory rather than compositionally instructional theory” and, accordingly, 

his treatise “aimed at a philosophical understanding of musical phenomena rather than a 

technical knowledge of them”.247  This explains the philosophically-derived basis of his system, 

wherein Hauptmann sought to: 

 
…provide for the first time a natural rather than aesthetic basis for the foundational 
harmonic and metrical structural categories of music in both their subjective and 
objective extensions.248 

 

In his model, Hauptmann “adduced the philosophical triad of Hegelian dialectics: thesis-

antithesis-synthesis, or unity-duality-conjunction” (also presented by Saslaw as: unity-

opposition-(re)union).249  Moreover, for Hauptmann, this concept must “underlie all musical 

elements”, thus each aspect of Hauptmann’s system “was construed as part of the process of 

thesis-antithesis-synthesis”.250 

Fundamentally, the minor triad (generated from the top) is the polar opposite of the 

major triad (generated from the bottom): they are mirror images of each other and, 

consequently, the harmonic centre of the major triad is its root, whilst the harmonic centre of 

the minor triad is its fifth (see Figure 8 on the next page).251  Additionally, Hauptmann 

presented the triad as three intervals, each fulfilling a dialectical function: “the octave, fifth and 

major third, seeing the octave as unity or thesis, the fifth as division or antithesis and the third 
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Figure 8: Major and minor chords in Hauptmann’s harmonic system.252 

 

as synthesis”.253  For Hauptmann, dualism also extended to harmonic functions.  Central to his 

theory were the dominant and subdominant triads, which are “mirror-images of one another a 

fifth above and below the tonic respectively”.254  Chord progressions were generated by the 

‘triad of triads’ (the subdominant-dominant-tonic chords); movement from key to key (i.e. 

modulation) was generated by the ‘triad of keys’ (the combination of subdominant-dominant-

tonic functions).255  Thus, as Clark summarises, although the symmetry existing between the 

major and minor triads was previously known, “Hauptmann was the first to go beyond this 

observation by fashioning the rest of the major-minor system symmetrically”.256 

Later musicologists who elaborated on musical dualism included eminent German 

scientist Hermann von Helmholtz (1821-1894), and German scientist and music theorist 

Arthur von Öttingen (1836-1920).257  The motivation for the research that these musicologists 

undertook affirms the degree to which the musical canon was entrenched in German culture 

by the middle of the nineteenth century, as is concisely formulated by Wuensch: 

 
Theirs was a simple rationale: the music from Bach to Wagner and Brahms represents 
the apex of Western musical development, hence the theoretical basis for its 
construction must be the universal principle for all significant creative efforts in the 
art.258 

 

Öttingen named the system harmonic dualism and “was the first who worked out with 

profound seriousness what for Hauptmann had been a mere idea”.259  In his treatise, 

Harmoniesystem in dualer Entwickelung (System of Harmony, Developed Dualistically ,1866), he 

“developed the idea that major and minor triads and key systems are mirror inversions of each 
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other” and created some of the basic symbology.260  Interestingly, Öttingen created his system 

as the antithesis to Helmholtz’s as he believed Helmholtz to be “wrong in his concept of 

consonance and dissonance”, particularly in his categorisation of the minor triad as an 

“inferior” form of the major triad.261  As Helmholtz “demonstrated that, whatever the raw 

acoustical material of music may be, it was throughout the history of Western civilisation 

subjected to various conscious adaptations”, he thereby contributed towards the undermining 

of naturalist theories of music.262  Therefore, Öttingen’s issue may have been, as Bujic asserts, 

simply a case of selective understanding: 

 
It may be added that the nineteenth century still read in Helmholtz what it wanted to 
read and pursued the discussion of the degree of pleasure or otherwise in the perception 
of consonance and dissonance with the simplification characteristic of at least some of 
the exponents of psychologism.  It is only in exceptional cases, like the one of Busoni, 
that the ‘progressive’ implications of Helmholtz’s observation of the nature of our tonal 
system were understood and developed further.263 

 

Ultimately, Hauptmann and Öttingen were “accused of writing a theory that bears no relation 

to musical practice”.264  Harmonic dualism is not currently considered a valid theory.265 

As mentioned at the start of this section, harmonic dualism was originally an aesthetic 

theory: specifically, it sought to promote equality between major and minor modes.  The 

enquiry into the aesthetics of music was, in the nineteenth century, predominantly driven by 

German scholars.266  In his treatise, Philosophie des Schönen (The Philosophy of the Beautiful, 

1887), German philosopher Eduard von Hartmann (1842-1906) conceptualised the general 

debate in the field of music aesthetics as centered on the establishing of the scientifically-

proven definition of formal beauty: 

 
The instability of the borderline between the sensually pleasing and formal beauty has 
long been observed in the field of music…  it is a matter of common knowledge that 
formal beauty is founded on the rationality and simplicity of relationships that are clear 
to our consciousness: from this we may conclude that the sensually pleasing as such… is 
founded on the rationality and simplicity of relationships that are concealed from our 
consciousness.267 

 

Hartmann praises the “attempts to solve this problem” (i.e. the work of Hauptmann, Öttingen 
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and Riemann) but considers them a mere foundation, arguing that: 

 
…these attempts have been directed to explaining the first principles of formal beauty 
(major and minor triads etc.), since any solution in this field would also provide a key to 
the problems of single notes and their sensual pleasurableness, owing to the instability 
of the borderline separating the two areas.268 

 

Overall, Clark’s assertion that Öttingen strived to shift the “perception of musical practice 

rather than musical practice itself ” is in line with the general musical aesthetic debate and this 

assertion can be extended to include the work of Hauptmann and, to a large degree, 

Riemann.269 

 

4.3 Harmony Simplified 

 

The culmination of Riemann’s mature theory, his treatise, Harmony Simplified, is written in the 

form of a textbook.  Riemann organised it in four chapters: the first presents an overview of 

his harmonic system, the next two chapters discuss dissonances, and the concluding chapter is 

about modulation.270  In his treatise, Riemann branches into a speculative (i.e. theoretical) 

element and a practical element (i.e. providing exercises for practice).271  Wuensch concisely 

defines each as follows: 

 
The former deals with the meaning of chords and the explanation of thinking processes 
in listening to music – something which he also calls Musical Logic, and which he 
regards as belonging to the field of Musical Aesthetics.  The latter deals with practical 
instruction in four-part writing, which he calls Applied Musical Aesthetics.272 

 

Thus, although Riemann attempts to found his arguments in a scientific manner, he 

“ultimately mandates an aesthetic truth”.273 

The foundation of Riemann’s system of harmonic dualism is similar to Hauptmann’s.  

There are three fundamental chords (called clangs): the tonic (identified as the only consonant 

sonority), the subdominant and the dominant.274  All other chords are variants or substitutions 
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of the tonic, subdominant or dominant.  Furthermore, as the subdominant and dominant 

chords represent all harmonies other than the tonic, all modulation is, in essence, effected 

through these, or variants of these, chords.275  In his treatise, Riemann summarises these 

foundation points as the following two basic guiding principles of his theory: 

 
1. There are only two kinds of clangs: overclangs and underclangs; all dissonant 

chords are to be conceived, explained, and indicated as modifications of 
overclangs and underclangs. 

2. There are only three kinds of tonal functions (significance within the key), 
namely, tonic, dominant, and subdominant.  In the change of these functions lies 
the essence of modulation.276 

 

In accordance with the principles of harmonic dualism, Riemann’s system is a “harmony 

comprising three functions (a tonic, and two dominants, a fifth to either side of the tonic) and 

resting on a harmonic dualism whereby minor was seen as the inverse of major”.277  The major 

chord is built up from the bottom note whilst the minor chord is built down from the top note.  

Riemann’s derivation of major and minor chords and associated basic terminology are 

summarised diagrammatically in Figure 9. 

 

 
 

Figure 9: Major and minor chords in Riemann’s harmonic system.278 

 

In one of Riemann’s other treatises, Handbuch der Harmonielehre (Handbook of Harmony, 

1887), he succinctly introduces the three tonal functions (tonic, subdominant and dominant) 

and how they relate to the dualistic principle underlying his system: 

 
There exist, then, only two kinds of tonal relationships: one in positive (ascending) 
order, and one in negative (descending) order; the former produces not only the major 
triad, but also the concept of Dominant, the latter not only the concept of the minor 
triad, but also that of Subdominant.  All Dominant-directed progressions therefore 
relate to the major mode, all Subdominant-directed ones to the minor mode.  This is 
evident through the tendency to supply the major mode with a minor Subdominant, and 
the minor mode with a major Dominant.279 
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These relationships are illustrated in Figure 10 and Figure 11, where some of Riemann’s 

extensive original symbology is applied, such as the use of the superscript “o” for minor 

chords, the superscript “+” for major chords, and the prefixes over- and under- referring to 

major and minor, respectively.  Kopp summarises Riemann’s theory by stating that: 

 
…virtually any chord can be labelled and shown to participate meaningfully in the 
functional system, no matter how far removed it may be from the archetype to which it 
is referred.280 

 

Burnham visually represents Riemann’s “spacial conception of harmonic logic” (see Figure 12 

on the next page), exemplifying all possible harmonic relations in Riemann’s tonal system to 

the chord C-E-G, and concludes that Riemann could use his system to demonstrate “the 

inherent logical coherence of the tonal system as utilised in music ranging from Bach to 

Wagner”.281 

 

 
 

Figure 10: Overclang (major chord) relationships.282 

 

 
 

Figure 11: Underclang (minor chord) relationships.283 

                                                   
280 Kopp, 89. 
281 Burnham, 7-8. 

282 Riemann, Harmony Simplified, 8. 

283 Ibid., 8. 
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Figure 12: Burham’s example harmonic relations to the chord C-E-G.284 

 

4.4 Modulation 

 

Ottman defines modulation as the “process of going from one key to another”.285  Modulation 

is usually accomplished via the use of pivot chords: “chords common to the original key and 

the new key which can provide a transition between the two”.286  As listed by Saslaw, 

modulation can, however, also be effected through the use of other techniques, including: 

 

 pivot-note modulation: using a single pitch as a pivot note 

 phrase modulation: changing key between phrases (this is not tied to form and 

does not employ pivots) 

 chromatic modulation: employing chromaticism to effect a modulation within a 

phrase 

 sequential modulation: restating a phrase in a new key 

 enharmonic reinterpretation: using respelled chords (e.g. diminished seventh 

chord) to effect modulation 287 

 

                                                   
284 Burnham, 7-8. 

285 R. W. Ottman, Advanced Harmony: Theory and Practice, 5th ed. (Upper Saddle River: Prentice-Hall, 
2000), 1. 
286 Griffiths, 516; Saslaw “Modulation (I)”. 

287 Saslaw, “Modulation (I)”. 
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Modulation can also be tied to form, with each section being presented in a contrasting key 

without a pivot transition – such sectional modulation was frequently employed in works such 

as the contrasting trio sections of minuets (see Example 1). 

 

 
 

Example 1: J. G. Albrechtsberger, Minuetto, bars 23-26.288 

 

For the purpose of this study, the concept of modulation is defined as not merely “a 

passing reference to another key” (i.e. tonicisation), but the firm establishment of a change of 

key, sustained for a duration long enough to embed the sensation of the new key in the 

listener’s mind.289  To facilitate the distinction between modulation and tonicisation, this study 

adopts the gradation proposed by Laitz: 

 
Because the distinctions between tonicisation and modulation are not ironclad, we can 
posit that short tonicisations contain two or three chords, slightly longer tonicisations 
occupy a couple of measures or an entire phrase, and modulations occupy even longer 
musical spans.290 

 

Also, as emphasised by David, when analysing modulations “it is of primary importance to 

recognise the degree of definiteness with which a given key is established”.291  This 

definiteness can be thought of as the length of time needed to embed the new key in the 

listener’s mind and is, as Saslaw points out, “a psychological phenomenon experienced 

differently by different listeners”.292  Thus, modulation relies on key perception at both ends 

for its success, as succinctly explained by Schachter: 

 
To hear something in a key, we have to be aware of the tonic note, a pitch that functions 

                                                   
288 J. G. Albrechtsberger, “Minuetto”, in The Violin of Bygone Days: Forgotten Melodies of Great Masters for 
Violin and Piano, arr. E. Mandyczewski (Vienna: Universal Edition, n.d.), 36-37. 

289 J. Saslaw, “Modulation (I).” 
290 In his proposal, Laitz does not take into consideration the conventional lengths of different genres, 
something that is very important when applying the gradation to very short works, such as lieder.  
Laitz, 372. 
291 David, 199. 

292 Saslaw, “Modulation (I)”. 
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as a centre of orientation to which, directly or indirectly, we relate all the other 
pitches.293 

 

In practical terms, the new key must be “quickly supported with its other native chords, to 

confirm that it really does represent the arrival of a new key and not just a passing and 

possibly chromatic harmony”.294 

Traditionally, the function of modulation is defined as a means of breaking the 

monotony that a listener would feel if a complex or long work remained in just one key.295  As 

works became longer and “more complex in their key structure”, the return to the tonic key 

grew in emphasis in order to “erase the potential ambiguity of key perception”.296  This desire 

to avoid ambiguity sometimes, as Etter elaborates, extended even to a reluctance to end on the 

tonic chord when in a minor key: 

 
…the Picardy third reflects the sense that the minor mode is itself a construct requiring 
resolution.  …from Beethoven to Mahler, the general sense of minor keys as expressing 
pain and suffering was not allowed, except in rare instances, to remain the final 
emotional outlook of a work.  Thus, the major mode was regarded as the normative 
mode, just as consonance was the normative kind of interval.297 

 

Helmholtz was one of the scholars that considered “the minor harmony a lesser or impure 

version of the major harmony”, a position apparently irrefutable due to the strength of his 

scientific reputation.298  Riemann’s assertion of the existence of undertones, and consequent 

dualistic theory, seemingly matched scientific observation with the aesthetic ideal of 

equality.299  Thus, Riemann regards the minor mode to be the full equal of the major mode.  

Overall, the interpretation of major and minor modes in terms of affect (i.e. inherent 

expressive character) is pertinent for the consideration of Reger’s songs as they sometimes end 

on the Picardy third.300 

 

4.5 Riemannian Modulation 

 

Riemann defines modulation as the “transition of the significance of the principal Klang (tonic) 

                                                   
293 Schachter, 290. 
294 Duarte, 140. 
295 Etter, 38; Ottman, 1. 
296 Etter, 39-40. 

297 Ibid., 41. 

298 Rehding, Hugo Riemann and the Birth of Modern Musical Thought, 21. 
299 Harrison notes that Riemann was, however, also “both tendentious and stubborn, which prompted 
him frequently to maintain questionable positions past the point of plausibility”.  Harrison, Harmonic 
Function in Chromatic Music, 2; Rehding, Hugo Riemann and the Birth of Modern Musical Thought, 21. 

300 Griffiths, 8. 
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to another Klang ”.301  The treatise, Harmony Simplified, represents Riemann’s mature 

harmonic theory, wherein Riemann specifies that “the essence of modulation lies in the change 

of these functions” (e.g. the change in the function of the Klang becoming the new tonic).302  In 

Chapter 4 of his treatise, Riemann presents progressions for modulation.  These progressions 

are purely by pivot chords (i.e. a transitional chord common to both outgoing and incoming 

keys) and fall into five categories as illustrated in Figure 13 and Figure 14 (presenting the 

original German terminology for reference) starting on page 57.303  These categories comprise 

modulation by: harmony steps, chords of seven-three, chords of minor nine-three, third-

change, and bolder harmonic progressions.  Importantly for comprehension, Kopp warns that: 

 
Riemann classifies and describes chord progressions in terms of the interval formed by 
the progression of their roots, and his strict adherence to the dualistic system makes for 
some unusual expressions.304 

 

Klumpenhouwer presents helpful tabular versions of the intervals formed by the progression 

of roots for each of the types of Riemannian categories, but does not specify between which 

chords the intervals occur (see Table 2 and Table 3, both on the next page).  In his dictionary, 

Leuchtmann provides simplistic examples of Riemann’s nomenclature which are, however, of 

limited relevance as Riemann is not entirely consistent with regards to his selection of the 

chords between which the relevant intervals occur.305 

This section lists Riemann’s progressions, organised into tables for each category.  

Riemann uses the harmonic minor scale as the basis for all minor mode chords.  It is 

observable, in the lists of modulation progressions, that the interval created between the root 

of the tonic of the original key and root of the tonic of the key being modulated to is not the 

interval indicated by the category name.  Unfortunately, there is no fixed rule concerning 

 
                                                   
301 A. Rehding, “Tonality between Rule and Repertory: Or, Riemann’s Functions – Beethoven’s 
Functions,” Music Theory Spectrum 33, no. 2 (2011): 116. 

302 Rehding questions this understanding and asserts that at the core of Riemann’s “concept of 
modulation is in fact the individual chord, not the function.  This seems to be supported by Riemann’s 
ignoration of “abrupt modulations” (or sectional modulations as defined earlier), wherein “one tonic 
directly displaces another tonic”.  Kopp believes that Riemann’s avoidance of “abrupt modulations” is 
due to his symbology’s inability to account for such cases.  Kopp, 86, 90; Rehding, “Tonality between 
Rule and Repertory,” 116. 

303 Scholars predominantly use the original German terms when discussing Riemann’s modulation 
categories. 

304 Kopp also warns that Riemann’s sequencing of intervals “by strength and primacy of progression” 
may make the classification appear innacurate, and concludes that Riemann’s confusing terminology 
“handicaps any attempt to meaningfully classify interval relations with relation to actual size”.  Kopp, 
68, 70-71, 73. 

305 For example, when modulating from C minor to Eb minor, the progression of the roots of the chords 

of these keys is from E to Bb (in line with dualistic theory wherein the minor chord ‘hangs’ down from 

its root) and thus spell a modulation by tritone step.  H. Leuchtmann, ed., Wörterbuch Musik. Dictionary 
of Terms in Music, 2nd ed. (Munich: Verlag Dokumentation, 1977), xv, 437. 
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Table 2: Klumpenhouwer table for intervals by steps (Schritte).306 

 

 
 

Table 3: Klumpenhouwer table for intervals by exchange (Wechsel).307 

 

between which two chords of the progression the interval (indicated by the category name) 

appears.  However, the most usually employed chords are the pivot chord and the chord that 

follows it, or the first two chords of the progression. 

Riemann’s original symbology is presented alongside the translation into a common-use 

analytical notation.  In this study, the chosen method of common-use analytical notation is 

Roman numeral analysis.  Like Riemann’s own symbology (see Table 4 on page 59 for 

definitions of the relevant symbols Riemann uses in his modulations), Roman numeral analysis 

was originally devised as an analytical tool, thus making it comparable in analytical scope.308  

Moreover, as Harrison points out, it is important to realise that, unlike Roman numeral 

                                                   
306 Klumpenhouwer adds that intervals by Schritte (steps or “contextual transposition” as termed by 
Johnson) “map major klangs onto major klangs, and minor klangs onto minor klangs”.  In his table, 

major and minor klangs (i.e. triads) are indicated by arrows (e.g. E for E major and G for G minor).  
It is important to remember that, in dualist theory, minor klangs are read from the top down.  Johnson, 
169; Klumpenhouwer, 466, 471. 

307 Klumpenhouwer adds that intervals by Wechsel (“exchange” or “contextual inversion” as termed by 
Johnson) “map major klangs onto minor klangs, and minor klangs onto major klangs”.  In his table, 
Klumpenhouwer depicts a Wechsel as “a combination of transposition with contextual inversion”.  For an 
explanation of Klumpenhouwer’s visual differentiation of major and minor klangs, consult footnote 297.  
Johnson, 169; Klumpenhouwer, 466, 471. 
308 The German musician and theorist Georg Vogler (1749-1814) first used upper-case Roman numerals 
to “represent the function of scale degrees and their triads”, a method that was refined by German 
musician and theorist Gottfried Weber (1779-1839), who expanded the symbology in order to enable 
the quality of chords to be distinguished.  Cook, 17-18; Etter, 22; Grave; Saslaw, “Weber, (Jacob) 
Gottfried.” 
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Figure 13: Categorisation of Riemannian modulations (English translation). 
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Figure 14: Categorisation of Riemannian modulations (original German terminology). 
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Table 4: Relevant symbols used by Riemann in his treatise. 

 

analysis, Riemann’s symbology does not “refer to the key in which chords appear”.309  Being an 

analytical tool, Roman numeral analysis “aims to omit inessentials and to highlight important 

relationships”.310  In practice, this involves a number of analytical decisions, as summarised by 

Cook: 

                                                   
309 Roman numerals were already the “prevailing method of harmonic analysis” in use in Riemann’s day, 
although he did not use them in his teaching at all and devised the symbology presented in Harmony 
Simplified in order to supplant Roman numeral analysis.  Thus, Harrison concludes, Riemann marketed 
his theory of tonal music as a simplification (i.e. Harmony Simplified) due to its use of only three essential 
harmonies (instead of the seven scale-degrees used in Roman numeral analysis), despite the fact that, 
unlike Roman numeral analysis, Riemann’s symbology could not be adequately used to teach students 
about the relationships between harmonies.  Harrison, Harmonic Function in Chromatic Music, 281-282, 
295. 

310 Cook, 28. 
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In order to assign a Roman letter you have to decide what key the music is in; you have 
to decide how many chords it should be chopped up into; and you have to decide what 
those chords are – which means deciding which notes in the music have a harmonic 
function and which are inessential, such as passing notes.311 

 

Furthermore, Roman numeral analysis is one of the two common-use analytical notations 

chosen by Reger in his later book, On the Theory of Modulation, thus putting the translations of 

Riemann’s modulation progressions on an equal level in terms of comprehensibility.312 

 

4.5.1. Modulations by Harmony Steps 

 

Riemann divides modulations by harmony steps (Harmonieschritte) into modulations by: whole-

tone step (Ganztonschritt), contra-fifth change (Gegenquintwechsel) and fifth-change 

(Quintwechsel).313  His instructions for writing out these progressions are the most complex of 

all his instruction for modulation, but he explains these modulations well in his treatise. 

 

4.5.1.1. Modulations by Whole-Tone Steps (Ganztonschritt) 

 

In the modulations by whole-tone steps (see Table 5 and Table 6, both on the next page), the 

central focus is the dominant of the new key and the purpose is to “proceed by leap beyond it” 

in order to emphasise it and make a tonic of it.314 

Riemann writes instructions for his modulations by whole-tone step progressions as, 

for example: “T – , in C-major: c+– d+, skipping g+ (D)”.315  In practice, these instructions 

mean that, instead of writing a progression remaining in C major (see Example 2a), the 

 

 
 

Example 2: Example modulation by whole-tone step.316 

                                                   
311 Ibid., 18. 

312 The other analytical notation employed by Reger is using letter-names to identify chords.  Both 
taxonomies are commonly used in English-speaking countries.  Rehding, Hugo Riemann and the Birth of 
Modern Musical Thought, 7. 

313 H. Riemann, Vereinfachte Harmonielehre oder die Lehre von den tonalen Funktionen der Akkorde, 2nd ed. 
(London: Augener, n.d.), 160, 165-166. 

314 In his dictionary, Leuchtmann defines Riemann’s term Ganztonschritt as: “In major, the major triad 
on the second degree; in minor, the minor triad on the natural seventh degree”.  Leuchtmann, 286; 
Riemann, Harmony Simplified, 147. 

315 Riemann, Harmony Simplified, 146. 
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Table 5: Modulations by whole-tone steps (from C major). 

 

 
 

Table 6: Modulations by whole-tone steps (from A minor). 
 

passage is to modulate using  (V/V) as a pivot chord to cadence on the G major chord (see 

Example 2b).  Written out as letter names, the major chords built on C and D are used to 

achieve this progression.  For full comprehension, it is important to note that g+ is the chord 

                                                                                                                                                     
316 Ibid., 146. 
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built on the dominant of C major, hence the reference D for dominant in brackets at the end of 

Riemann’s instructions.  Also, the term “skipping g+” is a reference to the tonality being 

omitted in the original, non-modulating example (Example 2a). 

Riemann asserts that “every whole-tone step, because it corresponds to the transition 

from one dominant to that on the other side” has the “power to modulate to the clang 

skipped”.317  With regards to Example 2b, the “clang skipped” refers to an interplay of 

dominant relationships as the key of arrival (G major) is the dominant of the original key 

(C major), whilst the pivot chord (D major) is the dominant of the key of arrival (G major). 

 

4.5.1.2. Modulations by Contra-Fifth Change (Gegenquintwechsel) 

 

In the modulations by contra-fifth change (see Table 7 below and Table 8 on the next page), 

 

 
 

Table 7: Modulations by contra-fifth change (from C major). 

                                                   
317 Ibid., 146. 
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Table 8: Modulations by contra-fifth change (from A minor). 

 

the purpose is to make use of chords from the parallel mode.318  In Riemann’s progressions, 

this amounts to using the minor subdominant chord in the major key being modulated to, and 

using the major dominant chord in the minor key being modulated to.  Riemann considered 

that this use of these chords produced “unexpected turns”, thus, they are ornamental in 

nature.319  Accordingly, Riemann counsels for moderation in ornamentation, writing: “there is 

no meaning in accumulating unexpected turns one on top of the other”.320 

Riemann writes instructions for his modulations by contra-fifth change progressions as, 

for example: “ ºT = ºS – D, in A-minor: ºe – b+, leads to the tonic ºb (ºD) or e+ (D+)”.321  In 

practice, these instructions simply mean that instead of writing a progression remaining in A 

minor, the passage is to modulate using the minor tonic chord (i) as a pivot chord to cadence 

on either the E minor or E major chord. 

                                                   
318 In his dictionary, Leuchtmann defines Riemann’s term Gegenquintwechsel as: “In major, the minor 
triad on the flattened seventh degree; in minor, the major triad on the second degree”.  Leuchtmann, 
289. 

319 Riemann, Harmony Simplified, 150. 
320 Ibid., 150. 

321 Ibid., 150. 
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4.5.1.3. Modulations by Fifth-Change (Quintwechsel) 

 

In the modulations by fifth-change (see Table 9 below and Table 10 on the next page), the 

purpose is to raise or lower the third of a chord: in this altered form, the chord is then used as 

a pivot chord.322  Riemann provides the following significant rule of thumb regarding 

modulation by fifth-change: 

 
….no matter from what clangs it occurs, i.e., in general terms: the alteration of a major 
chord into a minor chord (by lowering the 3) gives the latter the significance of a ºS; the 
alteration of a minor chord into a major chord (by raising the III) gives the latter the 
significance of a +D.323 

 

 
 

Table 9: Modulations by fifth-change (from C major). 

                                                   
322 In his dictionary, Leuchtmann defines Riemann’s term Quintwechsel as: “In major, the minor fifth 
degree; in minor, the major fourth degree”.  Leuchtmann, 373; Riemann, Harmony Simplified, 150-151. 

323 The emphasis is Riemann’s.  Riemann, Harmony Simplified, 151. 
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Table 10: Modulations by fifth-change (from A minor). 

 

Riemann writes instructions for his modulations by fifth change progressions as, for example: 

“T–..3> = ºS, in C-major: c+–ºg, leads to g+ (D)”.324  In practice, these instructions mean that 

instead of writing a progression remaining in C major, the passage is to modulate using the 

minor tonic chord (i) as a pivot chord to cadence on the G major chord. 

 

4.5.2. Modulations by Chords of Seven-Three (Terzseptakkorde) 

 

In the modulations by chords of seven-three (see Table 11 starting on the next page and Table 

12 starting on page 67), the purpose is to chromatically alter a chord by raising or lowering its 

prime, creating a dissonant chord (viiº or iiº).325  Riemann writes instructions for his 

                                                   
324 Ibid., 151. 

325 Ibid., 152-153. 
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Table 11: Modulations by chords of seven-three (from C major). 
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Table 11 (cont.): Modulations by chords of seven-three (from C major). 

 

 
 

Table 12: Modulations by chords of seven-three (from A minor). 
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Table 12 (cont.): Modulations by chords of seven-three (from A minor). 

 

modulations by chords of seven-three progressions as, for example: “T - ..1< = 7 in C-major: 

g+ – ɇ7 leads to ºe (Tp) or a+”.326  In practice, these instructions mean that, instead of writing a 

progression remaining in C major, the passage is to modulate using the diminished seventh 

chord (viiº) as a pivot chord to cadence on either the A minor or A major chord. 

 

4.5.3. Modulations by Chords of Minor Nine-Three (Terznonenakkorde) 

 

In the modulations by chords of minor nine-three (see Table 13 on the next page), the purpose 

is to chromatically alter a chord by raising or lowering its prime, whilst adding the seventh.327  

Similarly to chords of seven-three, a dissonant chord is created.  From this point on, 

Riemann’s explanation of his modulations begins to be insufficient.  Riemann writes his 

                                                   
326 Ibid., 153. 

327 Ibid., 154. 
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complex instructions for the modulations by chords of minor nine-three progressions as, for 

example: “D7 - ..1< = 9> in C-major: g7 – ɇº> leads to ºe (Tp) or a+”.328  In practice, these 

instructions mean that instead of writing a progression remaining in C major, the passage is to 

modulate using, as a pivot chord, the diminished seventh chord on the leading note (#viiº in 

A minor and viiº in A major) to cadence on either the A minor or A major chord. 

 

 
 

Table 13: Modulations by chords of minor nine-three. 
 

4.5.4. Modulation by Third-Changes (Terzwechsel) 

 

Modulations by third-changes are subdivided into: modulation from the principal clangs of the 

tonic key to their parallel clangs (Modulation zur Tonart der Tonikaparallele), modulation by 

leading-tone changes (Leittonwechsel), modulation by minor-third changes (Kleinterzwechsel), 

modulation by whole-tone changes (Ganztonwechsel) and modulation by tritone changes 

                                                   
328 Ibid., 154. 
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(Tritonuswechsel).329  In all cases, Riemann writes instructions unusually clearly, requiring little 

or no further interpretation in order to be understood, for example: 

T – D – T = ºTp – ºT – D - ºT.330  In practice, these instructions mean the passage is to 

modulate using the tonic as a pivot chord, which is the major median chord (III) of the minor 

key being modulated to.  It is noteworthy that Riemann offers the following counsel for 

securing the new key: “naturally if the modulation is to be regarded as definitely made, another 

close will be needed to establish the new key”.331  From this it can be hypothesised that these 

progressions can, without reinforcement via another perfect cadence, be successfully employed 

to create tonicisations (i.e. passing references to another key).332 

 

4.5.4.1. Modulations from Principal Clangs to Parallel Clangs (Modulation zur Tonart der 

Tonikaparallele) 

 

In the modulation from the principal clangs of the tonic key to their parallel clangs (see 

Table 14), the purpose is to “pass from the principal key to that of the tonic parallel”.333  Thus, 

there is modulation from the principal chords of the tonic key to what Riemann terms the 

 

 
 

Table 14: Modulations from the principal clangs of the tonic key to the parallel clangs. 

                                                   
329 In his dictionary, Leuchtmann defines Riemann’s terms as follows.  Leittonwechsel: “In major, the 
minor triad on the third degree; in minor, the major triad on the sixth degree”.  Kleinterzwechsel: “In 
major, the minor triad on the second degree; in minor, the major triad on the natural seventh degree”.  
Ganztonwechsel: “In major, the minor triad on the fifth degree; in minor, the major triad on the fourth 
degree”.  Tritonuswechsel: “In major, the minor triad on the leading note; in minor, the major triad on the 
flattened second degree”.  Leuchtmann, 286, 323, 336, 430; Riemann, Vereinfachte Harmonielehre, 174. 
330 Riemann, Harmony Simplified, 158. 
331 Ibid., 158. 
332 J. Saslaw, "Modulation (I)". 

333 Riemann, Harmony Simplified, 157. 
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“parallel” chords associated with each of the principal chords (e.g. T to Tp). 

 

4.5.4.2. Other Modulations by Third-Changes 

 

These modulations are: modulation by leading-tone changes (see Table 15), modulation by 

minor-third changes (see Table 16 on the next page), modulation by whole-tone changes (see 

Table 17 and Table 18, both on page 73) and modulation by tritone changes (see Table 19 on 

page 74).334  The purpose of these modulations is to modulate to either: the principal clangs 

 

 
 

Table 15: Modulation by leading-tone changes. 

                                                   
334 Riemann, Vereinfachte Harmonielehre, 174. 
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of the parallel key (e.g. T to oT) or to keys other than the parallel key.  Riemann provides no 

further explanation of these modulations, merely describing them as having “similar 

modulating power” as the previous modulation sub-category (i.e. modulations from principal 

clangs to parallel clangs).335 

 

 
 

Table 16: Modulation by minor-third changes. 

 

 

                                                   
335 Ibid., 158-160. 
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Table 17: Modulations by whole-tone changes (from C major). 

 

 
 

Table 18: Modulations by whole-tone changes (from A minor). 
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Table 19: Modulations by tritone changes. 

 

4.5.5. Modulations by Bolder Harmonic Progressions (kühnere Harmonieschritte) 

 

Modulations by bolder harmonic progressions are further subdivided into modulation by: 

leading-tone steps (Leittonschritte), third-steps (Terzschritte), and “far-reaching” harmony steps 

(ausholende Harmonieschritte).336  Riemann further subdivides the modulations by far-reaching 

harmony steps into modulations by: tritone steps (Tritonusschritte), contra-whole-tone changes 

(Gegenganztonwechsel) and chromatic semitone changes (chromatische Halbtonwechsel).337  

However, he does not provide much definition or explanation of these.  In each case, Riemann 

writes his instructions clearly, requiring no further interpretation in order for the progression 

to be understood. 

 

4.5.5.1. Modulations by Leading-Tone Steps (Leittonschritte) 

 

In the modulation by leading-tone steps (see Table 20 on the next page), Riemann attributes 

                                                   
336 Ibid., 177, 181, 187. 

337 Ibid., 187-189. 
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leading-tone steps with the power to induce modulation.338  It is, however, unclear what the 

difference is between leading-tone steps and leading-tone changes (a sub-division of 

modulation by third-changes) as Riemann provides no satisfactory explanation or glossary 

entry to this effect. 

 

 
 

Table 20: Modulations by leading-tone steps. 

 

4.5.5.2. Modulations by Third-Steps (Terzschritte) 

 

Although Riemann does not adequately clarify his modulations by third-steps (see Table 21 

and Table 22, both starting on the next page), it is clear that, in each case, there is present the 

                                                   
338 In his dictionary, Leuchtmann defines Leittonschritt as: “In major, the major triad on the leading note; 
in minor, the minor triad on the flattened second degree”.  Leuchtmann, 336; Riemann, Harmony 
Simplified, 162. 
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interval of a third between the roots of the pivot chord and the subsequent chord in the new 

key (e.g. S = ºTp – D – ºT meaning IV = III – V – i ). 

 

 
 

Table 21: Modulations by third-steps (from C major). 

 

 

 

Table 22: Modulations by third-steps (from A minor). 
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Table 22 (cont.): Modulations by third-steps (from A minor). 

 

4.5.5.3. Modulations by Tritone Steps (Tritonusschritte) 

 

With regards to modulations by tritone steps (see Table 23 below and Table 24 on the next 

page), Riemann finds tritone steps “between the chord of the Neapolitan sixth ( ) and the 

major upper-dominant [D+], as well as between the chord of the Lydian fourth ( ) and the 

minor under-dominant [ºD]”.339 

 

 
 

Table 23: Modulation by tritone steps (from C major). 

                                                   
339 In his dictionary, Leuchtmann defines Tritonusschritt as: “In major, the major triad on the raised 
fourth degree; in minor, the minor triad on the flattened fifth degree”.  Leuchtmann, 431; Riemann, 
Harmony Simplified, 170. 



Chapter 4: Hugo Riemann and Modulation 

 

78 

 
 

Table 23 (cont.): Modulation by tritone steps (from C major). 
 

 
 

Table 24: Modulation by tritone steps (from A minor). 
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4.5.5.4. Modulations by Contra-Whole-Tone Changes (Gegenganztonwechsel) 

 

The modulations by contra-whole-tone changes (see Table 25) employ the dominant of the 

dominant and the subdominant of the subdominant as pivot chords of the new key.340 

 

 
 

Table 25: Modulations by contra-whole-tone change. 

                                                   
340 In his dictionary, Leuchtmann defines Gegenganztonwechsel as: “In major, the minor triad on the 
flattened third degree; in minor, the major triad on the raised sixth degree”.  Leuchtmann, 288; 
Riemann, Harmony Simplified, 171. 
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4.5.5.5. Modulations by Chromatic-Semitone Changes (chromatische Halbtonwechsel) 

 

In the modulations by chromatic-semitone changes (see Table 26), Riemann highlights the 

semitone movement between the primes of consecutive major and minor chords in the new 

key.341  One of his examples is ºSp – +Sp which, in the key of C major, amounts to the 

movement Ab to A§, the primes of the major chord ºSp and the minor chord +Sp.  It must be 

remembered that minor chords are read and identified from the top, thus A§ does not refer to a 

minor chord built up from it but to a minor chord built down from A§. 

 

 
 

Table 26: Modulation by chromatic semitone changes. 

 

                                                   
341 Riemann, Harmony Simplified, 172. 
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4.6 Summarising Statements 

 

From pioneering to obscure, Riemann’s theory of tonal music (and particularly the aspects 

concerning harmonic dualism) traced an unprecedented arc within his own lifetime.  The 

nineteenth century in Germany was marked by a need to unify German culture and to 

progress via scientific discovery (e.g. the acceptance, by contemporary musicologists, of the 

newly-established musical canon attests to the degree to which the concept of the supremacy 

of German culture, in relation to European music, was entrenched).  A scientific basis for 

innovation was imposed on every scholarly field, therefore, Riemann thought of himself as a 

natural scientist and sought to justify his theories with current scientific methods.  He was 

influenced by the ideas of Rameau, Helmholtz, Hauptmann and, mostly significantly, Öttingen, 

whose theory of harmonic dualism and basic symbology he developed into his own theory of 

tonal harmony, of which the treatise, Vereinfachte Harmonielehre (Harmony Simplified), is the 

culmination.342 

In his treatise, Riemann explains his concept of harmonic function  and presents 

several hundred modulation progressions, organised into categories.  Riemann hoped that his 

theory of tonal music would gain worldwide pedagogical supremacy, however, its strong ties 

to dualism and the limits imposed by its symbology prevented this.  This chapter summarised 

Riemann’s harmonic system and approach towards modulation via pivot chords.  Furthermore, 

Riemann’s modulation progressions have been translated into common-use analytical notation 

(specifically Roman numeral analysis) in order to make them widely intelligible and facilitate 

their use in analysis and practice, in the context of this thesis, and more broadly. 

 

                                                   
342 Hyer and Redhing; Kopp, 62. 
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CHAPTER 5: THE GERMAN LIED 
 

 

“Just as language, with respect not only to euphony, but also to characterisation, richness, 
and capacity of inflection, directly represents the development of nations, 

so the lied is the most faithful mirror of its soul.” 

– Carl Alexander343 
 

The purpose of this chapter is to define the German lied, and summarise its development in the 

nineteenth century and early twentieth century.  The focus is on positioning Reger’s lieder within the 

development of the German lied in the nineteenth century.  Section 5.1 defines the lied and outlines its 

origins.  Section 5.2 discusses the lied in the early nineteenth century (up to 1848).  Section 5.3 discusses 

the lied in the later nineteenth century (1848-1871).  Section 5.4 discusses transitional lied composers 

(1871-1900).  Section 5.5 presents summarising statements. 

 

5.1. Definition and Origins of the German Lied 

 

The German lied (hereafter lied; plural lieder) is most commonly defined as a German-

language art song for solo voice and piano accompaniment, originating in German-speaking 

countries during the eighteenth century and further developing in the nineteenth century.344  

It is important to distinguish the above-defined word lied, which is the universally used term 

to refer specifically to a “poem of literary pretension set to music by a composer”, from the 

word Lied (plural Lieder), which is the generic German word meaning song and is, therefore, 

italicised as a foreign-language word.345 

The lied has its origins in two main sources.  The first source is comprised of the 

Volklied (German folk song) collections by Johann Gottfried Herder (1744-1803).  The second 

source was newly-created poetry stylised on Volklied by poets Clemens Brentano (1778-1842) 

and Ludwig Achim von Arnim (1781-1831).  Both of these sources became appreciated founts 

of inspiration for the new generations of German poets at the close of the eighteenth century 

(see Table 27).  The most prominent of these poets, Goethe, reflected on the spontaneous 

manifestation of inner emotions towards national heritage by embracing the concept of 

“progressive Universalpoesie”.346  Formulated by Friedrich Schlegel (1772-1829), this concept of 

German early-Romanticism meant that literary and dramatic genres should not only be 

“imaginatively combined”, but should also “involve interdisciplinary elements from the other 

                                                   
343 Writing in Robert Schumman’s journal in 1834.  J. Parsons, “The Eighteenth-Century Lied,” 62. 
344 Böker-Heil et al.; Randel, 462. 

345 The German word for art song is Kunstlied.  Griffiths, 450; Hornby, 488; Randel, 462. 

346 H. Seelig, “The Literary Context: Goethe as Source and Catalyst,” in German Lieder in the Nineteenth 
Century, ed. R. Hallmark (London: Shirmer Books, 1996), 3. 
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Table 27: Development of the lied in the late eighteenth century.347 
                                                   
347 Based on: Brody and Fowkes, 232; Brown, 15-24; Gorrell, 36, 77; Seelig, 2; Whitton, 31-33, 18-22; 
Bauman, 254-256. 
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arts, particularly music”.348  This, however, did not imply an egalitarian deployment of artistic 

forces.  Indeed, the premise of the second half of the eighteenth century was that “the musical 

setting was to be subservient to the poem”, a fact reflected in contemporary definitions of the 

lied, such as “a poem that is intended to be sung” (defined by Johann Friedrich Campe in his 

Wörtebuch, 1809).349 

The musical setting of various poetry became an important part of aristocratic social 

activities during the Enlightenment.350  Soon after, an educated and musically-literate German 

middle-class rose to join the consumer market in music.351  The growing popularity of the 

newly-introduced pianoforte further supported enthusiasm in domestic music-making and ‘do-

it-yourself performances’, hence, socially, the lied in the first half of the nineteenth century 

remained predominantly a domestic genre.352  Although a favourite in salon concerts 

(Liederabende), the lied was “excluded from public concerts” until the 1860s, with performers 

often becoming the “champions of composers, acting as proselytizers for the lied”.353 

 

5.2. The Lied in the Early Nineteenth Century (up to 1848) 

 

The early nineteenth-century lied was profoundly influenced by both: the censorship imposed 

by Metternich’s regime on one hand, and the philosophy of Romanticism and Biedermeier on 

the other.354  The autocratic administration viewed every intellectual activity with suspicion 

and even lieder were the object of stringent censorship, hence themes from antiquity and 

medieval times became metaphors for the contemporary social criticism of the Romantics (e.g. 

Goethe’s poem Prometheus which was set by Schubert).355  Contrary to this, the ideas of the 

Biedermeier era led the newly established middle class to turn “inward to escape into cultural 

niches removed from the politics of the time”.356  As the performance of lieder in the salon 

                                                   
348 Seelig, 3. 

349 As Scher points out, this premise was in line with the “established hierarchy of the arts in eighteenth-
century aesthetics, which regarded poetry as the highest form of art, followed at a considerable distance 
by painting and then music”.  S. P. Scher, “The German Lied: A Genre and Its European Reception,” in 
European Romanticism: Literary Cross-currents, Modes, and Models. Ed. G. Hoffmeister (Detroit: Wayne 
State University Press, 1990), 130-131. 
350 Seelig, 3. 
351 Scher, 133. 

352 Scher points out that, by the early nineteenth century, few middle-class households did not own a 
pianoforte.  Kravitt, The Lied, 18; Scher, 133; Seelig, 3; Whitton, 34. 

353 Gorrell, 77; Kravitt, The Lied, 18; Scher, 133. 

354 M. A. Dittrich, “The Lieder of Schubert,” in The Cambridge Companion to the Lied, ed. J. Parsons 
(Cambridge: Cambridge University Press, 2004), 97; J. Thym, “Crosscurrents in Song: Five Distinctive 
Voices,” German Lieder in the Nineteenth Century, ed. R. Hallmark (London: Schirmer Books, 1996), 156. 

355 Dittrich notes that Schubert perceived the contemporary social climate “as one that impedes a person 
attaining greatness”, and expressed this in his poem Klage an das Volk.  Dittrich, 97. 

356 Thym, “Crosscurrents in Song,” 156. 
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settings was such a niche, the choice of poetry became a sensitive issue for consideration (e.g. 

Loewe was a monarchist and preferred to set texts that glorified German history).357 

The central difference between the eighteenth-century and nineteenth-century approach 

to the lied lies in the rise of the importance of the words.  Abraham characterises the 

eighteenth-century lied as “essentially melodious”, as its emphasis on melody was so great that 

it “lost comparatively little” when played by an instrument instead of sung.358  Furthermore, 

Thym defines the principal aesthetic requirements of the lied at the turn of the nineteenth 

century as being “simplicity, singability, popularity”; these were invoked as “corrective norms” 

of the genre.359  In contrast, the nineteenth-century lied increasingly emphasised the words 

and there arose the question of how to unify words and music?  From the earliest generation 

of nineteenth-century lied composers, through to the transitional generation at the close of the 

century, four composers – Schubert, Schumann, Brahms and Wolf – distinctly overshadow 

their contemporaries with their creativity and inventiveness, particularly with regard to their 

approach to the unification of the music and the text.360  For this reason, the contributions to 

the lied of these four composers are summarised separately in Tables 28, 29, 30 and 31.  After 

Ludwig van Beethoven (1770-1827), whose output was transitional at the turn of the 

nineteenth century, the significant German lieder composers of the early nineteenth century 

were Carl Loewe (1769-1869), Franz Schubert (1797-1828) and Robert Schumann (1810-

1856). 

Ludwig van Beethoven owed his poetic awareness to both the influence of his teacher 

Christian Gottlob Neefe (1748-1798), as well as to “his own heightened ambitions”.361  Neefe’s 

songs are important examples of late eighteenth century innovation, exhibit efforts to create 

novel forms, and show awareness of the “then progressive issues of the relation of words to 

music and the singer’s understanding of the text”, as argued by Hoffmann-Erbrecht: 

 
Neefe’s lieder show an unmistakable inclination towards dramatic effects…  These 
works show great variety of form, and turn away from the folk style of the Berlin school 
towards cantata-like ballades.  …  The elaborately varied strophic songs of Neefe’s later 
years foreshadow the lieder of the Romantic period, above all those of Schubert.362 

 

Glauert, however, cautions about making generalisations regarding Beethoven’s song output, 

stating that his song-writing continually involved “a wide range of possible styles and 

                                                   
357 Ibid., 156-157. 

358 G. Abraham, “Introduction,” in Romanticism (1830-1890), ed. G. Abraham (Oxford: Oxford 
University Press, 1990), xx. 
359 Thym, “Crosscurrents in Song,” 153-154. 
360 The transitional generation includes Strauss, Pfitzner and Reger.  Hall, 113; Meister, 57-58. 

361 A. Glauert, “The Lieder of Carl Philipp Emanuel Bach, Haydn, Mozart, and Beethoven,” in The 
Cambridge Companion to the Lied, ed. J. Parsons (Cambridge: Cambridge University Press, 2004), 77. 

362 L. Hoffmann-Erbrecht. 
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approaches”.363  Beethoven composed nearly seventy songs, which is not a plentiful output 

compared to the output of later composers, but which represents a bridge between the 

eighteenth and nineteenth century.364  Despite the fact that Beethoven composed the first song 

cycle, An die ferne Geliebte (To the Distant Beloved), Op. 98, Stein characterises his songs as not 

as experimental as the rest of his output.365  He does, however, assert that their individuality 

clearly separates them from both Beethoven’s predecessors and successors.366  Most notable is 

Beethoven’s choice of poetry as he was less concerned with the eminence of the poet than with 

the poem’s “compatibility with his personal views and convictions”, which he strived to 

express in his musical settings.367 

Loewe is also noteworthy for his preferences with regard to poetry as he was 

“commendably eclectic” in his wide selection of poets (including non-German poets, less 

renowned poets, and less modern poets).368  He is mostly remembered for his songs (especially 

his ballads), although his influence on succeeding composers was limited due to factors such as 

his predominantly conservative choices with respect to formal approach (i.e. maintaining the 

conventional strophic design of poems) and technique of musical development (i.e. while the 

vocal melodies carried the drama of the story, the accompaniment remained only a supportive 

part without any experimentation).369  Even though Loewe’s contribution to the lied extended 

beyond the mid-nineteenth century, his position weakened as Deaville explains: 

 
Loewe cultivated song at a time when… “simplicity” was the governing guideline for 
the successful lied, and… genres like the melodrama (Liszt’s Der traurige Mönch) and the 
instrumental ballad (piano and orchestral) began steadily to usurp the sung ballad.370 

 

His writing for piano was imaginative (such as in Example 3 on the next page, the tempo of 

which is earlier marked Vivace assai), and he created a unique sound for his songs via his 

frequent use of irregular phrase lengths and frequent metre changes.371  Importantly, Loewe 

proved his talent for storytelling as he understood how to write for the dramatic voice (a 

singer himself, he never allowed the accompaniment to dominate and his vocal lines are 

“eminently singable”) and, in the setting of humorous texts – e.g. Goethe’s ballad 

                                                   
363 Glauert, 81. 

364 J. M. Stein, Poem and Music in the German Lied from Gluck to Hugo Wolf (Cambridge: Harvard 
University Press, 1971), 48. 
365 Ibid., 48, 57. 
366 Ibid., 48, 57. 
367 Ibid., 48. 

368 West. 

369 J. Deaville, “A Multitude of Voices: The Lied at Mid Century,” in The Cambridge Companion to the 
Lied, ed. J. Parsons (Cambridge: Cambridge University Press, 2004), 148; Gorrell, 231; Thym, 
“Crosscurrents in Song,” 157-158, 160; West. 
370 Deaville, 150. 

371 West; Gorrell, 226. 
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Example 3: Carl Loewe, Walpurgisnacht, Op. 2, no. 3, bars 57-63.372 

 

Der Zauberlehrling (The Sorcerer’s Apprentice) – he surpassed even Schubert, his eminent 

contemporary.373 

Schubert wrote about seven hundred songs (two-thirds of his total output) and 

established a “standard of excellence within the genre”, making a significant breakthrough in 

the fusing of poetry and music to create “many layers of meaning and stylistic intersection” 

(see Table 28 on the next page for a summary of Schubert’s lieder style).374  His songs contain 

“interdependency between melody and accompaniment” (he assigned particular importance to 

the words and melody whilst the accompaniment supported the voice), “surrounding the 

melody with preludes, interludes and postludes, setting a mood and defining the form while 

remaining essentially secondary material”.375  Like Hugo Wolf much later, Schubert sought 

freedom of structure to render faithfully the “poem’s emotional trajectory and dramatic 

possibilities”, creating a “remarkable range of variations” on the basic formal types.376  He also 

used rhythm for cohesion and to define “the immediate character” of his songs (e.g. the triplets 

                                                   
372 C. Loewe, Gesamtausgabe der Balladen, Legenden, Lieder und Gesänge, Vol. 3, ed. M. Runze (Leipzig: 
Breitkopf & Härtel, 1899), 19. 
373 Longyear, 78; Gorrell, 231. 

374 Youens summarises Schubert’s approach thus: “To each element retained from the songwriting 
traditions that preceded him, whether strict strophic forms, through-composed structures, recitative 
incorporated within lied, or word-painting, Schubert added his original conception.  Everything is 
subjected to alteration by a creative intelligence that reinvented the lied in a poetic light; even where he 
warps, ignores, contradicts, drowns out, alters, and obscures aspects of his chosen poetry, Schubert is 
responding to verse in ways and at depths unavailable to his predecessors or contemporaries”.  Mercier 
and Nold, xiii-xiv; Winter et al; S. Youens, “Franz Schubert: The Prince of Song,” in German Lieder: In 
the Nineteenth Century, ed. R. Hallmark (New York: Schirmer Books, 1996), 68. 
375 Mercier and Nold, xiii-xiv; Winter et al. 
376 Landau, 15-20; Winter et al. 
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Table 28: Summary of the major contributions of Schubert’s lieder.377 
                                                   
377 Based on: R. O. Bingham, “The Early Nineteenth-Century Song Cycle,” in The Cambridge Companion 
to the Lied, ed. J. Parsons (Cambridge: Cambridge University Press, 2004), 112-114; Dittrich, 92-93; 
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Table 28 (cont.): Summary of the major contributions of Schubert’s lieder. 

 

depicting thundering hoofs in Erlkönig, D328).378  In addition, Schubert experimented with 

chromaticism and this took him beyond the Mozartean harmonic language he inherited (e.g. 

see the frequent movement through remote keys in Example 4).379  Schubert’s works left an 

important impression not only on his contemporaries but also on successive generations of 

composers who paid homage to his overwhelming creativity: Brahms, himself a very esteemed 

 

 
 

Example 4: Franz Schubert, Stimme der Liebe, D412, bars 1-10.380 

                                                                                                                                                     
Gorrell, 128; Landau, 15-33; Longyear, 78; Whitton, 31-34, 99; S. Youens, “Franz Schubert: The Prince 
of Song,” in German Lieder: In the Nineteenth Century, ed. R. Hallmark (New York: Schirmer Books, 1996), 
36-45. 
378 Winter et al. 
379 Ibid. 
380 F. Schubert, Franz Schuberts Werke, Serie XX: Sämtliche Lieder und Gesänge, ed. E. Mandyczewski 
(Leipzig: Breitkopf & Härtel, 1894-1895), 2. 
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lied composer, stated that “there is no song by Schubert from which one cannot learn 

something”.381 

Schumann wrote over 300 lieder (including more cycles than any other lieder composer) 

and was a great influence on succeeding composers, with his style culminating in the songs by 

Wolf.382.  According to Hallmark, Schumann strove to find new ways of fusing the vocal line 

and the instrumental support:  

 
If with Schubert the piano became equal to the voice, if still separate, with Schumann 
the voice and piano have become more integrated.  The piano now sings as well, in 
alternation or in combination with the voice.383 

 

As shown in the summary in Table 29 (on the next page), under Schumann, the 

accompaniment became “an instrumental commentary, often a complete entity in itself” and 

increasingly assumed responsibility for “musical illustration of the words” (i.e. word-

painting).384  Meine Rose exemplifies Schumann’s characteristic piano accompaniment, whose 

demands were for “great subtlety and intimacy” (see Example 5), although, compared to Liszt, 

the “demands on the range” were still modest.385 

 

 
 

Example 5: Robert Schumann, Meine Rose, Op. 90, no. 2, bars 36-41.386 

 

In May 1849, Schumann moved his family to the countryside in order to be near a health 

sanatorium.387  His deteriorating mental health and the political instability generated by the 

                                                   
381 Youens, “Franz Schubert: The Prince of Song,” 68. 

382 Schumann composed just over half of his songs before 1848.  Daverio, J. and E. Sams, “Schumann, 
Robert,” in Grove Music Online. Oxford Music Online. Date Accessed 24 June 2017. 
http://www.oxfordmusiconline.com; L. Orrey, “Solo Song: (a) Germany,” in Romanticism (1830-1890), 
ed. G. Abraham (Oxford: Oxford University Press, 1990), 660, 662. 

383 R. Hallmark, “Robert Schumann: The Poet Sings,” in German Lieder in the Nineteenth Century, ed. 
R. Hallmark (New York: Schirmer Books, 1996), 86-87; Landau, 44-46; Orrey, 663. 

384 Orrey, 683. 
385 Ibid., 667. 

386 R. Schumann, Robert Schumanns Werke.  Vol. 13, ed. C. Schumann (Leipzig: Breitkopf & Härtel, 1887), 
4. 

387 J. Thym, “Schumann: Reconfiguring the Lied,” in The Cambridge Companion to the Lied, ed. J. Parsons 
(Cambridge: Cambridge University Press, 2004), 137. 
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Table 29: Summary of the major contributions of Schumann’s lieder.388 

                                                   
388 Based on: Gorrell, 154, 158-160, 165-167; Hallmark, “Robert Schumann,” 84-87; Kravitt, The Lied, 
302; Landau, 41-48; Orrey, 661-663; Thym, “Schumann: Reconfiguring the Lied,” 127, 140. 
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1848 Revolution had a very depressing effect on him as he was “an artist very much interested 

in the contemporary political scene”.389  This was reflected in his choice of poetry for future 

lieder, which had overwhelmingly “pessimistic, deathbound imagery”.390 

 

5.3. The lied in the Later Nineteenth Century (1848-1871) 

 

The later nineteenth century was a period of great focus on technological – particularly 

mechanical – innovation, and this industrialisation resulted in changes to the social fabric and 

existing values, primarily emphasizing the idea of progress.391  With regards to the lied, this 

progress included the beginning of its programming into public concerts (although not 

without resistance), and followed two lines of development.392  Firstly, there was an increasing 

emphasis on the instrumental part.393  Secondly, in line with the new meaning of the label 

“New German”, innovation was expressed by a “constant drive towards more exact and 

expressive declamation” of the words, “vivid characterisation, and the use of leitmotivs”.394  

This “new practice” gave rise to the Wort-Ton Problem (its key question was “should music or 

poetry receive priority in vocal music?”) and conservatives argued that declamation “destroys 

melody and dissolves poetry into prose”.395  The major lied composers of the later nineteenth 

century were: Franz Liszt (1811-1886), Robert Franz (1815-1892), Johannes Brahms (1833-

1899) and Adolf Jensen (1837-1879). 

Liszt’s interaction with the lied preceded his own song composition as he wrote 

transcriptions for piano solo of some well-known lieder (e.g. lieder by Schubert, Schumann and 

Mendelssohn).396  Thym notes that: 

 

With considerable imagination, he [Liszt] incorporated the vocal part in the pianistic 
textures, sometimes giving it to an inner voice…  He often modified the strophic form 
through illustrative devices depicting aspects of the poetic imagery.397 

 

Furthermore, Lizst’s international renown, coupled with his performances of his own Lieder 

ohne Worte (Songs Without Words), enabled the further spread and acceptance of the German 

                                                   
389 Thym, “Schumann: Reconfiguring the Lied,” 137. 
390 Ibid., 138. 
391 Parsons, “The Lied in the Modern Age,” 274. 

392 Kravitt, The Lied, 18. 
393 Ibid., 3; Orrey, 682. 
394 Kravitt, The Lied, 3; Orrey, 682-683. 

395 Kravitt, The Lied, 4. 
396 Thym, “Crosscurrents in Song,” 167; Gorrell, 244. 

397 Thym, “Crosscurrents in Song,” 167. 
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lied in the rest of Europe.398  Liszt wrote about 80 songs and his output is generally divided 

into three periods.399  The first period, the early 1840s, features the setting of “descriptive, 

ballad-like poems”, wherein Liszt asked for more “detail, control, or nuance in the handling of 

the piano” than his predecessors, resulting in his songs having elaborate accompaniments (see 

Example 6).400  As noted by Orrey: 

 
Liszt for the first time utilises the whole keyboard, exploiting the tone colours of the 
upper registers as freely as the sonorities of the bass.  Later the piano… ceased to be an 
‘accompaniment’ and instead acted as a commentary on the words, often interlocked in 
dialogue with the vocal line, itself a simple type of recitative.401 

 

Thym further elaborates that Liszt’s inclusive nature is reflected in his infusion of the genre 

with an eclectic mix of elements from other musical genres (including from foreign cultures): 

 
…he invades the parlours of German Hausmusik with the styles and genres of different 
performance settings…  Liszt’s cosmopolitan infusions result in lieder that no longer 
cultivate inwardness of expression but direct their utterances to the outside.402 

 

In his second period (1849-1858), Liszt, influenced by several personal disappointments, 

turned to lyric poetry and changed style, using subtler text-music relations and embracing 

pictorial text-settings, such as exemplified by the repetition in Example 7 (on the next 

page).403  In his third period (1870-1886), “the process of concentration and reduction 

continued” and Liszt’s settings tended to be austere, such as the tortuous sentiment evoked in 

Gebet (see Example 8 on the next page).404  Liszt wrote few songs in this period and the 

 

 
 

Example 6: Franz Liszt, Die Loreley, S273, bars 95-100.405 

                                                   
398 Ibid. 
399 Orrey, 666. 
400 Ibid., 666-667; Gorrell, 247. 

401 Orrey, 666-667. 
402 Thym, “Crosscurrents in Song,” 168. 
403 Orrey, 667-668; Thym, “Crosscurrents in Song,” 169. 
404 Orrey, 669; Thym, “Crosscurrents in Song,” 170. 

405 F. Liszt, Franz Liszt: Musikalische Werke.  Serie VII.  Band 2, ed. P. Raabe (Leipzig: Breitkopf & Härtel, 
1921), 21. 



Chapter 5: The German Lied 

 

94 

 

 
Example 7: Franz Liszt, Über allen Gipfeln ist Ruh, S306, bars 26-35.406 

 

 
 

Example 8: Franz Liszt, Gebet, S331, bars 1-11.407 

 

innovations in his “increasingly experimental” style served as “the foundation of New German 

aesthetics”.408 

Franz wrote about 300 songs (nearly his whole output) and the main influences on the 

                                                   
406 Ibid., 144. 

407 F. Liszt, Franz Liszt: Musikalische Werke.  Serie VII.  Band 3, ed. P. Raabe (Leipzig: Breitkopf & Härtel, 
1922), 81. 

408 Thym notes that these innovations included: “extreme brevity, avoidance of textual repetitions, 
unresolved dissonances, unaccompanied recitatives and unison passages in the piano accompaniment”.  
Gorrell, 245, 249; Kravitt, The Lied, 11; Orrey, 668; Thym, “Crosscurrents in Song,” 170. 
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development of his “highly individual style” were Schubert, Schumann and Bach.409  In his 

settings, Franz aimed to “express the meaning and mood of the poem mainly through the 

melodic line” and his choice of keys, whilst the accompaniment often has a contrapuntal 

texture.410  Franz only “occasionally employed rich harmonic language” with “pungent 

dissonances” and a “fluid sense of tonality”, although sustaining the traditional ideal of 

simplicity and avoiding word-painting: Ja, du bist elend (Yes, Thou Art Wretched) is an example 

of an experimental song by Franz, primarily in its tonal restlessness (see Example 9).411 

 

 
 

Example 9: Robert Franz, Ja, du bist elend, Op. 7, no. 6, bars 1-5.412 

 

Brahms wrote about 250 songs, mostly sad love songs.  Although criticised for this, he 

chose the texts he set by asking himself “whether the poem left room for enhancement by a 

musical setting”: thus his vocal lines are lyrical, yet not dramatic, whilst his rhythmically rich 

accompaniments “reflect the general mood of the poem” but are not overtly pictorial (see Table 

30 on the next page for a summary of Brahms’s lieder style).413  Brahms’s formal preference 

was for strophic songs and his “essentially diatonic melodies are supported by strong basses”, 

whilst interior voices enrich these songs via the use of learned or “ ‘academic’ techniques such 

as inversion, diminution or augmentation, and canonic and other contrapuntal devices”.414  He 

                                                   
409 E. F. Kravitt, “Franz [Knauth], Robert”; Orrey, 669. 
410 Gorell, 235; Kravitt, “Franz [Knauth], Robert”; Orrey, 669. 
411 Gorell, 236; Kravitt, “Franz [Knauth], Robert”; Orrey, 669. 

412 R. Franz, Franz Album.  Ausgewählter Lieder für eine Singstimme mit Klavierbegleitung von Robert Franz. 
Band 3, ed. D. V. Ashton (Leipzig: C. F. Peters, n.d.), 60. 
413 Bozarth, “Brahms, Johannes”; Orrey, 672, 674. 

414 Bozarth, “Brahms, Johannes”; Orrey, 674. 
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Table 30: Summary of the major contributions of Brahms’s lieder.415 

                                                   
415 Based on: Gorrell, 260, 264-265; V. Hancock, “Johannes Brahms: Volkslied/Kunstlied,” in German 
Lieder in the Nineteenth Century. Ed. R. Hallmark (London: Schirmer Books, 1996), 121-122; Landau, 67-
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bemoaned the contemporary emphasis on ‘progress’ in his letter to Clara Schumann from 

1860, writing that “the lied is now sailing so false a course that one cannot hold fast enough to 

the ideal” (which for him was folk song).416  Somewhat contrary to this sentiment, Brahms’s 

major contribution to the lied, as Orrey points out, “lies in the Impressionism of his late style” 

as reflected in his illustrative accompaniments (see Example 10) and “sensitivity towards 

instrumental, vocal, and harmonic colour” – particularly “colouristic non- functional 

harmony”, which he had been increasingly exploring.417 

 

 
 

Example 10: Johannes Brahms, Feldeinsamkeit, Op. 86, no. 2, bars 1-9.418 

 

Jensen wrote about 170 songs.  His style is based on the influences of Chopin and Liszt 

and, though not as original as some other composers, he used the contemporary musical 

techniques skilfully to imbue his music with the mood of the poem.419  His accompaniments are 

very pianistic, although he often “calls for something of the effortless floating of the soprano 

voice over the accompaniment” associated later with Richard Strauss” (see Example 11 on the 

next page).420  Jensen is considered a forerunner to Wolf.421 

                                                                                                                                                     
73; Orrey, 674, 676; H. Platt, “The Lieder of Brahms,” in The Cambridge Companion to the Lied, ed. J. 
Parsons (Cambridge: Cambridge University Press, 2004), 188, 195. 
416 Orrey, 675; Parsons, “The Lied in the Modern Age,” 285. 

417 Hancock, 122; Orrey, 675. 

418 J. Brahms, Johannes Brahms: Sämtliche Werke. Band 25, ed. E. Mandyczewski (Leipzig: Breitkopf & 
Härtel, 1926-1927), 118. 

419 Orrey, 671. 
420 Münster; Orrey, 672. 

421 Orrey, 671. 
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Example 11: Adolf Jensen, Ach, ihr Lieben Auglein, Op. 21, no. 2, bars 19-25.422 

 

5.4. Transitional Lied Composers (1871-1900) 

 

The popularity of the lied in the fin-de-siècle was intense and it “became omnipresent in public 

concert life”, with the works of Schubert and Schumann gaining the status of “national 

treasures”.423  The lied was also a favourite genre of composers, who turned to it “for many 

reasons, even for radical experiment”, as it now had longer and more complex melodies, the 

accompaniment had grown in musical significance, the harmonies composers employed used 

bold chromaticism, and works sometimes began and ended in different keys.424  Hugo Wolf 

(1860-1903), Richard Strauss (1864-1949), Hans Pfitzner (1869-1949) and Max Reger (1873-

1916) were all major German composers and each had one foot in the nineteenth century and 

the other in the twentieth.425  Indeed, McHard considers the dawn of the twentieth century 

                                                   
422 A. Jensen, Sieben Gesänge aus dem spanischen Liederbuche von Emanuel Geibel und Paul Heyse (Leipzig: 
Steingräber Verlag, 1910), 8-9. 

423 Kravitt, The Lied, 18. 

424 Kravitt notes that fin-de-siècle composers were not the first to do this and provides an example from 
Mozart’s Entführung aus dem Serail – furious Osmin’s aria Solche hergelauf’ne Laffen, which begins in 
F major and ends in the related key of A minor – also adding Mozart’s own view with regards to 
progressive tonality: “music, even in the most terrible situations, must never offend the ear”.  Wheelock 
expands on this, deducing from a letter Mozart writes to his father that he was “motivated by 
psychological realism”: “a man in such a towering rage… does not know himself – so the music, too, 
must no longer know itself”.  Kravitt, The Lied, viii, 13-14; Mercier and Nold, xiv; G. A. Wheelock, 
"Displaying (out)Rage: The Dilemna of Constancy in Mozart’s Operas," in The Great Tradition and Its 
Legacy: The Evolution of Dramatic and Musical Theater in Austria and Central Europe, ed. M. Cherlin, H. 
Filipowicz, and R. L. Rudolph (New York: Berghahn Books, 2003), 186. 

425 Kravitt, The Lied, 14. 
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“temporally set around” the mature music of the generation that was born in the early 

1860s.426 

As the lied reflected changes of aesthetics, it became “an ideal mirror of the 

fin-de-siècle”.427  Symbolism influenced the whole transitional generation, which was apparent 

in both: the choice of poetry (i.e. they sought poetry that “touches on the union of man and 

nature”) and compositional means to express the “mystical allusions” evoked in the poetry (i.e. 

they tried to “lighten the texture by creating musical luminescence effects” and exploring “new 

ways to veil tonality”).428  The experimentation of the composers of the transitional period also 

opened the way to Expressionism in the lied.  Expressionism’s main intention was to penetrate 

“life’s inner core” and to reflect subconscious feelings (e.g. feelings of “repressed anxiety, 

torment and conflict”).429  Expressive aesthetics “met wide public approval”, which, in turn, 

encouraged composers to diversify their means to reflect these feelings in music (e.g. shifting 

tonality, expanding the dynamic range from pppp to ffff, exaggerating tempo, ending songs 

with hushed conclusions or by fading into silence).430 

Considering the context of the early twentieth century, when composers were faced 

with the choice to follow current trends or become atonal, Mercier and Nold highlight that all 

of the transitional composers listed above remained comparatively moderate in the musical 

language they employed in their lieder (even though all, at some point and to varying degrees, 

experimented with the limits of tonality – such as heavy chromaticism, bi-tonality and 

atonality).431  This is corroborated by Kravitt, who comments that they “dissolved tonality, 

that rocklike foundation of music, only temporarily in their lieder”.432  However, critics still 

perceived “vocal music engendered by the text” as a weakness: they generally “used the term 

modern pejoratively, to mean drastic change, the repudiation of tradition”.433  The lied became 

fragmented into a multitude of categories, the main objective being to create generic antithesis 

between traditional and modern songs (see Figure 15 on the next page).434 

Wolf ’s reputation as a composer is based on his body of lieder.435  His artistic focus 

                                                   
426 J. L. McHard, The Future of Modern Music (Salt Lake City: American University & Colleges Press, 
2001), 41. 
427 Kravitt, The Lied, viii-ix. 

428 The composers’ search for musical luminescence included using various strategies, such as: 
employing a variety of scales (e.g. modal, whole tone), pentatonic and tritone figures, unresolved 
dissonance, gliding parallel chords.  They also sought “feathery” instrumental timbres for orchestral 
songs (e.g. by using the glass harmonica and antique cymbals).  Ibid., 145, 158, 161-162. 
429 Ibid., 171-172. 

430 Ibid., 36, 158, 172, 177, 187, 190. 
431 Mercier and Nold, 1. 
432 Kravitt, The Lied, 14. 
433 Ibid., 4, 8. 
434 Ibid., 4. 

435 Kramer, 186. 
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Figure 15: Traditional and Modern lieder Categories.436 

 

aimed at expressing “musically the meaning or affect of a lyric poem” (see Table 31 on page 

101 for a summary of Wolf ’s lieder style), thus, “in Wolf ’s hands, as never before, the lied 

became a tone poem for piano with vocal commentary”.437  Furthermore, Orrey describes 

Wolf ’s harmonic language as “often unorthodox”, whilst his accompaniments complement and 

amplify the “often monothematic and chromatic” vocal part with “a rich and complex 

texture”.438  An example of this – which Orrey summarises as “accompaniments that are 

virtually self-sufficient compositions” – is Der Glücksritter (The Soldier of Fortune; see Example 

12 on page 102).439  Wolf, as one of the New German generation, was condemned as the 

destroyer of the traditional lied (a lyrical genre for “performance in the home”) and identified 

as the creator of the Modern lied.  Walter Niemann, a prominent contemporary critic, 

described the Modern lied as a genre of “unsingable pianoforte song meant for the concert 

hall”, and further concluded that: “the rich development of instrumental program music” had 

stimulated radicals “to flood the piano part with colour, tone painting, characterisation, realism 

and naturalism,” with the result that “the natural balance between voice and piano suffered 

dire consequences”.440 

                                                   
436 The symphonic lied is for voice with orchestral-style piano accompaniment.  This is in contrast to 
the orchestral lied which is for voice with orchestral accompaniment.  Kravitt, The Lied, 4-5, 297, 302-
303; Landau, 88. 
437 Kravitt, The Lied, 187; Orrey, 680-681. 
438 Orrey, 680-681. 
439 Ibid., 681. 

440 Kravitt, The Lied, 4. 
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Table 31: Summary of the major contributions of Wolf’s lieder.441 

                                                   
441 Based on: Gorrell, 283-286, 290-291; Hall, 113; Landau, 81, 84; Meister, 94-95. 
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Example 12: Hugo Wolf, Der Glücksritter, bars 53-61.442 

 

Kravitt, however, adds that the positive reaction of audiences stifled critics’ negativity towards 

Wolf ’s songs.443  Whilst Kravitt considers that “only individual songs or passages in some 

lieder are speechlike” and that, overall, Wolf wrote “a variety of lied genres”, Orrey describes 

Wolf ’s vocal parts as declamatory, stating that: 

 
In comparatively few instances can the singer’s part be classed as a ‘melody’ in the 
Classical sense of a vocal line obviously related to or derived from predictable harmonic 
movements of diatonic simplicity.444 

 

Evidently, Wolf manipulated the vocal line to incorporate much word-painting, often fusing it 

with rhythmic figures.  An example is portraying tiredness and “sinking into rest” in Zur Ruh’, 

zur Ruh’ (To Rest, To Rest) by “bringing the voice in on the third note of a descending 

chromatic melody in the piano”: this perpetual sinking is the main feature of this song and is 

accompanied by a string quartet texture in the piano (see Example 13 on the next page).445  

Towards the end of his life, Wolf began experimenting with the orchestral lied (i.e. wherein 

the piano accompaniment is replaced with an orchestral accompaniment) and planned to 

orchestrate – but never did – three lieder set to Michelangelo’s poems.446 

                                                   
442 H. Wolf, Eichendorff-Lieder (Leipzig: Edition Peters, n.d.), 38-41. 

443 Kravitt, The Lied, 6. 
444 Orrey, 680. 

445 E. Newman, Hugo Wolf (London: Methuen, 1907), 173; S. Youens, “Tradition and innovation: the 
Lieder of Hugo Wolf,” in The Cambridge Companion to the Lied, ed. J. Parsons (Cambridge: Cambridge 
University Press, 2004), 207. 

446 Landau, 88. 
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Example 13: Hugo Wolf, Zur Ruh’, zur Ruh’, bars 1-4.447 

 

Strauss wrote 196 songs.448  His earliest songs are based on the early nineteenth-

century stylistic models of Mendelssohn or Jensen and reflect his study of classical masters, 

with few original touches as in Leises Lied (Soft Song), where Strauss “flirts with the whole-

tone scale (see Example 14).449  Influenced by the music of Liszt, Wagner and Berlioz, Strauss 

evolved in the direction of New German aesthetics and developed an “expressive style” which 

“became the model of the Modern lied”.450  Kravitt claims that Strauss in fact developed three 

basic vocal styles (“lyrical, dramatic, and speechlike”) with which he experimented, sometimes 

using all within an individual song.451  Overall, the early mature style of Strauss is exemplified 

by a search for “unconventional ways to emphasize words” (e.g. setting words to “extremely 

long time values, as if to extract, musically, the utmost feeling the words can convey” – such as 

the word Liebe in the orchestral song Pilgers Morgenlied (Pilgrim’s Morning Song)) and the use 

of wide leaps (e.g. to “give an image to words of direction” or create humour – as in Für 

funfzehn Pfennige (For Fifteen Pennies) in Example 15 (on the next page), where the leap brings 

to life the character’s offering to his beloved – his entire fortune of fifteen pennies).452 

 

 
 

Example 14: Richard Strauss, Leises Lied, Op. 39, no. 1, bars 34-37.453 

                                                   
447 H. Wolf, Six Songs by Various Poets (Leipzig: C. F. Peters, n.d.), 14. 

448 Ashley, 215-219. 

449 Gilliam; Kravitt, The Lied, 11; Orrey, 678-679. 
450 Kravitt, The Lied, 11. 
451 Ibid., 8. 
452 Ibid., 7, 11. 

453 R. Strauss, Leises Lied (Leipzig: Robert Forberg, 1898), 285. 
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Example 15: Richard Strauss, Für funfzehn Pfennige, Op. 36, no. 2, bars 69-70.454 

 

Strauss’s later songs are “powerfully dramatic” and “dense in texture”, with chromatic and 

florid voice parts “expanded from melodic fragments”; the ranges of both the voice part and 

the accompaniment are large, “rhythmically enriched and harmonically opaque”.455 

Pfitzner, the composer of 115 lieder, described himself as ‘the last Romantic’ and his 

early songs “show the strong influence of his conservative training”.456  Although Pfitzner 

maintained that traditional German musical values are those manifested in Classical and 

Romantic music, his output proves that he certainly had a good grasp on more modern 

technique.457  Cooper asserts that Pfitzner’s musical idiom was “basically Wagnerian”, 

extended by the influence of Strauss and, notably, Reger, only four years his junior and his 

closest contemporary.458  Kravitt asserts that New German aesthetics influenced Pfitzner 

particularly between the years 1894-1916, during which he wrote his Opp. 9-26: in these 

works, characterised by Kravitt as “some of his finest songs”, “intense dissonance touching on 

expressionism occurs along with a symphonic development – motivic manipulation”.459  

Franklin considers Pfitzner’s works to be “characterised by disjunct and fractured surface 

features” and his style to be very eclectic, embracing at least the following: advanced post-

Wagnerian chromatic harmony (occasionally tending towards atonality), an almost 

Impressionistic sound palette, diatonic melodic writing that harks back to the Romantic operas 

of Weber and Lortzing, grandiose late-Romantic effects in the manner of Richard Strauss, a 

predilection for bony linear counterpoint, and an occasional recourse to pastiche effects of 

deliberate archaism460  There is little discussion regarding Pfitzner’s originality and Felber 

merely touches on the matter when he ponders that Pfitzner only infuses an “inexhaustible 

                                                   
454 R. Strauss, Für funfzehn Pfennige (Munich: Joseph Aibl, 1898), 241. 

455 Kravitt, The Lied, 8, 11. 
456 Ibid., 27. 
457 Franklin. 

458 M. Cooper, “Stage Works: 1890-1918,” in The Modern Age: 1890-1960., ed. M. Cooper, New Oxford 
History of Music (London: Oxford University Press, 1974), 195. 

459 Kravitt, The Lied, 9. 

460 Franklin. 
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underplay of colours” into his “otherwise grey colour scheme” when musically expressing 

melancholy moods.461  Yet it is also Felber who concludes that, less homogenous than his 

contemporaries (including Reger), Pfitzner is like a triptych; his three specialist genres (music 

drama, chamber music and songs) reflecting three different individualities within him – and 

three different sources of influence upon him (Wagner, Beethoven and Schumann, 

respectively).462  As a lieder composer, Pfitzner is highly regarded.  Parsons explains that, 

although not a prolific lieder composer, the fact that Pfitzner frequently quotes his lieder in his 

other works intensifies the assertion that song is of central significance in Pfitzner’s output.463  

Kravitt notes that An den Mond is an example of an orchestral song that uses a more modern 

technique of musical imagery that “serves to mirror the poem’s symbolism”, whilst Franklin 

characterises the work as “fin-de-siècle nature-music” with an “almost Impressionistic sound 

palette”: technically it is interesting as Pfitzner uses whole-tone scales (see Example 16).464 

 

 
 

Example 16: Hans Pfitzner, An den Mond, Op. 18, bars -15.465 

 

The First World War “shattered the dominance of the old tradition” and unleashed 

avant-garde artists, sparking musical traditionalists – including Pfitzner – to go on the 

defensive.466  In his pamphlet, Futuristengefahr: Bei Gelegenheit von Busonis Ästhetik (1917), 

Pfitzner set in opposition contemporary musical developments and his concept of “German 

music”, writing that “German music is not mere brain sport, but also an art of the heart”.467 

                                                   
461 R. Felber, “Hans Pfitzner,” The Musical Quarterly 10, no. 1 (1924),134. 
462 Ibid., 141. 

463 This assertion, discussed by Parsons, was first made by Werner Diez in his book Hans Pfitzners 
Lieder.  Versuch ein Stilbetrachtung (published in Regensburg, 1968).  It is also notable that Pfitzner 
abandoned the composition of lieder in 1931.  Parsons, “The Lied in the Modern Age,” 283. 
464 Franklin; Kravitt, The Lied, 9. 

465 H. Pfitzner, An den Mond (Berlin: Max Brockhaus, 1906), 21. 

466 Kravitt, The Lied, viii. 

467 Futuristengefahr: Bei Gelegenheit von Busonis Ästhetik was Pfitzner’s reaction against Busoni, whom he 
considered a “musical revolutionary”, and the latter’s publication of the short text, Entwurf einer neuen 
der Ästhetik Tonkunst (1907, republished 1916).  M. Carner, “Music in the Mainland of Europe: 1918-
1939,” in The Modern Age: 1890-1960, ed. M. Cooper (London: Oxford University Press, 1974), 326; J. 
M. Fischer, “The Very German Fate of a Composer: Hans Pfitzner,” in Music and Nazism: Art under 
Tyranny, 1933-1945, ed. M. H. Kater and A. Riethmüller (Laaber: Laaber-Verlag, 2003), 78-79. 
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Fischer notes that Pfitzner is “a quite unusual case, because since Richard Wagner no 

composer, and not only in Germany, so vehemently expressed his political views in public as 

he did”.468 

Reger, the composer of 294 lieder (about one-third of his total output), was Pfitzner’s 

closest contemporary, yet the two composers could not be more different.  Reger fought 

battles with the critics on the issue of poetry, complaining that his poems were “dismissed as 

kitsch”.469  He points out the repetitiveness of contemporary poetic choices – “Goethe is 

completely set to music” – and the absence, by critics, of a margin of personal taste – “And in 

all of Hebbel, I found only two suitable poems”.470  The origins of Reger’s lyrics – i.e. how 

much folk poetry Reger set and the diversity of poets set – are interesting, considering the 

emphasis on folk and increasing patriotism during the nineteenth century.  When collated, it 

was found that Reger set only fifteen folk poems which represents a mere 5% of his total lieder 

output.  Ten songs (4 %) have texts by anonymous poets and the diversity of the poets whose 

poems Reger set is surprisingly large.  Reger set as lieder the poems of 104 poets (for a 

complete list, see Appendix 2).  However, 89 poets were from only seven different nationalities 

(no information regarding nationality could be found for fifteen of the poets) (see Figure 16).  

Not unexpectedly, the majority of the poets were German (just over 70%).  Interestingly, in 

two-thirds of cases, Reger set a poet no more than once – only 34 poets had more than one of 

their poems set (see Figure 17 on the next page for specific numbers). 

 

 

 

Figure 16: Nationality of Reger’s poets. 

 

In their anthology of Reger’s song texts, Mercier and Nold advance the following 

characterisation of the main features of his style: though Reger set some great poetry, he 

mostly chose his texts based on theme and poetic mood rather than for literary merit; his 

songs are usually through-composed, with experimental musical forms; he writes melodies 
                                                   
468 Fischer, 87-88. 

469 Kravitt, The Lied, 9. 

470 Ibid., 9. 
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Figure 17: Number of settings per poet set more than once. 

 

wandering “through rather than within keys”; and employs harmonies with restless 

chromaticism.471  The last two elements are illustrated in Example 17, which features 

tonicisations that help reinforce the contrast between the poem’s imagery of chaos and the 

peace of the cemetery.472  Other scholars reinforce the characterisation of Mercier and Nold, 

albeit more specifically.  Abraham claims that, like Mahler, Reger “took wild liberties with 

tonality but always left its pillars standing”.473  This is evident from Example 18 (on the next 

 

 
 

Example 17: Max Reger, Friedhofsgang, Op. 12, no. 1, bars 17-29.474 

                                                   
471 Furthermore, the tonality of Reger’s works frequently differs from the tonality implied by the key 
signatures (e.g. the lied Ich stehe hoch überm See).  Mercier and Nold, 1-2, 31. 
472 Ibid., 77. 

473 G. Abraham, “Apogee and Decline of Romanticism,” in The New Oxford History of Music: The Modern 
Age 1890-1960. Vol. 10, ed. M. Cooper (London: Oxford University Press, 1974), 16. 

474 Mercier and Nold, 77; M. Reger, Max Reger Sämtliche Werke.  Vol. 31.  Sologesänge mit Klavier I, ed. F. 
Stein (Wiesbaden: Breitkopf & Härtel, 1955), 31. 
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page), in which Reger creates a dense accompaniment to evoke the troubled dream state 

expressed in the poem: Mercier and Nold consider this song “a daring, experimental work” 

whose obscuring chromaticism places it on the edge of tonality.475  Parsons views the legacies 

of both Brahms and Wagner in the complexity of Reger’s accompaniments.476  Brody and 

Fowkes go further to explain the significance of Reger’s song accompaniments when they 

compare Reger with Schumann, asserting that both were first and foremost pianists and 

composers for the keyboard.477  The similarity between Schumann and Reger does not end 

there but is also noted in their approach to melodies, which are not tuneful and are constructed 

of fragments stringed across both voice and piano, as though “growing out of the other in a 

reciprocal arrangement”.478  Overall, it is apparent that Reger’s songs draw from the work of 

past lieder composers.  As Kravitt summarises, Reger was initially inspired by Wagnerian 

principles and later stimulated by Wolf into adopting and further developing the main tenets 

of New German aesthetics (e.g. “dramatic vocal lines, involved piano parts and complex 

harmony”).479  Reger’s body of songs is categorised as unconventional and very diverse in 

mood, subject and compositional style.  However, no study has yet explored the degree of 

influences in detail and this remains an avenue of further research. 

 

 
 

Example 18: Max Reger, Um Dich, Op. 12, no. 5, bars 14-16.480 

 

Although the “height of public enthusiasm for the lied occurred between 1900 and 

1914”, the genre and its meaning underwent a shift along with the social revolution 

culminating with the First World War.481  The new century dawned but unresolved and 

                                                   
475 Mercier and Nold, 80 

476 J. Parsons, "The Lied in the Modern Age," 283. 
477 Brody and Fowkes, 99-100. 
478 Ibid., 99-100. 
479 Kravitt, The Lied, 11. 

480 Mercier and Nold, 80; Reger, Max Reger Sämtliche Werke.  Vol. 31, 42. 

481 Up until 1914, song recitals (Liederabende) were enormously popular.  Kravitt, The Lied, 20. 
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controversial questions about the genre remained (see Figure 18).  These questions were an 

elaboration on the basic restrictions of the lied that had always existed, namely formal 

parameters and the aesthetic relationship of the music and the poetry.482 

 

Generic Integrity 

 When is a lied a lied? 
 Must a lied always be a musical setting of a German poem? 

Word-Tone Problem 

 How should words and music be unified? 
 Should music or poetry dominate? 

Tonality 

 Was tonality exhausted? 

 If so, what should replace it? 

 

Figure 18: Questions about the lied at the start of the twentieth century.483 

 

Contemporary critics greatly worried about the lied.  For example, in 1911 the critic 

Hermann Kretzschmar was worried that Wagnerian music drama was overly influencing the 

lied and that the resultant intricate accompaniment parts would obscure the vocal line, lead to 

dry and declamatory word-setting, and create an overall imbalance between words and 

music.484  Such a ‘modern’ song was, for Walter Niemann, another contemporary critic, one of 

“false pathos” and “exaggerated emotional and dramatic perception”.485  Kretzschmar offered 

only one solution, the same as Brahms a half-century earlier: a return to melodious writing in 

the folk style.486  The fin-de-siècle generation (Strauss, Mahler and Reger) all reflected this in 

their later years as they retreated from “the very aesthetic on which part of their early 

reputations as avant-gardists was based”.487 

Post-Romanticism and Expressionism were regarded as symbols of a bygone era, and a 

new aesthetic, a Neue Sachlichkeit (New Objectivity), that questioned contemporary life sought 

broad appeal: “the values of the entire society, not merely its music, are called into question, 

and so, too, is song as an agency of high culture”.488  The lied mirrored the collapse of the old 

                                                   
482 Glauert, 81. 
483 Parsons, “The Lied in the Modern Age,” 277. 

484 Parsons, “The Lied in the Modern Age,” 277. 
485 Ibid., 279. 
486 Ibid., 279, 284. 

487 Kravitt, The Lied, 28. 
488 A focus of inquiry was the effect of technology on contemporary life, particularly the following 
question: Does technology liberate or enslave?  Parsons, “The Lied in the Modern Age,” 286-287. 
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tradition embodying Romanticism.489  Although enthusiasm for the genre waned, it, 

paradoxically, began to be viewed by the younger generation of composers as a medium for 

the examination of social issues and a vehicle for the effect of social and political change.490 

 

5.5. Summarising Statements 

 

The German lied began to evolve at the close of the Baroque era, later becoming a favourite 

among German Romantic composers who developed it into a sophisticated and expressive 

genre, reflecting “the social aspirations that unified fin-de-siècle Germans” (i.e. liberalism, the 

revival and preservation of national tradition, and “artistic and intellectual independence above 

all else”).491  During the nineteenth century, “music and words were brought into a closer 

symbiosis than had generally existed before except in opera”; this was heightened in the lied, 

where the piano increasingly diverged from the role of the supportive accompaniment, and 

became “more expressive, even pictorial”.492  Although small in size when compared to the 

large genres, the lied became very dense in expression, mirroring the major trends of late 

nineteenth-century developments.493 

Reger was an active participant within his generation and, like his fin-de-siècle 

contemporaries, he considered his generation’s “harmonic and tonal innovations advances on 

tradition”, whereas “critics deemed them breaches”.494  Ironically, at the close of the nineteenth 

century, passionately Wagnerite critics (“conservative, narrow Wagnerians” who saw in 

Wagner’s music a model of how music should be) were very censorious of the New German 

Modernist generation (enthusiastic progressive Wagnerians whose innovative approaches 

were extensions of the advances of Liszt and Wagner).495 

However, as Kravitt notes, “despite vehement criticism that they had destroyed tonality, 

the composers carefully avoided a final break with tradition” and this is best reflected by the 

reaction of the New Germans to the lieder of Schoenberg, whose innovations “challenged the 

very foundation of inherited tradition”.496  Whilst Strauss, strictly opposed to “straining music 

beyond what he considered its limits”, wrote of Schoenberg that “it would be better for him to 

be shovelling snow than scrawling on music paper”, the confused Mahler was more diplomatic 

                                                   
489 Kravitt, The Lied, viii. 
490 Ibid., viii; Parsons, “The Lied in the Modern Age,” 287. 

491 Deathridge, 68; Samson, “Music and Society,” 34-35; Kravitt, The Lied, vii. 
492 Abraham, “Introduction,” xviii. 

493 Kravitt, The Lied, vii; J. Parsons, “Introduction: Why the Lied?” in The Cambridge Companion to the 
Lied, ed. J. Parsons, (Cambridge: Cambridge University Press, 2004), 3. 

494 Kravitt, The Lied, 12. 
495 Ibid., 10-12. 

496 Ibid., 14, 27. 
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and left judgement to younger generations: “I don’t understand his music, but he’s young and 

perhaps he’s right”.497  Ultimately, the lied, described by Parsons as “at once the most private 

yet universalising of art forms”, was one of the genres for which German composers were 

esteemed in the late nineteenth century.498 

 

                                                   
497 Ibid., 27-28. 

498 Parsons, “Introduction: Why the Lied?”, 3. 
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CHAPTER 6: MAX REGER’S LIFE & WORKS 
 

 

“Reger just simply happens to be complicated…” 

– Max Hehemann499 

 

The purpose of this chapter is to discuss Reger’s life and works with a view to highlighting the main 

formative influences on these.  The focus is on understanding the formative elements of Reger’s musical 

development and his subsequent artistic challenges.  Reger’s life easily divides into three time-periods.  

To facilitate orientation, a timeline of main events in Reger’s life is presented in Figure 20 and a 

relevant excerpt of his family tree is presented in Figure 21.  Section 6.1 discusses Reger’s first period, 

which encompasses his student years and ends in mid-1893, when Reger finished his studies.  Section 

6.2 discusses Reger’s second period, which involves his early professional years, up to 1902.  Section 6.3 

discusses Reger’s third period, which is heralded by the publication of Beiträge zur Modulationslehre 

(On the Theory of Modulation) in 1903, and concerns Reger’s later professional years, until his early 

death in 1916.  Section 6.4 presents summarising statements. 

 

6.1. The Student Years (1873-1893) 

 

Johann Baptist Joseph Maximilian Reger was born on the nineteenth of March, 1873, in the 

schoolhouse in Brand, in northern Bavaria (see Figure 19).500  He was the first of five children 

born to Katharina Philomena Reichenberger (1852-1911) and her husband Joseph Reger 

 

 
 

Figure 19: The schoolhouse in Brand.501 

                                                   
499 M. Hehemann, Max Reger: eine Studie über moderne Musik, mit einem Bildnis und vielen Notenbeispielen 
(Munich: R. Piper & Co., 1911), 53; “Sonatinas Op. 89,” in Max Reger (G. Henle Verlag) Date Accessed 4 
March 2017 http://www.henle.de/en/detail/index.html?Title=Sonatinas+op.+89_469. 

500 Popp, Der Junge Reger, 21. 

501 “Origineller Einzelgänger zwischen Romantik und Moderne,” in Kultur, Mitteldeutscher Rundfunk. 
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Figure 20: Timeline of main events in Reger’s life. 
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Figure 21: Max Reger’s family tree502 

 

(1847-1905), an elementary teacher; unfortunately, only Reger and his sister, Emma (1876-

1944), survived infancy.503  Conforming to contemporary social conventions, the parents’ 

hopes were pinned on their only son, whose early life (from 1873-1895) was shaped by three 

distinct factors: Reger’s parents’ experiences and the values they instilled in him, his parents’ 

plans for his future (including his decision to become a musician), and his musical studies. 

Reger’s father, Joseph Reger, was musically talented but came from a poor working-

class family which could not afford a university education.504  Although skilled workers (such 

as Joseph Reger’s father, Georg Reger, a tailor) were more often organised in middle-class 

style associations and social clubs than isolated rural labourers, the vast regional diversity of 

Germany, combined with great differences in the pace of industrialisation, made it difficult for 

workers to develop a group-consciousness.505  Thus, the contemporary working class was 

generally fragmented, a situation made worse by workers’ usually poor education (e.g. Joseph 

Reger’s mother, Katharina Jakob, was illiterate), which contributed to their reluctance to 

assert themselves.506 

Despite having a proletarian surface organisation, the cultural ideals of the working 

                                                   
502 Acronyms are as follows: B = born, D = died, AD = adopted, EMP = employment, TI = title.  
Sources: “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp, Max Reger, 
25; Popp, Der Junge Reger, 21, 22, 24; Popp and Shigihara, 13, 22, 30. 
503 The Regers had three more sons, none of whom survived to adulthood: Theodor (d.1875), Alexander 
(d.1877) and Robert (d.1879).  Popp, Der Junge Reger, 24; Popp and Shigihara, 13. 
504 Popp, Der Junge Reger, 22. 
505 Ibid. 22; Sagarra, 221. 

506 Moreover, as observed by the mid-nineteenth century sociologist, W. H. Riehl, the prevailing 
atmosphere was one of fatalism and hopelessness as workers were aware “that their job could be filled 
tomorrow by a child and the following day by a new handle or screw”.  Popp, Der Junge Reger, 22; 
Sagarra, 218, 221. 
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class were middle-class in origin and, thus, the working class placed a greater emphasis on 

emancipatory ideals than any other strata of society.507  Consequently, it was a considerable 

achievement and social advancement for Georg and Katharina Reger (Max Reger’s 

grandparents) to have their four sons trained as school teachers, a position of respected civil 

service.508  This success, however, represented not only the elevation of the whole family up 

the social hierarchy and into the middle class, but also strongly affirmed the contemporary 

positivist view against entrapment in a social strata through birth into a particular social class.  

Furthermore, Reger’s mother, Philomena Reichenberger, came from a wealthy bourgeois family 

which went bankrupt in the 1860s, leaving her orphaned at the age of twelve, suffering from 

depression for the remainder of her life and, as a consequence, significantly emotionally 

dependant on her husband.509  Thus, it is very likely that the bourgeois “concept of continual 

self-improvement” was the primary message instilled in Reger by his parents.510 

Reger spent his childhood not in Brand but in nearby Weiden in der Oberpfalz 

(henceforth Weiden), a town of over four thousand inhabitants, and prosperous in trade and 

industry since the construction of a railway connection in 1863.511  The family moved to 

Weiden in 1874 to accommodate Joseph Reger’s promotion to teacher at the town’s 

Präparandenschule (elementary teacher training college), where he taught German, 

penmanship, geography, harmony, organ and piano to student teachers.512  Joseph Reger’s 

promotion only slightly enhanced the family’s income and lower middle-class status, and the 

family’s financial situation still did not make university education a viable option.  Thus, 

Reger’s parents (see Figure 22 on the next page) were determined that he should follow in his 

father’s footsteps and become an elementary school teacher. 

Reger did not initially oppose the career laid out for him.  His parent’s plan was well 

founded as Reger would not have to travel or board in order to attend a Präparandenschule, and 

it was a field known to his father and in which he had achieved success.  Furthermore, 

elementary school education in the German Empire was entrenched in government policy and 

was compulsory, therefore, teachers had the status of public servants and employment stability 

was likely.513  After the 1848 revolution, the King of Prussia, Wilhelm IV, regressed the 

hitherto progressive Prussian education system to eighteenth-century standards so that it was 

run by the Church as follows: 

 

                                                   
507 Mommsen, 123. 

508 Popp, Der Junge Reger, 22. 
509 Ibid., 22. 
510 Dickinson, 172. 

511 Popp, Der Junge Reger, 24-25. 

512 Nipperdey, 169; Popp, Der Junge Reger, 22, 28. 

513 Gruhn, 46. 
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The one-class rural elementary school became the standard.  Everything beyond 
reading, writing, little arithmetic, and religious instruction in strict accordance with the 
creeds of the Church, was considered as not necessary and therefore not allowed.  The 
elimination of illiteracy, the creation of obedient citizens, and the nationalizing of 
education became the aim of these schools.514 

 

In 1866, Bismarck took control of the education system into State hands and imbued 

elementary education with a modernising focus, whilst keeping the nation-building purpose.515  

Elementary education conveyed content, ideas and concepts that connected everyday reality 

with contemporary culture and spirit (Zeitgeist), thus developing the new national identity of 

Germany.516  Believed to form the mind, personality and character (Charakterbildung), music 

was considered an important general technical skill akin to calligraphy (i.e. not an artistic or 

academic skill).517  The purpose of it being taught was to imprint the new, official culture 

through the singing of patriotic songs in order to “establish a sense of national identity among 

students and to imbue them with feelings of patriotism and loyalty”.518  Overall, becoming an 

elementary school teacher would have been a difficult life and would not have made Reger 

rich, but it would have secured his future and given him a stable, and respected, place in 

society. 

 

 

 
Figure 22: Reger and his parents in 1876.519 

                                                   
514 Ellis et al., 12. 
515 Ibid., 12. 
516 Gruhn, 51-52; Nipperdey, 171. 
517 Gruhn, 52. 
518 Ibid., 52. 

519 “Origineller Einzelgänger zwischen Romantik und Moderne,” in Kultur, Mitteldeutscher Rundfunk. 
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With a career goal firmly in mind, Reger’s parents carefully guided his education.  His 

mother taught him to read and write before the start of school so that he could be upgraded to 

the second grade after attending first grade for only a few weeks.520  Upon completion of 

elementary school, Reger attended a Realschule (four-year secondary school) from 1882-86 and 

graduated with excellent marks.521  The Realschule, then as now, emphasised a practical, 

contemporary, but not classical, curriculum, so Reger would have had to complete another two 

years of schooling at a Gymnasium (academically-oriented high school) to be eligible for 

university entry and a future academic career.522  In 1886-1889, he completed three years of 

study at the Präparandenschule, at which point he took the entrance examination into a two-

year teacher training seminar, but never began this course of study.523 

Reger’s musical development progressed concurrently with his schooling.  From five to 

nine years of age, he studied piano under his mother’s guidance, before becoming a student of 

Adalbert Lindner (1860-1946), a former student of his father’s from the Präparandenschule.524  

Reger’s musical education was initially based on the needs of his progress on the piano and 

organ.  Though Lindner’s practical pedagogical approach emphasised the acquisition of 

technical foundations through the study of J. S. Bach, Beethoven and Brahms, Reger’s letters 

leave details of exposure to works for piano (both originally composed for piano and 

transcriptions for piano) by a large variety of eighteenth- and nineteenth-century 

composers.525  Lindner’s philosophical advice to Reger, when the latter expressed virtuosic 

pianistic ambitions, is significant: it is neither possible nor necessary to learn everything and 

“intensive study of these works with which you are sympathetic will lend growth to and enrich 

your life”.526 

Between 1886-90, Reger deputised for Lindner as organist at the church of St. Michael, 

where Lindner was also choirmaster.527  Lindner described Reger’s early style as bold and 

                                                   
520 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp, Der Junge Reger, 
27. 

521 Reger was particularly good at mathematics.  Popp, Der Junge Reger, 27; Popp and Shigihara, 13; 
Williamson. 
522 Popp, Der Junge Reger, 28. 

523 Upon graduation from the latter, Reger would have been qualified for an assistant teacher position, 
teaching classes of 100 students, on average!  Ibid., 27-28. 

524 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp, Der Junge Reger, 
25, 28. 
525 The composers whose music formed part of Reger’s piano education include: Domenico Scarlatti 
(1685-1757), Georg Frideric Händel (1685-1759), C. P. E. Bach (1714-88), Muzio Clementi (1752-1832), 
W. A. Mozart (1756-91), Johann Baptist Cramer (1771-1858), Carl Czerny (1791-1857), Ignaz 
Moscheles (1794-1870), Henri Jérôme Bertini (1798-1876), Fryderik Chopin (1810-49), Robert 
Schumann (1810-56), Franz Liszt (1811-86), Wagner, Stephen Heller (1813-88), Adolf von Henselt 
(1814-89), Joachim Raff (1822-82), Julius Schulhoff (1825-98), Eduard Mertke (1833-95), and Hugo 
Riemann (1849-1919).  Allinger, 49; Popp, Der Junge Reger. 
526 Allinger, 49. 

527 Ibid., 49; Popp, Der Junge Reger, 28. 
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influenced by Wagner, with thick textures and abundant in “experimental harmony”.528  

Indeed, Reger’s “fascination with chromaticism” and his “love for the organ’s contrapuntal 

possibilities and improvisatory freedom” remained constant aspects of his artistic life.529 

St. Michael’s was the only church in Weiden at that time and had been used by both the 

Catholic and the Protestant populations for services since 1663.530  The Catholics were a 

segment of society disproportionally under-represented in German educational and cultural 

activities despite representing a majority of the population of the south-German states (such as 

Bavaria).531  This position of disadvantage was supported by government policy and specially 

cultivated by Bismarck via his Kulturkampf (Struggle for Culture).532  The friction between the 

State and the Catholic church in Germany occurred in the second half of the nineteenth 

century as a result of Bismarck’s efforts to isolate mainly Catholic ethnic minorities, and thus 

undermine the power of Catholic political forces.533  Weiden’s religious flexibility was, 

therefore, counter to the political trend.  As organists, Lindner and Reger played for both the 

Catholic and Protestant services – a notable point in light of the Catholic Reger’s lifelong 

interest in the Protestant chorale, of which he wrote a number.534 

In August 1888, while on end-of-year holiday from the Präparandenschule, Reger 

accompanied his uncle and godfather, Johann Baptist Ulrich, a great admirer of Wagner, to the 

Bayreuth Festival, where he saw the operas Die Meistersingers von Nürnberg and Parsifal.535  

Reger had, up until then, only ever heard non-piano instrumental works through the medium 

of the piano arrangements that he played, so the experience of opera overwhelmed him and, as 

he later recalled, profoundly shocked him into a resolve to compose: “when, as a 15 year old 

boy, I heard Parsifal for the first time in Bayreuth, I cried for 14 days, and then I became a 

musician”.536 

Incidentally, Reger’s reaction was remarkably similar to Wagner’s reaction upon the 

latter’s hearing of Beethoven’s seventh symphony for the first time, at age fifteen.537  Wagner 

                                                   
528 C. Anderson, “Max Reger (1873-1916),” in Twentieth-Century Organ Music, ed. C. Anderson (New 
York: Routledge, 2013), 77-78. 
529 Smith, 13. 

530 It was not until November 1900 that the Catholic church of St. Joseph was completed.  Popp, Der 
Junge Reger, 25. 
531 Mommsen, 122-123. 
532 Ibid., 122-123. 

533 To these ethnic minorities (Poles, French, Danes, etc. present in Germany) Bismarck added the 
German Social Democrats as his targets: “I regard them all as aliens, and their treatment is a matter of 
war”.  Kurtz, 66. 
534 Popp, Der Junge Reger, 25. 

535 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp, Max Reger, 25; 
Popp, Der Junge Reger, 9, 28, 36. 
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recalled that the performance had an “indescribable effect on him”, forever linking, in his mind, 

Beethoven’s dramatic music with Shakespeare’s dramatic expression: 

 
I soon conceived an image of him [Beethoven] in my mind as a sublime and unique 
supernatural being, with whom none could compare.  This image was associated in my 
brain with that of Shakespeare; in ecstatic dreams I met both of them, saw and spoke 
with them, and on awakening found myself bathed in tears.538 

 

Wagner paid enduring respect to these two artistic figures, so much so that, from the very 

beginning of his creative life, he placed himself “in a line of succession that ran through 

Aeschylus, Shakespeare, Goethe and Beethoven”, and it was his ambition to “be proclaimed the 

rightful heir to the symphonic tradition embodied in Beethoven”.539  Notably, a similar, desired 

inheritance and recognition was paralleled by Reger, who sought to become the next 

representative of absolute music in the Beethoven-Brahms tradition.540 

Upon his recovery from the experience at the opera, Reger began composing the 

Overture in B minor in the style of Wagner, which he undertook in secret, with Lindner’s help, 

in order not to further alarm his parents (to whom he had earlier declared his intentions to 

become a musician).541  After Reger finished the work in November, 1888, Lindner sent it, with 

an accompanying letter, to prominent musicologist Hugo Riemann, who critiqued it and 

outlined a developmental path.542  Riemann specifically noted that he believed Reger has talent 

but needs to learn much and advised study of not only his own theoretical treatises, but also 

that of Adolf Bernhard Marx (1795-1866), in addition to the works of J. S. Bach and 

Beethoven.543  Riemann was predominantly worried that Reger did not write true melodies, 

and instructed Lindner to set him to work on composing songs and chamber pieces in order to 

practice writing something longer, and more developed, than four-bar motifs.544  Notably, he 

stated that ‘Bayreuth is poison for him’, a view that Kravitt aligns with the predominantly 

conservative aesthetic leaning of contemporary musical academics, when “instructors regarded 

compositions by students that betrayed Wagner’s influence as ‘life threatening’ ”.545 

Reger took this advice and wrote several works between 1888-1889 (see Appendix 3, 

section A).  The Scherzo in G minor (for string quintet and flute) was written during the 

                                                   
538 Ibid., 5, 34. 
539 Ibid., 124; Millington. 
540 Brinkmann, 638; Dixon; Smith, 21. 

541 Popp, Der Junge Reger, 41. 

542 Ibid., 41. 

543 The treatises recommended by Riemann were: his Lehrbuch des einfachen, doppelten und imitierenden 
Kontrapunkts (1888) and Katechismus der Kompositionslehre (1889), and Marx’s Die Lehre von der 
Musikalischen Komposition (1847).  Ibid., 41-42. 
544 Ibid., 42. 

545 Ibid., 42; Kravitt, The Lied, 27; Popp and Shigihara, 52. 
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winter of 1888-1889 and is the earliest of Reger’s works available (his first work, the Overture 

in B minor, is lost), clearly displaying his efforts to sustain clarity of expression, despite only 

writing varied motifs and no true melody as desired by Riemann (see Example 19).  Nine 

months later, in September 1889, Reger finished the first movement (sometimes titled 

Harmonie Funèbres) of the Piano Quintet in C# minor (also known as the Fantasy in C# minor).  He 

had much progressed and the increased fullness of texture is immediately apparent, as he 

balances his instrumental forces well and retains clarity of expression (see Example 20 on the 

next page).  Furthermore, though his melodic writing had become less disjunct, his melodies 

were still simple and generally not longer than four bars. 

Riemann’s assessment of Reger’s talent, in addition to an assessment by Professor 

Joseph Rheinberger of the Akademie der Tonkunst in Munich, swayed Reger’s parents and, from 

1890-1893, Reger undertook musical studies under Riemann.546  Reger was Riemann’s 

counterpoint pupil first at the Sondershausen Conservatorium (from April to July 1890), then 

at the Fuchs Conservatorium in Wiesbaden (from September 1890), where Riemann 

transferred and enabled Reger to be employed as a piano and organ tutor in order to pay for 

his tuition.547  At that time, such musical institutions were “strongholds of conservatism”, 

staffed by professors of composition that reacted negatively to modernism.548  Accordingly, 

over the course of this period of study, Reger focused on the works of J. S. Bach and Beethoven 

 

 
 

Example 19: Max Reger, Scherzo, bars 229-240.549 

                                                   
546 Popp and Shigihara, 15. 

547 From the 1891-1892 school year, Reger was also appointed a theory teacher.  “Curriculum Vitae,” in 
Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp and Shigihara, 15;Williamson. 

548 Kravitt, The Lied, 27. 

549 Reger, Max Reger Sämtliche Werke. Vol. 38, 66. 
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Example 20: Max Reger, Piano Quintet in C# minor, bars 48-50.550 

 

and composed mostly songs and works for piano (see Appendix 3, section B).  Apart from 

carefully guarding the musical material Reger was exposed to, Riemann was influential in one 

particularly significant way: he fully ingrained into Reger an ideal of art that placed work ethic 

(Ethos der Arbeit) above the Romantic notion of the inspired genius.551  This is evident from 

Reger’s letter to Lindner from February 1893, wherein he writes: 

 
Further, I ask that you no longer use the expression “genius”.  …I do not believe in 
genius, rather only in steady, hard work.552 

 

Therefore, art was the product of hard work, like all else in contemporary industrialised 

Germany. 

Nevertheless, Riemann was an enthusiastic supporter of his young student and friend, 

and helped Reger take a step further towards establishing himself as a composer.  It was on 

Riemann’s recommendation that, in 1892, the Augener Publishing Firm visited Wiesbaden 

from London to hear Reger’s Violin Sonata no. 1, Op. 1 (1890), and a seven-year contract was 

concluded.553  Although the work is imitative of the styles of some of the great composers 

                                                   
550 Reger, Max Reger Sämtliche Werke. Vol. 38, 73. 

551 The Ethos der Arbeit is defined by Burnett as “a work-ethic that stipulated continual practice of 
craftsmanship to the end that every aspect of compositional technique might be assimilated and made to 
function instinctively”.  J. Burnett, “Max Reger: A Centenary Appraisal,” Your Musical Cue 1, no. 2 
(1973), 13; Popp and Shigihara, 16, 52. 

552 Anderson, Selected Writings of Max Reger, 14. 

553 By the start of the year 1893, Augener lists Reger’s Opp. 1-5 in its catalogue.  Allinger, 50; 
“Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Williamson. 
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(e.g. Beethoven and Brahms), and the piano part is certainly more idiomatic than the violin 

part, it displays the elements of Reger’s style that he would later develop more fully, including 

“musical themes that are not so much linked together as developed ‘in themselves’” (see 

Example 21).554 

However, cracks soon began to emerge in Reger’s relationship with both Riemann and 

his publisher.  As Smith notes, Riemann did not fully embrace Reger’s developing 

compositional style, considering the “combination of Baroque and Romantic elements within a 

 

 
 

Example 21: Max Reger, Violin Sonata no. 1, Op. 1, mvmt. 4, bars 1-20.555 

                                                   
554 J. Schaarwächter, Max Reger Complete Works for Violin and Piano. Complete Cello Sonatas (CPO 555 
062–2, 2016, booklet accompanying compact disc), 44. 

555 M. Reger, Max Reger Sämtliche Werke. Vol. 19. Werke für Klavier und Streicher, ed. G. Sievers 
(Wiesbaden: Breitkopf & Härtel, 1958), 21. 
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single piece” to be illogical.556  Furthermore, Reger’s Cello Sonata in F minor, Op. 5, was 

particularly difficult for Riemann to understand, whilst his publisher began to request more 

sellable (and thus easier) works – a request with which Reger attempted to comply by 

composing the Walzer-Capricen, Op. 9.557 

 

6.2. The Early Mature Years (1893-1902) 

 

Upon the successful completion of his studies, Reger (see Figure 23) remained a teacher at the 

Fuchs Conservatorium in Wiesbaden, gave private piano lessons and occasionally wrote 

reviews for the Allgemeine Muzik-Zeitung.558  This latter activity worried Riemann as the 

journal had a reputation for being the “mouthpiece of opinion for the New German School”, 

the dominant aesthetic ideal of the time.559  Therefore, he viewed Reger’s involvement as a 

departure from their “common artistic idea” rooted in the Brahmsian style.560  The relationship 

with Riemann was further put to the test as Reger, who had “perceived Riemann’s system to 

be rather restrictive and therefore broke free from it in search for his own harmonic 

vocabulary”, tried to repress the influence of Brahms on his music and broaden his musical 

horizons through self-study (particularly of the music of Liszt, a composer not approved of by 

 

 
 

Figure 23: Reger in 1891.561 

                                                   
556 Reger, however, always maintained a “high opinion of his work”, considering it “well-planned and 
perfectly logical”.  Smith, 13, 21. 

557 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
558 One of Reger’s private students was his future wife, Elsa von Bercken (1870-1951, neé von 
Bagenski), living in Wiesbaden with her mother.  Ibid.; Popp and Shigihara, 16. 

559 Burnett chronicles that the New German School was “founded by Liszt, personified by Wagner, and 
guided throughout Reger’s life by Strauss”.  It favoured genres such as the tone poem and the music 
drama (i.e. programmatic music).  Burnett, 12-13; Popp and Shigihara, 16. 
560 Popp and Shigihara, 16. 

561 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 



Chapter 6: Max Reger’s Life and Works 

 

124 

Riemann).562  The situation was ultimately mitigated by Riemann’s departure to take up a 

lecturing post at the University of Leipzig in 1895.563 

Wiesbaden, an international spa destination, was, at that time, influenced by Imperial 

Court culture, due to Emperor Wilhelm II’s regular summer visits.  As Berlin, the seat of the 

Imperial power, was not, at that time, a source of distinctive cultural products – and those 

responsible for official government policy on matters of art, culture and music remained aloof 

from actual developments in these fields – Emperor Wilhelm II, struggling to find a 

constitutionally acceptable outlet for ‘personal rule’, eventually identified state promotion of 

the arts and sciences as his ideal niche.564  The Emperor viewed himself as Germany’s supreme 

arbiter in these fields and dominated the capital’s, and thus Prussia’s, official position on art 

and taste, stating that: 

 
Art which transgresses the laws and limits laid down by me can no longer be called 
art…  If, as so often happens nowadays, art merely makes misery look more loathsome 
than it already is, then it is sinning against the German people.  The nurture of the 
highest ideals is also the highest form of cultural endeavour…565 

 

Consequently, the Emperor’s views did not foster the development of a “modern and 

variegated” culture in Berlin.566  Wiesbaden, previously the capital city of the Duchy of Nassau 

(annexed by Prussia in 1866), was the recipient of much financial investment from the 

Emperor and would not likely have risked its Imperial connections.567  Therefore, the cultural 

products available in Wiesbaden would, inevitably, have been acceptable in the Emperor’s 

view.  These circumstances would have had, at the very least, an indirect impact on Reger’s 

cultural development over the course of his eight years in Wiesbaden. 

Despite his enthusiasm and meteoric rise, Reger felt himself derailing.  Notwithstanding 

the many works that he wrote in this period (see Appendix 3, Section C), Reger was unable to 

compose as much as he would desire and was exhausted, first by relentless teaching hours, 

then a year of military service in 1896-1897.568  In November 1896, only one month into his 

                                                   
562 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp and Shigihara, 
52;. Lin, 5 

563 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp and Shigihara, 52; 
Williamson 
564 Mommsen, 119, 131. 

565 Excerpt from Emperor Wilhelm II’s speech at the opening, in 1901, of the Siegesallee (Victory 
Avenue) in Berlin.  Kurtz, 74; Mommsen, 131-133. 

566 Eventually, the increasing divergence between Prussian attitudes and that of the other German 
states led, in 1904, to a debate, the result of which was the weakening, and eventual collapse, of official 
policy towards the arts: “We gratefully decline to have a republic of the arts with Wilhelm II at its 
head” (excerpt from the debate speech of the Social Democrat deputy).  Mommsen, 130, 134, 136. 
567 Müller, 18. 

568 In June 1896, Reger wrote to his superior at the Wiesbaden Conservatorium, outlining his 
unsustainable teaching hours: “…for as many as three or four days a week I eat my first meal of the day 
at 9 o’clock in the evening.  I teach, for example, from 9 o’clock in the morning until 2 o’clock and from 
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service, he wrote: “I won’t be discouraged; I live and die for my holy, supreme art – and if I 

don’t get recognition, so I shall be simply buried”.569  He was depressed and, eventually, 

suffered a physical breakdown.570  Although his health eventually stabilised, Reger’s final years 

at Wiesbaden were more notable for his cultivation of personal and professional contacts (he 

managed to meet a variety of musicians, including Strauss, Eugene d’Albert, Pfitzner and 

Ferrucio Busoni).571  Reger also met the organist Karl Straube (in 1897), who became one of 

his lifelong friends and regularly performed his organ works, although not always to a 

successful critical reception.572  One such case was the premiere of the Organ Suite in Berlin in 

March, 1897, when, as Reger recalled in his letter to Lindner in April, the critics loved the 

playing but hated the work: 

 
Someone writes that I am the social democrat among the contemporary composers; for 
what I want would only be the overthrow of all musical relationships.  I, the most 
fervent admirer of J. S. Bach, Beethoven and Brahms, am hence supposed to preach 
revolution.  What I want, however, is only a further development of this style.573 

 

In early 1898, Reger, wishing to leave Wiesbaden, applied to orchestral conducting 

positions in Heidelberg and Bonn.574  Despite having significant positive references (e.g. from 

Busoni), Reger was unsuccessful – a failure further reinforcing the dependence on alcohol that 

he had acquired in 1894 as the result of an unhappy love affair.575  In addition, Reger had 

become significantly indebted since the time of his military service (conscripts were expected 

to finance their own outfitting) and, during service, he had also acquired a recurrent ulcer on 

his neck.576  His parents, unsuspecting of the true nature of their son’s financial and health 

problems, believed his behaviour to be symptomatic of megalomania and dismissed him as a 

failure.577  Reger’s sister, however, recognised that he needed help and was, eventually, 

successful in convincing him to return, in June, to his parents’ Weiden home to convalesce.578 

                                                                                                                                                     
2:30 until 8 o’clock.  Please believe me when I say that any individual will break under this strain.”  
Allinger, 50; “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Williamson. 
569 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
570 Ibid.; Williamson. 
571 Bohnenstengel, 8; Williamson. 
572 Williamson. 
573 Popp and Shigihara, 18; Williamson. 
574 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
575 Ibid. 

576 Ibid. 

577 The reaction of Reger’s parents was conventional and is an example of the expectations placed on 
sons to become financially successful, independent adults capable of supporting their own family.  This 
pressure to become a ‘man of means’ would have been exceptionally strong in Reger’s case as he was his 
parents’ only son.  Ibid.; Kramer, 189. 

578 Allinger, 50; “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); 
Williamson. 
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Whilst in Weiden, Reger spent much time with his former teacher, and lifelong friend, 

Lindner.579  In the tradition of Bildungsreise (self-improvement through education), he also 

became an avid reader – particularly of dramatic literature – which provided many of his 

future song lyrics.580  In 1898, Reger finished the Piano Quintet in C minor, Op. 64, a chamber 

work strongly exhibiting the influence of orchestral-style writing (see Example 22 on the next 

page), as described by Abraham: 

 
…although orchestral writing did not always originate in purely orchestral thinking, 
this was perhaps the last great age of orchestral composition, distinguished by the hectic 
colouring of decadence.  The orchestra… was the favourite medium of the later 
romantics…  [It] influenced even their chamber-music and piano-music.  Their 
characteristic chamber works are those which seem to aspire to the condition of 
orchestral music…581 

 

While studying under Riemann, Reger had composed much chamber music – “a genre for 

which he retained a lifelong predilection” – but his prolific composing in Weiden “marked the 

climax of his output for organ, indicative of an increasing preoccupation with the Protestant 

chorale” (see Appendix 3, section D).582  The success of Straube’s performance, in late 1898, of 

Reger’s choral fantasia, Ein’ feste Burg ist unser Gott, Op. 27, finally established Reger’s name.583  

It also unleashed, from Reger, a torrent of big organ works, through which he developed his 

“personal organ style” characterised by a fusion of highly expressive chromatic musical 

language with the compositional technique of Bach.584  Also during this time, Reger broke 

away with his publisher (Augener) and, with the help of Strauss, became represented by 

Leipzig publisher Forberg and Munich publisher Joseph Aibl; as thanks, Reger dedicated his 

Fantasia and Fugue in C minor, Op. 29, to Strauss.585  Furthermore, the Fantasy and Fugue on 

B-A-C-H, Op. 46 (1900), brought Reger to the attention of the international organ community 

and the publisher C. F. Peters.586  Overall, the Weiden years represented not only a physical 

and emotional recuperation for Reger, but also an artistic and financial one, as he developed 

his craft, earned enough to repay his debts from Wiesbaden, and fell in love with his former 

pupil Elsa von Bercken whilst on holiday with her family in June 1899.587 

                                                   
579 Allinger, 51. 

580 Lesnie defines Bildungsreise as “the German journey of self-enrichment through immersion with 
literature, history and philosophy”.  M. Lesnie, “The Universe According to Strauss,” Limelight 
(February 2014), 39; Mercier and Nold, 1; Orlow, 4. 

581 G. Abraham, “The Reaction Against Romanticism: 1890-1914,” in The New Oxford History of Music: 
The Modern Age 1890-1960, Vol. 10, ed. M. Cooper (London: Oxford University Press, 1974), 67-68. 

582 Williamson. 

583 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp and Shigihara, 18. 
584 G. Abraham, “Apogee and Decline of Romanticism,” 14. 

585 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 

586 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 

587 Elsa von Bercken was recently divorced and rejected Reger’s marriage proposal.  Ibid. 
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Example 22: Max Reger, Piano Quintet in C minor, Op. 64, mvmt 2, bars 30-37.588 

 

                                                   
588 M. Reger, Quintett für Pianoforte (Leipzig: C. F. Peters, 1902), 46. 
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In 1901, Reger began to feel artistically constrained in Weiden and convinced his 

parents to retire to Munich, where his music (e.g. the Violin Sonata, Op. 41, and the Fantasy 

and Fugue on B-A-C-H, Op. 46) had previously been performed to positive reviews.589  There, 

he became very socially active and devoted much energy to making new musical contacts 

whilst also composing prolifically (see Appendix 3, section E), teaching theory and piano 

privately, and performing as a chamber musician and accompanist (an activity that he would 

continue for the remainder of his life).590  It is at this time that Reger fully developed his style 

of notation, specifically his “profusion of interpretative markings”, which Anderson ascribes to 

his training in preparation for elementary school teaching (i.e. the use of repetition and 

“punctilious guidance” in order to ascertain that he is being understood), further adding that: 

 
The overt didacticism of Reger’s scores could be contained no better than that of his 
writing, even though their author aimed at a Mozartian transparency of communication 
in both.591 

 

Abraham notes that Reger’s “view of music as a craft rather than a language of subjective 

expression” was not Romantic, but adds that: 

 
…as an artist of his time he could not escape romanticism… His concept of Bach, 
common to his contemporaries, was a romantic conception and his own organ 
compositions on chorales, above all the three Phantasien, Op. 52 (1900), are highly 
romantic, not to say programmatic.592 

 

With Busoni, Reger shared the view that Bach must be “rescued from the dry-as-dust 

academics and presented to the public in contemporary terms” and both Reger and Busoni 

created piano transcriptions of Bach’s works.593  The “monumental style of the piano-writing” 

of these transcriptions then heavily influenced both composers’ own works.594  For Reger, this 

historicist modernism involved “reviving solo violin works and the use of Baroque preludes 

and fugues, passacaglia, choral fantasias, and choral cantatas”.595  For example, the Variationen 

und Fuge über ein Thema von Johann Sebastian Bach, Op. 81, contains a Monumentalfuge in which 

he “presents both first (right hand) and second (left hand) subjects not simply combined but 

                                                   
589 Ibid. 
590 Williamson. 

591 Anderson, Selected Writings of Max Reger, xxv. 

592 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp and Shigihara, 21. 
593 Abraham, “The Reaction Against Romanticism,” 82-83. 
594 Ibid., 82-83. 

595 Frisch defines historicist modernism as “music written in the years around 1900 that derives its 
compositional and aesthetic energy not primarily from an impulse to be New, but from a deep and 
sophisticated engagement with music of the past”.  Frisch, “Reger’s Bach and Historicist Modernism,” 
296; Y. H. M. Lie, “Musical Quotation and Influence: a Study of Works by Eugène Ysaÿe and Max 
Reger drawing on the Music of J. S. Bach and Violinists of the Early Twentieth Century” (DMA, 
Indiana University, 2013), 62. 
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with typically thick harmonies” (see Example 23).596  Moreover, Reger ends all his sets of 

variations with fugues that begin “almost inaudibly and end with a triple forte”, and which 

contain “highly Romantic changes of tempo” and many interpretation marks.597 

 

 
 

Example 23: Max Reger, Variationen und Fuge über ein Thema von Johann Sebastian Bach,       
Op. 81, bars 380-381.598 

 

The downside of Reger’s greater visibility and popularity was his increasing 

vulnerability to attacks from critics, who branded him a “progressive radical”.599  The change 

in directorship of the Munich conservatory in 1902 may have been a contributing factor as, 

whilst the new director, Ludwig Thuille (1861-1907), was a “moderate adherent of New 

German modernism”, his attitude towards Reger was hostile.600  Overall, despite its greater 

cultural pace, Reger found Munich’s musical scene strongly under the influence of Wagner 

supporters and not always open to his music: on one hand, his Clarinet Sonata, Op. 49, no. 1, 

was praised for its “impressionistic sound sensuality” whilst, on the other hand, his Symphonic 

Fantasy and Fugue, Op. 57, was criticised as pathological in its ugliness.601  Both Reger and his 

growing group of supporters responded, the former himself becoming a blunt critic of his 

contemporaries and taking on the role of the defender of absolute music.602  On a more positive 

front, however, Reger continued courting Elsa von Bercken and eventually married her on 

December 7th, 1902, and presented to her the Zwölf Lieder für eine mittlere Stimme, Op. 66, as a 

                                                   
596 Abraham, “The Reaction Against Romanticism,” 83. 
597 Ibid., 85. 

598 M. Reger, Max Reger Sämtliche Werke.  Vol. 10.  Werke für Klavier zu zwei Händen, ed. G. Sievers 
(Wiesbaden: Breitkopf & Härtel, 1959), 142. 

599 These critics were particularly from the München Neueste Nachrichten and the periodical Kunstwart.  
Bohnenstengel notes that “the growing number of critics who attacked Reger’s work” is in itself an 
indication of his increasing popularity.  Bohnenstengel, 9; Botstein, 618; Williamson. 

600 Kravitt, The Lied, 27. 

601 Allinger, 50; “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); 
Williamson. 

602 Bittmann concludes that Reger deliberately pursued a “confrontational course” and that his goal was 
to become “an artist faithful only to his own aesthetic principles”.  A. Bittmann, “Brahms, Strauss, Sheep, 
and Apes: Reger’s “Heroic” Struggle with Tradition.” The Musical Quarterly 87, no. 4 (2004), 708; 
Bohnenstengel, 9; Brinkmann, 638; Williamson. 
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wedding gift.603  Unfortunately, the Protestant Elsa was neither welcomed by Reger’s strict 

Catholic parents, nor by the Catholic Church, which excommunicated Reger.604 

 

6.3. The Later Mature Years (1903-1916) 

 

In 1903, Reger’s Beiträge zur Modulationslehre (On the Theory of Modulation), was published by 

C. F. Kahnt and quickly became very popular.605  It contains, almost exclusively, musical 

examples of pivot-chord modulations with brief accompanying chordal analyses (using Roman 

numerals and letter names).606  Anderson believes that this form of presentation “betrays 

Reger’s reluctance to identify himself with the “rulebooks of academia” (he adds that Reger 

believed theory should follow practice), and summarises Reger’s opinion of musicology as: 

 
…an academic discipline that he consistently associated with creative bankruptcy and 
stagnant backwardness, removed from the practical “making” of music that stood, for 
Reger, at the heart of the matter.607 

 

Despite the book’s popularity, some critics wrote negative reviews of it, motivating Reger to 

vengefulness.  This took the form of the Violin Sonata in C major, Op. 72, which features 

musical themes that spell sheep (schafe) and apes (affe) (see Example 24 on the next page).608 

Reger also wrote essays such as Mehr Licht (More Light), published in the Neue Zeitschrift 

für Musik in March 1904, in which he defends himself against critic, and Wiesbaden classmate, 

Max Arend, by declaring: 

 
He writes that my little book can be designated as a practicum in the Riemannian theory 
of modulation and, therefore, as an exercise in Riemannian harmonic theory.  I cannot 
explain how the author arrives at this assertion, which is left unsubstantiated, since (1) 
in my little book I do not use the Riemannian nomenclature for chord designation: on 
the contrary, I employ throughout the tried and true system in general use [i.e. Roman 
numerals and letter names]… and (2) I designate the minor triad in the same manner as 
the rest of the musical world… 

                                                   
603 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp and Shigihara, 22. 

604 Allinger, 50; “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); 
Williamson. 

605 Grim considers Reger’s book to be a development on Riemann’s theoretical writings.  C. F. Kahnt 
replaced the publisher Lauterbach & Kuhn, who, in turn, had replaced the publisher Joseph Aibl on 
1/01/1903.  “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); W. E. Grim, 
Max Reger: A Bio-Bibliography (New York: Greenwood Press, 1988), 3. 

606 It is important to note that all of Reger’s Roman numerals are written in upper-case and are not 
reflective of chord quality.  Smith, 24. 

607 Reger asserted that musicology sought to “act prescriptively… rather than merely descriptively”.  
Therefore, Anderson notes that “Reger preferred to clarify his musical ideals not through theoretical 
essays, but rather almost solely through the medium of performance”.  C. Anderson, “Reger in Bach’s 
Notes: On Self-Image and Authority in Max Reger’s Bach Playing,” The Musical Quarterly 87, no. 4 
(2004), 750; Anderson, Selected Writings of Max Reger, xiv, xxxv-xxxvi. 

608 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
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…As much as I esteem Prof. Dr. Riemann, I regret that I cannot in any way 
regard his music-theoretical teachings as binding for me or as infallible.609 

 

In effect, Reger was asserting that “Riemann’s ideas could be transferred to Roman numeral 

notation without loss of integrity”, a view that piqued Riemann’s pride in light of his hope to 

instil his own analytical symbology as the common-use analytical notation.610  To Reger’s 

great distress, the book caused increasing estrangement from Riemann as his views on 

chromaticism, modulation and free counterpoint were at odds with his former teacher’s, who 

viewed the treatise as a personal betrayal.611 

 

 

  (a)   Bars 27-28: s-c-h-a-f-e       (b)   Bar 87: a-f-f-e 
 

Example 24: Max Reger, Violin Sonata in C major, Op. 72, mvmt. 1, schafe and affe.612 

 

The complexity of Reger’s music again became a problem for him – particularly in his 

relationship with his publishers.613  Reger’s compositional language, the result of his fusion of 

late-Romantic and Baroque techniques, was “of uncommon radicalism”, as is exemplified by 

Popp and Shigihara’s summary of his harmony: 

 
…while the individual chords follow the traditional construction in thirds, and while the 
progressions with some skill may be interpreted tonally, the power of the tonal center is 
suspended and the feeling of cohesion is shaken by the tempo of the changes.  One 
dissonance leads to another, suspensions remain unresolved, one modulation follows the 
other, transitions are flowing, the movement of the chromatic phrases is only brought to 
a standstill by infrequent points of rest.614 

 

                                                   
609 Anderson, Selected Writings of Max Reger, 15-16; “Curriculum Vitae,” in Max Reger (Max-Reger-
Institut Elsa-Reger-Stiftung). 

610 For an elaboration on Riemann’s goals, see Chapter 4 of this study.  Harrison, Harmonic Function in 
Chromatic Music, 297, 282. 
611 Allinger, 52-53; Williamson. 

612 M. Reger, Sonate (C dur) für Violine und Klavier, ed. T. Prusse (Berlin: Bote & Bock, n.d.), 3, 6. 

613 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 

614 Popp and Shigihara, 54. 
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At the same time, complexity in Reger’s music was not always a case of notes and the 

exploration of “harmonic expressiveness through remote chordal relationship”, since Reger 

also used tempo and dynamics as “form-building elements” to fundamentally regulate and 

structure works.615  Moreover, Smith points out that Reger used his “ever-present” 

counterpoint to help unify his works when “tonality became obscured by extended chord 

relations”.616  From 1904, however, whilst maintaining his usual frenetic pace (see Appendix 3, 

section F), Reger consciously attempted to compose less complex music, a choice that Kravitt 

ties to the achievement of artistic maturity: 

 
…Reger saw the error of his radical ventures and his allegiance to New German 
aesthetics.  He determined to proceed no further in blurring form but to aim for the 
converse: simplicity and formal clarity.617 

 

This turn to ‘less complex’ works began with Schlichte Weisen, Op. 76, which eventually grew 

to a six-volume collection of sixty lieder in total.618  Although Kravitt observes that few of the 

songs are strophic and most songs “still demonstrate extreme structural fluidity”, he notes 

that Reger attempted to achieve clarity in some of the songs via sharp contouring, specifically 

the use of “fermatas, breath pauses or rests to delineate the strophes”.619  One such song is 

Schlect’ Wetter (Bad Weather), Op. 76, Vol. 1, no. 7 and Example 25 illustrates Reger’s 

contouring of the last stanza. 

 

 
 

Example 25: Max Reger, Schlecht’ Wetter, Op. 76, Vol. 1, no. 7, bars 24-33.620 

                                                   
615 Ibid., 90; Smith, 20. 
616 Smith, 20. 

617 Kravitt, The Lied, 226. 
618 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 

619 Kravitt, The Lied, 227. 

620 M. Reger, Schlichte Weisen für eine Singstimme und Klavier, (Berlin: Bote & Bock, 1911), 18. 
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From 1905, there were positive developments professionally.  Reger’s friend, 

Felix Mottl, the new director of the Akademie der Tonkunst in Munich, appointed Reger as a 

teacher of organ, theory and composition on May 1st, 1905.621 Furthermore, Reger’s concert 

activities increased and he toured not only Germany, but also Austria, the Netherlands and 

Switzerland, which provoked jealousy in some modernist circles back in Munich and resulted 

in the end of some of his friendships.622  Soon after, when the periodical Die Musik asked 

musicians to respond to the question “What is Johann Sebastian Bach to me, and what does he 

mean to our time?”, Reger took the opportunity to also write about other themes, including 

“the nature of progress, the “illness” of contemporary musical culture, German nationalism” 

and – most pertinent to his circumstances – the “guilt of critics”: 

 

On Johann Sebastian Bach 
For me, Seb. Bach is the beginning and end of all music.  All true progress is based on 
and rests with him! 

What Seb. Bach means – pardon – ought to mean for our time? 
A most powerful and inexhaustible remedy not only for all those composers and 

performers who have become ill from “misunderstood Wagner,” but also for all those 
“contemporaries” who suffer from spinal atrophy of all kinds.  To be “Bachian” means to 
be proto-Germanic, unyielding. 

That Bach could be misjudged for so long is the greatest disgrace for the “critical 
wisdom” of the eighteenth and nineteenth centuries.623 

 

Frisch concludes that Bach became Reger’s “essential companion”; a foundation for the 

“composer who was plagued by self-doubt, was physically and psychically restless, suffered 

from alcoholism, and composed and performed with compulsive prolixity”.624 

Sadly, tragedy then struck Reger’s family when his father died on September 28th, 1905, 

leaving his mother and sister dependant on him.625  Soon after, in February 1906, Reger made 

his conducting debut, achieving success conducting his Sinfonietta, Op. 90, which had 

premiered, to a lukewarm reception, in October 1905.626  This step forward, however, only 

served to strengthen the growing enmities in Munich and, from that moment, future 

performances of Reger’s works were not immune to sabotage (e.g. organised hissing) – a 

situation that eventually undermined Reger’s health, causing his collapse in April 1906.627  

Reger’s workplace was also not immune to the growing hostilities, and tensions between 
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Reger and other staff members at the Akademie in Munich led to his resignation in July 

1906.628 

After his health recovered, Reger embarked on further successful touring, going as far 

as St. Petersburg in Russia.629  Although he complained much about touring, Reger believed it 

to be vital to the preservation of his legacy, as is evident from a letter to his publisher, 

C. F. Peters (December 1906), wherein he writes: “I must create a tradition, so that people will 

know how I want to have the works played!  And this tradition is absolutely necessary!”630  Reger 

also learned to strategically plan his programmes, at first performing less complex works in 

cities unfamiliar with his music in an effort to accustom the audience, before presenting his 

“uncompromising compositions which took consideration neither of listening habits nor of 

playability”.631 

In March 1907, the couple moved to Leipzig as Reger’s career progressed significantly.  

Legal scholar and university professor Adolf Wach (1843-1926) “had taken an interest in 

Reger’s music” and, as an influential member of the board of the Leipzig Gewandhaus, he was 

instrumental in appointing Reger to the posts of Director of Music at the Leipzig University 

and teacher of composition at the Königliches Conservatorium.632  In July 1907, he and Elsa 

adopted their first child, Christa, and the happiness of the family was complete when Reger 

was recognised as Germany’s leading composer, alongside Strauss.633 

Later in 1907, Reger became involved in an academic debate over musical progress with 

Riemann, who had prepared an essay, Degeneration und Regeneration in der Musik (Degeneration 

and Regeneration in Music), outlining his views on modern music (published in Max Hesses 

Deutscher Musikerkalender in 1908).634  Although the essay never once mentions Reger by name, 

the latter, who had obtained an advance copy, interpreted it “as a direct condemnation of his 

own music” and decided to publish his response (using the same title and answering Riemann 

point by point) before Riemann’s essay was published.635  In his essay, Riemann laments 

extensively on modern musical culture and complains that: 

 
The entire practice of music has taken on a public character and thus has been profaned. 

                                                   
628 It is notable that most of Reger’s students from the Akademie went to him for private tuition.  
Allinger, 52; “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Williamson. 
629 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung) 

630 The emphasis is Reger’s.  Anderson asserts that Reger attempted to create an idiosyncratic 
performance style for his music.  Anderson, “Reger in Bach’s Notes,” 750; Popp and Shigihara, 123. 
631 Popp and Shigihara, 125. 

632 Wach was the husband of Felix Mendelssohn Bartholdy’s youngest daughter, Lili Mendelssohn 
Bartholdy (1845-1912).  Allinger, 52-53; Anderson, Selected Writings of Max Reger, 76; “Curriculum 
Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Williamson. 
633 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp and Shigihara, 30. 

634 Anderson, Selected Writings of Max Reger, 35. 

635 Reger’s response to Riemann’s not-yet-published essay was published on 31/10/1907.  Ibid., xiv, 42. 
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No one any longer wants to hide his light under a bushel.  Even one who has achieved 
only modest results as a player, singer, or composer covets the laurel wreath…636 

 

He also deplores the artificial and exaggerated complexity of modern musical works, writing: 

 
It is now suddenly the sign of the times, if one wishes to be recognized by the upper 
10,000 of the musical world, to avoid natural simplicity and to attract attention to 
oneself through all sorts of exaggerations; difficult notation; technical impediments to 
performance; expansion of the orchestral corpus; amassing of simultaneous, 
interlocking, and confused melodic lines, as well as of blurred harmonies; all where 
possible with express reference to the most modern and extravagant products of poetry 
and painting.  … 

…  Since the deaths of Wagner and Liszt, there is on the side of the progressive 
party no authoritative personality who would be in a position to bridle the unchecked 
youth, no one who by decree and personal example would be able to demarcate the 
limits which ought not to be transgressed.637 

 

Riemann’s unflattering description of melodic lines is an allusion to Reger’s practice, which is 

to construct melodies of interlocking motifs, each devised “with a view to the number of 

harmonic alterations that it can be made to bring about in a polyphonic complex”.638  

Furthermore, the mention of Wagner and Liszt is interpreted as hypocritical by Reger (who 

well remembered having to hide his interest in the works of these composers during his 

student years) and he writes that: 

 
…it is really quite amusing that Herr Professor Riemann has suddenly declared 
Fr. Liszt, to whom he denied any actual creative talent, an authority for the impetuous 
younger generations…639 

 

Finally, Riemann posits Brahms’ example as the only remedy for the current situation, 

advising the following: 

 
Brahms began as an enthusiastic follower of the progressive efforts of the New German 
and gradually became a guardian of all traditions… 

…we would be thoroughly mistaken to search for the salvation of the immediate 
future’s music in an imitation of Brahms – but following him along the path of a 
thorough study of the ancients is in fact the way that will lead us out of the chaos of the 
present aesthetic.640 

 

This “suggestion that Brahms’s art and the aims of academia are cut from the same tree” 

                                                   
636 Ibid., 37. 
637 Ibid., 38-39. 

638 Reger thus never achieved to write the traditional melodies that Riemann desired of him, namely a 
“long-lined, autonomous unit that implies a particular harmonic support and that can be developed by 
changing only one of its components – harmony, rhythm, tempo, intervallic structure – at a time”.  
Burnett, 14. 

639 Anderson, Selected Writings of Max Reger, 47. 

640 Ibid., 40. 
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elicited a strong reaction from Reger, who positions musicology “directly across the trenches 

from the forces of progress”.641  Although Reger often “discusses the dangers of dismissing the 

past outright”, his argument is that progress must come from “innovation inspired by 

tradition” (such as in his essay Musik und Fortschritt (Music and Progress), published in 1907).642  

In particular, the assertion that musicology takes notice only of dead composers is an 

accusation that repeatedly arises in Reger’s writings, including Degeneration und Regeneration 

in der Musik, where he writes: 

 
Does he [Riemann] really live under the erroneous impression that we [the progressive 
composers] have sacrilegiously cast all the old masters overboard?  Or has it not yet 
become clear to him that every period must naturally have its corresponding artistic 
expression?  … 

…  I believe that my complete admiration of Joh. Brahms and my glowing 
veneration for the great old masters is too well known that I would need to emphasize 
this again in the present context.  But above all I protest here most energetically against 
the notion of Brahms as the complement to the historicizing endeavours of the 
musicology that has developed in the last decades!  …  It is well known that musicology 
only seizes on a great figure once the cool grass has at long last overgrown him.  Once 
about 100 or 200 years have past, only then is such an old master palatable.  Or does the 
affair lie differently in the Collegium musicum?643 

 

However, the central argument of Reger’s essay remains the defence of freedom of innovation 

for each successive generation of composers, whose fresh outlook he views as “the sole 

measure against actual decadence”, and he writes: 

 
Certainly, if the time were to come when the youth would lose their futuristically 
oriented ideals, so that they would not aim beyond the target – certainly, then would 
stand before us, as I have said, an irreparable degeneration in the very worst sense.  …  Did 
not the great ones appear to their time terribly “unbridled”? 

…And we living ones, who are no Beethoven, Schubert, Schumann, Wagner, 
Brahms, H. Wolf - we nevertheless do not allow ourselves to be bridled, we will not be muzzled 
and placed under musicological guardianship! 

…Only the individual, the mental capacity that emanates from an individual, is 
the guarantee of immortality.644 

 

Despite the bluntness of the exchange (from both sides), Reger does, unlike Riemann, 

acknowledge a sense of loss, noting: 

 

                                                   
641 Ibid., xxxv, 42. 
642 Ibid., 22. 

643 The Collegium musicum was the name of Riemann’s musicological research institute at the University 
of Leipzig, which “aimed at the revival of Baroque music by means of both performance and 
publication”.  The institute was named after the Leipzig Collegium musicum of J. S. Bach.  Anderson notes 
that, during his student years at the Wiesbaden Conservatorium, Reger was involved in Riemann’s 
historical concerts and that “he was not enthusiastic about the aims of historical performance”.  Ibid., 
48-49, 118. 

644 Ibid., 47, 50. 
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I deeply regret that I must place myself with my artistic convictions so much in 
opposition to the views of my former mentor, to whom I render the most thorough 
admiration as by far the most excellent theorist not only of our time, but also since 
Rameau!  But there is a great, if razor-sharp, difference between theory and the 
powerfully forward rushing quality in our music since Liszt and Wagner!645 

 

Notwithstanding the differences between Reger and Riemann, Lin asserts that, whilst 

searching for his “own harmonic vocabulary”, Reger formulated his “five laws of harmony”, 

which are “readily evidenced in his music” and clearly display Riemann’s influence.646  

Ultimately, the relationship between Reger and Riemann, which had been fragmented as early 

as 1895, could not be saved.  Later, Reger reflected on this in a letter, writing that his goals 

differed so fundamentally from Riemann’s that they would “never find common ground 

artistically”; he even attempted a reconciliation but it was not successful.647 

Concerning the rift between student and teacher, Anderson believes two related points.  

Firstly, he believes that Reger “received Riemann’s methodologies as too pedantic” and one-

sided in terms of style (i.e. Brahms over Wagner).648  Secondly, Anderson argues that, on 

balance, Reger could not divorce the memory of Riemann from his negative formative 

experiences, and summarises Reger’s perspective as follows: 

 
It is clear that [Reger] associated the 1890s not only with the positive outcomes of 
having gained a solid compositional technique and a personal style, both because of and 
in spite of Riemann’s tutelage, but also with extreme professional disappointment and 
the ultimate ruination of his mental and physical health.  All of this, positive and 
negative, was the result of having traversed the halls of Riemannian Wissenschaft in the 
first place, and Reger’s lifelong conflicted attitude toward theory and scholarship is 
unavoidably bound up with those years.  Not surprisingly, Riemann became the 
touchstone for the composer’s most sustained attack on the errant posture of modern 
scholarship.649 

 

Clearly, however, Reger did not know how to be a better teacher than Riemann.  Reger’s own 

teaching “comprised reams of contrapuntal exercises that demanded precision of technique, 

                                                   
645 Ibid., 51. 

646 Reger’s “five laws of harmony” are: 
1) All harmonic movements are related to the I, IV, and V triads; 
2) When a third-relationship is present between the roots of any of these chords, any chord or two-

note chord can function as a I, IV, or V; 
3) The primary triad can be extended/altered to serve secondary dominant functions without 

modulating; 
4) In principle, any chord can precede or follow any chord without any harmonic preparation; 
5) The concept of enharmonic, especially when it applies to the different spellings of the diminished 

seventh chord, which serve to bring distant keys within reach of the primary tonal center.  Lin, 5; 
Smith, 36. 

647 Allinger, 52-53; Anderson, Selected Writings of Max Reger, 42. 
648 Anderson notes that it was more the “doctrinaire manner” in which Riemann taught his theories, 
rather than the theories themselves, that “repulsed” Reger.  Anderson, “Max Reger (1873-1916),” 78-79; 
Anderson, Selected Writings of Max Reger, xxxix. 

649 Allinger, 52-53; Anderson, Selected Writings of Max Reger, xxxiii-xxxiv; Williamson. 
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posing limits in order to set the imagination free”, and the students’ main compositional 

output was mostly songs.650  Reger’s teaching method and content was an impediment to the 

Swiss composer and conductor Othmar Schoeck (1886-1957), for whom it would take several 

more years of practice in order to become “in full command of large-scale forms”, as were 

younger composers at the end of their studies.651  Walton, however, points out that Reger had 

little experience with larger forms at that time (he began to write for orchestra in earnest only 

in Leipzig), thus explaining his focus on chamber forms.652  Moreover, there was friction 

whenever Reger felt contradicted concerning a correction of a student’s work that he 

considered necessary, as another student, Joseph Haas (1879-1960), recalled: 

 
…[if] the student kept to his own standpoint… then Reger could become furious.  In 
such cases, scorn and derision took the place of humour and wit.  And Reger’s scorn was 
caustic; it hurt.653 

 

Schoeck received such treatment and reported, to his parents, that he argued with Reger, also 

writing: “I’m giving in diplomatically until I’ve got my final certificate.  But he can’t sway me 

from my inner conviction.”654  Thus, a similar rift occurred between Reger and one of his own 

students, as had between Riemann and the student Reger. 

Nevertheless, the year 1908 began well for Reger.  Reger’s Piano Trio in E minor, 

Op. 102, was successfully premiered at the Gewandhaus in Leipzig in March 1908 and the work 

was, not long after, presented again at the Darmstädter Festival of Chamber Music, where a 

silver medal for art and science was bestowed on Reger by the Grand Duke of Hesse.655  Later 

in 1908, the University of Jena conferred upon him an Honorary Doctorate and Reger felt he 

had reached the zenith.656  Energetically composing as usually (see Appendix 3, section F), 

Reger was now also in demand as a conductor and, in October, the family’s happiness grew 

when they adopted a second child, Selma Charlotte (nicknamed Lotti).657  As always, however, 

professional conflicts soon followed.  Botstein emphasises the contemporary reality that 

composers’ reputations at the time “depended greatly on the fate of music written for large 

forces for a wide public”.658  Thus, when Reger’s Violin Concerto, Op. 101, was not very 

                                                   
650 Walton, 26, 29. 

651 One example is Alban Berg’s (1885-1935) competence with large forms at the end of his study with 
Arnold Schoenberg.  Ibid., 29. 
652 Ibid., 31. 

653 Ibid., 30-31. 
654 Ibid., 30-31. 
655 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
656 Williamson. 

657 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 

658 Botstein, 622. 
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successful, the criticism negatively impacted on his wellbeing.659  To improve his morale, he 

decided to tour again, this time going as far as London, England.660  Reger also resigned from 

the Leipzig University in 1909, remaining where he felt he was most needed – teaching a 

generation of young musicians at the Königliches Conservatorium.661 

In July 1909, Reger completed his Psalm 100, Op. 106, for chorus and orchestra.662  

Botstein considers this to possibly be Reger’s “greatest work for the public” and one through 

which his “reputation as a major figure of German music came to be widely known”.663  Shortly 

after, in May 1910, the first festival dedicated solely to Reger’s music was created in 

Dortmund, firmly establishing him as a major German composer and representing the peak-

point of his fame.664  His concert activities increased, as did successful premieres.665  In October 

1910, Reger was awarded an honorary medical doctorate by the University of Berlin in 

recognition of the uplifting qualities of his music and the resultant positive impact on mental 

health, although critics took full opportunity of the controversial award with such comments 

as: “the MD appears to portray in this piece his patients and their illnesses – the psychological 

ones, of course” (referring to Reger’s Die Nonnen for Mixed Choir and Large Orchestra (1909), 

Op. 112).666  As criticism again began to swell, Reger’s mental health plummeted and he strove 

to be on tour as much as possible, especially since Elsa did not allow him to drink at home.667  

Eventually, things became overwhelming and, in February 1911, Reger began negotiating a 

contract for the position of director of the Meininger Hofkapelle at the ducal court of  Saxe-

Meiningen (see Figure 24 on the next page).668  Then, in June of that year, Reger’s mother and 

Elsa’s father both died, which resulted in an escalation of his drinking.669  However, the 

finalisation of the Hofkapelle contract, the consequent preparations for the family’s move to 

Meiningen (Reger would begin on December 1st, 1911), as well as Reger’s promise not to 

drink anymore helped resolve the situation.670 

The Princely courts, such as the ducal court of Saxe-Meiningen, represented traditional 

culture bounded by social and class convention.  Although aristocratic patronage was on the 

                                                   
659 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
660 Ibid. 
661 Allinger, 53. 

662 “Max Reger’s Works,” in Max Reger (Max-Reger-Institut/Elsa-Reger-Shiftung). 
663 Botstein, 622, 625. 

664 Frisch notes that, between 1900-1920, “Reger was recognised as one of the leading figures of 
German modernism”.  Bohnenstengel, 10; “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-
Reger-Stiftung); Frisch, 628. 

665 Allinger, 53; “Curriculum Vitae.” 

666 Bittmann, 136; “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
667 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
668 Bohnenstengel, 10. 

669 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 

670 Ibid. 
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Figure 24: The Meininger Hofkapelle under Reger’s direction in 1912.671 

 

wane as support for culture and the arts was dominated by the state, civic corporations and 

private patronage, Princely courts were increasingly receptive to the cultural values of the 

middle class in order to remain at the forefront of contemporary artistic and cultural 

movements.672  Thus, the Duke of Saxe-Meiningen generously allowed Reger to spend 

Thursdays teaching at the Leipzig Conservatorium and the rest of the week in Meiningen.673  

Reger came into his own in Meiningen, leading a circa 50-member, meticulously trained 

orchestra with a history of dealing both with leading composers (e.g. Brahms and Wagner) 

and conductors (e.g. Strauss, Fritz Steinbach and Hans von Bülow, Reger’s direct predecessor 

in the post).674  Rehearsing, ad perfectum, for four hours daily, Reger brought his own musical 

sense to the orchestra as his conducting aimed for a “detailed application of colour and 

dynamics in the service of musical structure”, and his overall emphasis was on pursuing 

plasticity (e.g. a flexible attitude towards performance directives) and transparency over 

virtuosity.675  Conducting the orchestra influenced Reger’s compositional output and he wrote 

works of “highly diverse styles”, representing alternatives to the symphony but, nevertheless, 

exploring the spectrum of the orchestra’s sonic possibilities (e.g. Romantische Suite, Op. 125).676 

                                                   
671 “Origineller Einzelgänger zwischen Romantik und Moderne,” in Kultur, Mitteldeutscher Rundfunk. 
672 Blackbourn, 280; Mommsen, 120. 
673 Allinger, 54. 
674 Allinger, 54; Anderson, “Reger in Bach’s Notes,” 753; Bohnenstengel, 10. 
675 Allinger, 54; Anderson, “Reger in Bach’s Notes,” 753, 757. 

676 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
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Reger was also inspired to compose An die Hoffnung, Op. 124, an orchestral lied characterised 

as “a work not denying the tradition of the great Wagnerian finale monologues”.677 

Despite believing that Reger exaggerated everything, the Duke also accommodated his 

touring needs.  As evident from one of Reger’s letters to the Duke, he asks permission to fulfil 

his concert commitments: 

 
I am yet allowing myself most humbly to enclose with this letter a list of my own 
concerts for next winter and beg your majesty most humbly for the authorisation of all 
of these cities; I am forced to give concerts, since I must create a tradition of how my 
work must be performed.678 

 

At the Heidelberg Bach Reger Festival in June 1913, Reger was proclaimed the “Modern 

Bach”, an achievement of supreme appreciation.679  Anderson, however, casts doubt on the 

contemporary view that Bach and Brahms were the two main influences on Reger, questioning 

the extent to which Reger was influenced by Bach, and proposing that Reger deliberately 

cultivated an affinity with Bach to add “legitimacy for his hard-won and always contested 

position as a serious composer”.680  In July, Reger finished the Vier Tondichtungen nach 

A. Böcklin, Op. 128, for violin and orchestra, which is based on Arnold Böcklin’s (1827-1901) 

painting Isle of the Dead (see Example 26 and Figure 25, starting on the next page).681  

Botstein, considering this programmatic work, in addition to the Romantische Suite, Op. 125, to 

represent the pinnacle of Reger’s “creativity and originality as a composer”, comments: 

 

These works are distinct in terms of orchestral colour.  Their form is narrative and 
illustrative in a manner close to both Liszt and Strauss.  The lyricism of the opening 
movement of the Böcklin and the evocation of the “Island of the Dead” are neo-
Wagnerian narratives… they are in the tradition of the romantic tone poem, replete 
with Mahlerian effects, defined by Reger’s particular affinity for vast sonorities and 
multiple contrapuntal layers.682 

 

Therefore, it is clear that, towards the end of his life, Reger had achieved, in his music, a 

unique synthesis of past and contemporary influences. 

Ultimately, Reger found the combination of his teaching, conducting and composing 

commitments too strenuous to fulfil (he even returned to alcohol as a means of keeping up his 

energy) and, in February 1914, he suffered a physical collapse after which he felt he had to 

                                                   
677 Ibid. 

678 The Duke said of Reger: “Just as Reger exaggerates everything, thus he also exaggerates concert 
touring… R drives everything to a large scale!”  Popp and Shigihara, 111. 

679 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
680 Anderson, “Reger in Bach’s Notes,” 749. 

681 There are three versions of this painting and it is unclear which version Reger accessed.  Botstein, 
625; “Max Reger’s Works,” in Max Reger (Max-Reger-Institut/Elsa-Reger-Shiftung). 

682 Botstein, 625. 
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Example 26: Max Reger, “Die Toteninsel”, Vier Tondichtungen nach A. Böcklin, Op. 128,      

mvmt. 3, bars 1-6.683 

 

                                                   
683 M. Reger, Vier Tondichtungen nach A. Böcklin (Berlin: Bote & Böck, 1913), 44. 
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Figure 25: Arnold Böcklin, The Isle of the Dead, third version (1883).684 

 

resign from the conducting position in order to recuperate.685  Having stabilised his health at 

the sanatorium in Meran, and again stopped drinking, Reger returned to composition (see 

Appendix 3, section G for a list of his later mature works).686  The Variations and Fugue on a 

Theme by Mozart, Op. 132, was not only Reger’s “most popular creation” but also a deeply 

personal work of sentimental yearning for a lost time (in his context, this lost time was when 

he was conducting the Meininger Hofkapelle).687  The news of the outbreak of the First World 

War, in July 1914, stirred patriotic sentiments in Reger and he was briefly employed in the 

military during that summer as a writer on a draft board.688  It also led to several 

programmatic works based on familiar melodies, such as Eine vaterländische Ouvertüre, Op. 140, 

which he dedicated to the German Army.689 

Abraham notes that Reger’s musical language underwent a further shift in the last years 

of his life, achieving pure phrasing, “balance and textural clarity, emotional restraint, and the 

                                                   
684 A. Böcklin, “The Isle of the Dead,” in Böcklin, Arnold. Web Gallery of Art. Accessed 7 June 2017. 
http://www.wga.hu/art/b/bocklin/isle2.jpg 
685 The Duke died shortly after, in June 1914, and the court orchestra was disbanded due to the war.  
Anderson, “About Max Reger”; “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-
Stiftung). 

686 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp and Shigihara, 41. 

687 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
688 Botstein describes Reger as “explicitly and conventionally patriotic”.  Allinger, 55; Bohnenstengel, 
11; Botstein, 617; “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 

689 The work contained the following patriotic songs: Deutschland über alles, Die Wacht am Rhein, and Ich 
hab mein ergeben.  It also contained the chorale melody Nun danket alle Gott.  Allinger, 55; “Curriculum 
Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Brinkmann, 633. 
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other qualities commonly subsumed under the idea of the classical”.690  This “growing 

tendency towards transparency, less contrapuntal density, and clearer formal structure” is best 

apparent in his late instrumental works, such as the Drei Duos (Three Duets), Op. 131b, for two 

violins (see Example 27).691 

 

 
 

Example 27: Max Reger, Drei Duos, Op. 131b, no. 1, mvmt. 1, bars 1-6.692 

 

The Regers’ last move, in 1915, was to Jena.  There, the family bought a house for the 

first time and was happier (see Figure 26), and Reger, after a brief creative crisis, again 

composed prolifically (see Appendix 3, section H).693  In 1913, he had, on Straube’s advice, 

abandoned work on a Requiem with full orchestra, but Reger now re-worked elements of the 

unfinished score to complete the Requiem, Op. 144b.694  Notably, this work, in addition to the 

song Der Einsiedler, Op. 144a, is interpreted as a weary rejection of the world, an “intimate 

vision of death and oblivion, related not to the world in disaster but to his own personal 

 

                                                   
690 Abraham, “The Reaction Against Romanticism,” 86. 

691 Abraham also lists the following works as particularly illustrative of Reger’s stylistic shift: 
Variations and Fugue on a Theme by Telemann, Op. 134 (1914), Preludes and Fugues, Op. 131a (for 
solo violin), and the Clarinet Quintet (1916).  Abraham, “The Reaction Against Romanticism,” 85; 
Bohnenstengel, 11. 

692 M. Reger, Drei Duos. Kanons und Fugen im alten Style für zwei Violinen. Op. 131b (Berlin: N. Simrock, 
1914), 3. 
693 Allinger, 55; “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 

694 Punt discusses Straube’s influence on Reger, writing that he was, “at Reger’s request, involved in the 
compositional process of many pieces”.  Punt traces the origins of this influence to Reger’s insecurities 
during the Weiden years, writing: “Reger recovered his self-confidence through Straube’s increasing 
enthusiasm for his music, and from then on, he remained dependent on Straube, needing confirmation of 
his abilities as a composer for the rest of his life”.  Furthermore, Punt asserts that, from 1911, Straube’s 
influence grew.  Regarding Reger’s original intentions for the Requiem, Brinkmann writes that he 
envisaged a war-work trilogy comprising of: the Vaterländische Ouvertüre, a Latin Requiem dedicated to 
fallen soldiers, and a Te Deum “as a sign of gratitude for the German victory”.  Brinkmann, 633; 
“Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung); Popp and Shigihara, 41; 
Punt, 106-107. 
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Figure 26: Reger and his family in 1915.695 

 

existence”.696  Moreover, his friend, Edith Mendelssohn-Bartholdy (1882-1969) recalled that, 

in May 1916, Reger said the following to her: 

 
Think of your grandfather –– of Mozart –– of Schubert –– of Wolf. –– We aren’t left 
much time. –– (And then real loud, almost gruffly:) And I have to have my work 
finished.697 

 

Popp and Shigihara believe that these words, and the great pace at which Reger always 

composed, were perhaps a reflection of a deep insecurity he, like many fin-de-siècle artists, had 

over his place in an ever-changing world, and argue that: 

 
With Reger, the already abnormal compulsion to rush along at an accelerated pace and 
the fear of not being able to keep up this pace and of soon being forgotten caused and 
intensified each other.  The knowledge that with his death the central figure of the 
Reger cause would be lost made him provide for a tradition even more unflaggingly.  
This, in turn, was detrimental to his health and must have unavoidably brought on 
thoughts about death.698 

 

On the morning of the 11th of May, 1916, only a few days after speaking with Edith, Reger 

was found dead of a heart attack in his room in the Hotel Henschel in Leipzig.699 

                                                   
695 “Origineller Einzelgänger zwischen Romantik und Moderne,” in Kultur, Mitteldeutscher Rundfunk. 

696 “Curriculum Vitae,” in Max Reger (Max-Reger-Institut Elsa-Reger-Stiftung). 
697 During the last years of his life, Reger would visit the Leipzig banker Ludwig Mendelssohn 
Bartholdy (Felix Mendelssohn Bartholdy’s grandson) and his wife, Edith.  Anderson, Selected Writings of 
Max Reger, 76; Popp and Shigihara, 131, 159. 
698 Popp and Shigihara, 143. 

699 Anderson, “About Max Reger”; “Origineller Einzelgänger zwischen Romantik und Moderne,” in 
Kultur, Mitteldeutscher Rundfunk. 
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6.4. Summarising Statements 

 

Reger was a product of his time and place, namely, a nineteenth-century Germany full of 

ambition and growing too quickly, at the end of a century that saw the most rapid social and 

technological change in humanity’s history.  The confusion of the fin-de-siècle, further 

compounded by the great pressure that parents placed upon their sons to succeed in life, was 

apparent in Reger’s exaggeration of all aspects of his work, life and ambitions.700  This was 

reflected in his music, which rarely sustains passages of calm and often seems aimless, a fact 

concisely summarised by Dahlhaus who stated that “the tonal context attains such a degree of 

complexity in such a short span of time that the listener ultimately loses the thread”.701  

Moreover, as aptly concluded by Botstein, Reger’s music and contemporary critical reception 

were closely “intertwined with a wider fin-de-siècle debate over the direction of German culture 

in the context of the new German Empire and its success”.702 

Reger’s form of expression in his music was reflective of his striving to “integrate the 

musical materials of his present with those of the past”, which was one of the points of discord 

between him and his former teacher, Riemann.703  The relationship with Riemann eventually 

collapsed completely as Reger sought to defend his artistic individuality and advocate his own 

views on musical theory, primarily through Beiträge zur Modulationslehre, his book of 

modulations, wherein he definitively turns away from Riemannian nomenclature and the 

dualist understanding of the minor chord.  Moreover, Reger’s use of Roman numeral analysis 

in his book particularly angered Riemann as the latter had counted on the publicity his 

renowned former student generated for his theory of tonal music.  Owing to the dispute 

between Reger and Riemann, the degree of the influence of Riemann’s teachings on Reger’s 

practice of musical composition is a pertinent line of inquiry that remains generally 

unexplored. 

Whilst Reger’s output is generally not discussed in terms of stylistic period, he did, 

however, shift towards classicism in the structuring of his late works.704  Overall, due to 

Reger’s early death, it is arguable that his aims never fully materialised and he remains “a 

composer who has yet to rise much above the level of a curiosity”.705 
                                                   
700 Kramer, 189. 
701 Dahlhaus quoted in: Smith, 29. 
702 Botstein, 617. 
703 Burnett, 12-13. 

704 Abraham, “The Reaction Against Romanticism,” 86; Smith, 21. 

705 Bittmann notes that “the indifference to or rejection of the composer by the majority of critics since 
his death turns out to be the complex result of several overlapping strands of criticism… [revealing] a 
plethora of aesthetic, political and sociological underpinnings”.  Anderson, Selected Writings of Max 
Reger, xv; A. Bittmann, “Of Swollen, Myopic Beetles, Giant Frogs, and Other Creatures: Epigonism and 
Its Modernist Metamorphoses in Critical Evaluations of Max Reger. Part 1.” Journal of Musicological 
Research 20, no. 1 (2000), 74-75. 
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CHAPTER 7: MODULATION IN REGER’S STUDENT LIEDER    

(1888 – JULY 1893) 
 

 

The purpose of this chapter is to identify the modulation progressions used by Reger in his lieder from 

1889 – July 1893, and assess their degree of similarity to Riemann’s modulation progressions as listed 

in the latter’s treatise, Vereinfachte Harmonielehre (Harmony Simplified).  The focus is on answering 

the research question via the presentation and discussion of the results of the comparative analysis, 

thereby defining the extent to which Reger’s application of modulation in his lieder, in this period, was 

similar to Riemann’s teachings as summarised in his treatise.  Section 7.1 presents an overview of the 

analysed works.  Sections 7.2 and 7.3 discuss the modulating songs, grouped by their collection titles.  

Section 7.4 presents summarising statements. 

 

7.1. Overview of Analysed Works 

 

Reger composed 25 lieder during his student years (1889-1893).  This output is comprised of 

two collections and thirteen individual songs loosely grouped as a collection of youthful songs 

(see Appendix 1 for a full list of Reger’s lieder).  Five of the lieder are not published in the 

critical edition of Reger’s works, Max Reger Sämtliche Werke, and have, therefore, not been 

analysed.706  Out of the remaining twenty songs, only four include pivot-chord modulations 

that satisfy the definition of modulation adopted in this study – i.e. they establish a conclusive 

transition to a new key (see Table 32).707 

 

Composed Collection Song no. Song Title 

1889-1891 Jugendlieder 
1 Die braune Heide starrt mich an 
4 Abendlied 
11 Gute Nacht 

1891-1892 
Sechs Lieder für eine mittlere 

Stimme, Op. 4 
17 Im April 

 

Table 32: Reger’s modulating student songs.708 

 

7.2. Jugendlieder 

 

Reger’s first thirteen songs are loosely grouped together as the Jugendlieder (Youthful Songs). 

                                                   
706 These songs are: Mit sanften Flügeln senkt die Nacht, Dahin, An das Leben, Schilflieder and Vergangen, 
versunken, verklungen. 

707 There are no modulating songs in the Fünf Lieder für eine hohe Stimme, Op. 8. 

708 “Max Reger’s Works,” in Max Reger (Max-Reger-Institut/Elsa-Reger-Shiftung). 
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In the notes to the critical edition, the first two songs – Die braune Heide starrt mich an and 

Winterlied – are also grouped together as a sub-collection of their own, entitled Zwei Lieder 

resp. Balladen für eine hohe Stimme mit Begleitung des Pianoforte (Two Songs or Ballads for high 

voice with piano accompaniment).709  These two works are the longest of the Jugendlieder and 

clearly show Reger’s ability to write good songs and his rapid progress.  Both songs have full 

tempo and dynamic markings, large vocal ranges, and strive to express the emotions of the 

poem in the music – although Reger’s writing for the piano part is markedly more advanced in 

Winterlied, as is his sensitivity to the emotions expressed in the lyrics via word-painting and 

chromatic harmonies.  Reger is very inconsistent with performance indications and dynamic 

markings in the remaining songs from the Jugendlieder.  Overall, out of the thirteen songs in 

the Jugendlieder, only three modulate via pivot-chord: Die braune Heide starrt mich an, Abendlied 

and Gute Nacht. 

Die braune Heide starrt mich an (The Brown Heath Stares at Me) is a dramatic setting of a 

poem in two stanzas by the German educator and writer, Karl Wilhelm Osterwald (1820-

1887) (see Table 33 for a summary of the song’s features).  Significant changes in mood trigger 

changes in key and there is much drama in the harmony as temporary tonicisations abound.  

The song begins in C minor before tonicising G major in bars 19-21.  There is then a sudden 

modulation to the parallel key of G minor at the start of what can be considered a new section 

at bar 22 (this sectional modulation is not included in the results of this study).  The song 

eventually returns to the tonic key of C minor in bars 46-47 via the progression #iiiº = #viiº – i 

(see Example 28 on the next page), which is based on one of Riemann’s progressions by chords 

of seven-three (ºT – +Dp – +DpI> = 7 – ºT; translated as i – #iii – #iiiº = #viiº – i).710  Reger 

 

Tempo Tempo appassionato q = 80-100 

Vocal 
Range &a=¨=| Bars 70 

Meter 3/4 
Dynamic Range ppp to ff 

Pivot-Chord 
Modulation(s) 

G min to C min via the 

progression: #iiiº = #viiº - i Starting 
Tonality 

C min 

 

Table 33: Max Reger, Die braune Heide starrt mich an, basic features.711 

                                                   
709 Reger, Max Reger Sämtliche Werke. Vol. 38, xx. 
710 Riemann, Harmony Simplified, 153-154. 

711 The brown heath stares up at me as the night sky threatens.  Ah, I cannot forget what brought me to 
this sorrow. 

Come, wild storm, burst forth from the bank of black clouds and sing out with your most ferocious choir 
until my angry heart finds peace.  Mercier and Nold, 35; Reger, Max Reger Sämtliche Werke. Vol. 38, 170-
174. 
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Example 28: Max Reger, Die braune Heide starrt mich an, bars 46-47.712 

 

adapts Riemann’s progression by omitting the two chords (i and #iii) that precede the pivot 

chord.  The modulation does not immediately secure the key and, over the next dozen bars, 

Reger builds up towards a conclusive perfect cadence.  The work remains in the tonic key to 

the end. 

Abendlied (Evening Song) is Reger’s setting of a poem in five stanzas by the Austrian 

writer Christiane Rosalia Friederik (1839-1901), who wrote under the nom de plume Ada 

Christen (see Table 34 for a summary of the song’s features).  In this work, Reger explores 

changes of time signatures and the use of “dissonance as an expressive tool as well as a 

 

Tempo Moderato, im freien Tempo 

Vocal Range &A=R=| Bars 61 

Meter 6/4 

Dynamic Range Not marked 

Pivot-Chord 
Modulation(s) 

 A maj to E maj via the 
progression: I = IV – V – I 

Starting 
Tonality 

A major  E maj to F# min via the 

progression: ii = i – iio – V – i 

 

Table 34: Max Reger, Abendlied, basic features.713 

                                                   
712 Reger, Max Reger Sämtliche Werke. Vol. 38, 173-174; Mercier and Nold, 35. 
713 As the sun sets the twilight suddenly hangs cool over the valley.  The lost ring of a distant hammer 
floats lightly over the earth. 

Faint voices sing timidly among the flowers.  Bees take in the last scents and sweetness. 

Gliding softly through the air their hum signals their parting salutation. 

Slowly a grave stillness overtakes mountain and forest as they cloak themselves in the gray woven folds 
of fog. 

From a tree a blackbird calls out, the tone scatters, hardly making a noise in the evening wind.  All is 
still.  Day falls asleep like a tired child, a star twinkles above.  Mercier and Nold, 38-39; Reger, Max 
Reger Sämtliche Werke. Vol. 38, 184-187. 
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preference for creating unusual harmonic juxtapositions”.714  The song begins with an 

unaccompanied melodic motif implying the key of A major (see Example 29).  It modulates to 

E major in the piano interlude between the second and third stanzas (bars 26-27) via the 

progression I = IV – V – I (see Example 30).  This simple and straightforward progression is 

not found in Riemann’s list but is listed in Reger’s Beiträge zur Modulationslehre.715 

 

 
 

Example 29: Max Reger, Abendlied, bars 1-7.716 

 

 
 

Example 30: Max Reger, Abendlied, bars 26-27.717 

 

The fourth stanza continues in E major before a modulation to F# minor at the point when the 

poem discusses fog (bars 45-48) via the progression ii = i – iio – V – i (see Example 31 on the 

next page).  This progression is not listed by Riemann.  The cadence establishing F# minor 

also heralds in the fifth stanza, which discusses the last bird-sounds of the day.  Suddenly, 

however, there is a break in the text as it reflects upon stillness (similarly to the opening of the 

song): this is mirrored in a sudden sectional modulation to the tonic A major in bar 53, in 

which the work remains to the end (see Example 32 on the next page).  From this, it can be 

concluded that the song’s tonalities have a textual connotation (A major is associated primarily 

with stillness) and modulation plays a part in Reger’s over-arching striving to depict the poem 

                                                   
714 Mercier and Nold, 38. 

715 In his treatise, Riemann suggests using the minor median chord instead of the dominant in one of his 
progressions by tritone changes (I = IV – iii – I).  This is, however, not in keeping with his own 
harmonic logic, which uses the major mediant chord (III) in place of the dominant chord (V): Riemann 
writes that “the alteration of a minor chord into a major chord (by raising the III) gives the latter the 
significance of a +D” (quoted earlier in the discussion on modulations by harmony steps).  Reger, 
Modulation, 1; Riemann, Harmony Simplified, 151, 159-161. 

716 Reger, Max Reger Sämtliche Werke. Vol. 38, 184; Mercier and Nold, 38-39. 

717 Reger, Max Reger Sämtliche Werke. Vol. 38, 185-186; Mercier and Nold, 38-39. 
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Example 31: Max Reger, Abendlied, bars 45-48.718 
 

 
 

Example 32: Max Reger, Abendlied, bars 51-54.719 

 

in music.  The main melodic motif of the song is found throughout the first stanza, it appears 

in the interlude before and throughout the third stanza when there is discussion of slowness 

and fog, and reappears towards the end of the song when the theme of stillness returns.  It is 

clear that, whether the motif is in its original form (see Example 29) or a modified form (such 

as in Example 32), it serves as a cohesive element in the song. 

Gute Nacht (Good Night) is a setting of an anonymous poem in two stanzas (see Table 35, 

on the next page, for a summary of the song’s features).  The song is in Bb major and 

modulates to C minor in bars 17-19, when the lyrics discuss graves and the dead (see Example 

33 on the next page).  The modulation is via the progression I – iii = ii – iv – V – i, which is 

one of Riemann’s progressions by whole-tone changes (T – D – Dp = Sp – ºS – D – T).720  The 

song returns to Bb major in bars 23-24 via the progression i – V – i = ii – V – I (see Example 

34 on the next page), which is not listed by Riemann but is listed by Reger in his Beiträge zur 

Modulationslehre.721  The work ends in Bb major. 

                                                   
718 Reger, Max Reger Sämtliche Werke. Vol. 38, 187; Mercier and Nold, 38-39. 

719 Reger, Max Reger Sämtliche Werke. Vol. 38, 187; Mercier and Nold, 38-39. 
720 Riemann, Harmony Simplified, 159-161. 

721 In his book, however, Reger omits the pre-pivot dominant and advises pivoting on the first inversion 
of the minor tonic chord (not the second inversion as he does in his youthful song): i.e. i – i6 = ii – V – I. 
Reger, Modulation, 39. 



Chapter 7: Modulation in Reger’s Student Lieder (1888-1895) 

 

152 

 
Tempo Not marked 

Vocal 
Range &f=r=| Bars 32 

Meter 2/4 

Dynamic Range Not marked 

Pivot-Chord 
Modulation(s) 

 Bb maj to C min via the progression: 
I – iii = ii – iv – V – i 

Starting 
Tonality 

Bb major  C min to Bb maj via the progression: 

i – V – i = ii – V – I 

 

Table 35: Max Reger, Gute Nacht, basic features.722 

 

 
 

Example 33: Max Reger, Gute Nacht, bars 17-20.723 

 

 
 

Example 34: Max Reger, Gute Nacht, bars 23-24.724 

 

                                                   
722 As you sleep I will softly pray that you may sleep peacefully.  Quietly will I go so neither my steps 
nor the sound of my voice will disturb you. 

Already the stars light up a cemetery where many lie dreaming in the nightly odours.  Now the fresh 
spring of life bubbles and rushes over grave and chasm.  Mercier and Nold, 42; Reger, Max Reger 
Sämtliche Werke. Vol. 38, 197-198. 

723 Reger, Max Reger Sämtliche Werke. Vol. 38, 198; Mercier and Nold, 43. 

724 Reger, Max Reger Sämtliche Werke. Vol. 38, 198; Mercier and Nold, 43. 
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7.3. Sechs Lieder, Op. 4 

 

The Sechs Lieder für eine mittlere Stimme (Six Songs for Middle Voice), Op. 4, is Reger’s first song 

collection with opus number.  Reger is very conscientious with regards to tempo and dynamic 

markings from this point onwards, with all works being marked to some degree.  Like in the 

Jugendlieder, several works in this collection do not modulate: out of the six songs, only one 

sustains a change of key.  Im April (In April) is Reger’s setting of a poem in three stanzas by 

German poet Emanuel Geibel (1815- 1884) (see Table 36 for a summary of the song’s 

features).  The song is in D major and strives to express the joy found in a spring evening.  In 

bar 16, it modulates to Bb major for the second stanza that discusses love.  This is done via the 

progression bVI = I – V – I (see Example 35), which is one of Riemann’s progressions by 

 

Tempo Allegretto quasi Andante 

Vocal 
Range &s=r=| Bars 40 

Meter 3/4 

Dynamic Range ppp, cresc., decresc. 

Pivot-Chord 
Modulation(s) 

 D maj to Bb maj via the progression: 

bVI = I – V – I 
Starting 
Tonality 

D major  Bb maj to D maj via the progression: 

IV = bII – vi – II – V – I 

 

Table 36: Max Reger, Im April, Op. 4, no. 4, basic features.725 

 

 
 

Example 35: Max Reger, Im April, Op. 4, no. 4, bars 16-17.726 

                                                   
725 How I enjoy these damp spring evenings!  The sky is hung with clouds, a star appearing here and 
there. 

The air gently wafts from the valleys like love’s breath carrying a warm violet scent. 

I wish to compose a song about this evening but cannot find a sound dark, mild or gentle enough.  
Mercier and Nold, 70; Reger, Max Reger Sämtliche Werke. Vol. 31, 9-12. 

726 Reger, Max Reger Sämtliche Werke. Vol. 31, 10; Mercier and Nold, 69-70. 
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leading-tone changes (T – ºSp = T – D – T).727  The modulation back to the tonic key in bars 

22-23 is via the progression IV = bII – vi – II – V – I (see Example 36), which is based on one 

of Riemann’s modulations by tritone steps (S =  – D – T; translated as IV = bII – V – I).728  

Reger elaborated the progression by adding the submediant chord and another supertonic 

chord before the dominant, probably in order to better harmonise the melody and lead it into a 

strong cadence.  The return to D major is reinforced by a perfect cadence in bars 25-26, just 

before the start of the last stanza.  The song remains in D major to the end. 

 

 
 

Example 36: Max Reger, Im April, Op. 4, no. 4, bars 22-23.729 

 

7.4. Summarising Statements 

 

Reger is very conscious of Riemann’s example with regards to modulations in his student 

period (1888-1893).  As summarised in Table 37 and Table 38 (on the next page), he used a 

 

Song 
Identical 

Riemannian 
Progressions 

Adapted 
Riemannian 
Progressions 

Non-
Riemannian 
progressions 

Totals 

Die braune Heide 
starrt mich an 

0 1 0 1 

Abendlied 0 0 2 2 

Gute Nacht 1 0 1 2 

Im April 1 1 0 2 

Totals 2 2 3 7 

 

Table 37: Categorisation of pivot-chord modulation progressions used in Reger’s student 

lieder (1889-1893). 

                                                   
727 Riemann, Harmony Simplified, 158-160. 
728 Ibid., 170-171. 

729 Reger, Max Reger Sämtliche Werke. Vol. 31, 11; Mercier and Nold, 69-70. 
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variety of progressions to effect modulation in his student songs of 1888-1893.  Although the 

sample size from this period is very small, it is clear that Reger’s reliance on Riemann’s 

modulation examples (in particular those presented in the latter’s treatise) varied over time.  

Out of the seven instances of sustained change of key, four (57%) are based on Riemann’s 

modulation progressions.  Furthermore, from the very beginning (already in his first song Die 

braune Heide starrt mich an), it is evident that Reger does not always employ Riemann’s 

progressions in their original state.  The cumulative totals are graphed in Figure 27. 

 

 
 

Table 38: Pivot-chord modulation progressions used in Reger’s student lieder (1889-1893). 

 

 

 

Figure 27: Graph of cumulative total pivot-chord modulations used in the student period 

(1889-1893). 
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CHAPTER 8: MODULATION IN REGER’S EARLY MATURE LIEDER 

(AUG. 1893 - 1902) 
 

 

The purpose of this chapter is to identify the modulation progressions used by Reger in his lieder from 

August 1893 – 1902, and assess their degree of similarity to Riemann’s modulation progressions as 

listed in the latter’s treatise, Vereinfachte Harmonielehre (Harmony Simplified).  The focus is on 

answering the research question via the presentation and discussion of the results of the comparative 

analysis, thereby defining the extent to which Reger’s application of modulation in his lieder, in this 

period, was similar to Riemann’s teachings as summarised in his treatise.  Section 8.1 presents an 

overview of the analysed works.  Section 8.2 discusses the songs that are not part of a collection.  

Sections 8.3 to 8.13 discuss the remaining songs, grouped into collections.  Section 8.14 presents 

summarising statements. 

 

8.1. Overview of Analysed Works 

 

Reger composed 138 songs during his early mature period (1893-1902).  This output is 

comprised of sixteen collections and eight individual songs (see Appendix 1 for a full list of 

Reger’s songs).  One song from this period (Schlummerlied) is not published in the critical 

edition of Reger’s works, Max Reger Sämtliche Werke, and has therefore not been analysed.  Out 

of the remaining 137 songs, only 25 include pivot-chord modulations (see Table 39 on the 

next page).730 

 

8.2. Songs not belonging to a Collection 

 

There are eight individual songs in this period, three of which include pivot-chord 

modulations: Lied für eine Baßstimme, Op. 14b, Am Meer, Undenlich dehmt’ Sich, and In 

verschwiegener Nacht. 

The Lied für eine Baßstimme, Op. 14b, is further entitled Ich stehe hoch überm See (I Stand 

High Above the Sea).  It is Reger’s setting of a poem in four stanzas by Frau von Lieven, about 

whom no further information was found (see Table 40, on page 158, for a summary of the 

song’s features).  The work is one of Reger’s longest songs and is very challenging for both 

voice and piano: the bass voice has a “wide dynamic range” of a compound fifth and must 

project over “full piano sonorities” that, at times, imitate the roaring of the sea.731  The song is 

                                                   
730 There are no modulating songs in the following collections: Fünf Lieder, Op. 12, Zwei Lieder für eine 
Singstimme mit Klavierbegleitung, Sieben Lieder für eine mittlere Stimme, Op. 48, Zwölf Lieder für eine mittlere 
Stimme, Op. 66, Sechs Gesänge für eine mittlere Stimme, Op. 68. 

731 Mercier and Nold, 81. 
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Composed Collection 
Song 
no. 

Song Title 

1894 
(Wiesbaden) 

Lied für eine Baßstimme 32 Ich stehe hoch überm See, Op. 14b 
n/a 33 Am Meer, Undenlich dehmt’ Sich 

Zehn Lieder für eine 
mittlere Stimme, Op. 15 

40 Der Schelm 
42 Verlassen hab’ ich mein Lieb 

Oct 1898 
(Weiden) 

Vier Lieder, Op. 23 47 Pythia 

Oct 1898 – 
14/02/1899 

(Weiden) 

Sechs Gedichte von Anna 
Ritter, Op. 31 

54 Schlimme Geschichte 

Jun-Jul 1899 
(Berchtesgaden) 

Sechs Lieder für eine 
mittlere Stimme, Op. 35 

59 Flieder 

Jun-Jul 1899 
(Berchtesgaden) 

Fünf Gesänge für eine 
mittlere Stimme, Op. 37 

62 Volkslied 

Oct-Nov 1899 
(Weiden) 

Acht Lieder, Op. 43 

70 Müde 

71 Meinem Kinde 
74 Die Betrogene Spricht 
75 Mein Herz 
76 Sag es nicht 

Aug 1899 – 
May 1900 
(Weiden) Liebeslieder 

85 Süße Ruh’ 

Prior to Jul 
1900 (Weiden) 

88 Mädchenlied 

Aug 1900 
(Weiden) 

Zwölf Lieder, Op. 51 100 Verlorne Liebe 

Jan-Apr 1901 
(Weiden) 

Fünfzehn Lieder, Op. 55 
104 Traum 
111 Ein Paar 
113 Viola d’amour 

Dec 1900 – Oct 
1901 (Weiden, 

Munich) 

Kompositionen für eine 
Singstimme mit 

Klavierbegleitung, Op. 79c 

123 Friede 
124 Auf Mondbeschienenen Wegen 
127 Züge 

Dec 1901 – Feb 
1902 (Munich) 

Sechzehn Gesänge, Op. 62 
135 Reinheit 
140 Fromm 
142 Begegnung 

 

Table 39: Reger’s modulating early mature songs.732 

 

in Fb major and modulates to Ab major in the final phrase of the second stanza (bars 15-16) via 

the progression VII = V – I (see Example 37 on the next page), which is not listed by 

Riemann.733  This is immediately followed by a perfect cadence that establishes the major key.  

The third stanza, which discusses love and hate, continues in Ab major before modulating back 

                                                   
732 “Max Reger’s Works,” in Max Reger (Max-Reger-Institut/Elsa-Reger-Shiftung). 

733 This song is one of the many in which Reger writes in a key different to that indicated by the key 
signature.  In this case, the key signature, comprised of seven flats, is insufficient and Reger employs 
double-flats. 
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Tempo Agitato 

Vocal 
Range ?©=2=| Bars 37 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

 Fb maj to Ab maj via the progression: 
VII = V – i 

Starting 
Tonality 

Fb major 

 Ab maj to Fb maj via the progression: 

bIV = I – iv – V – VI 

 Fb maj to C min via the progression: 

#iii = §vi – iv – V – i 

 

Table 40: Max Reger, Ich stehe hoch überm See, Op. 14b, basic features.734 

 

 
 

Example 37: Max Reger, Ich stehe hoch überm See, Op. 14b, bars 15-16.735 

 

to Fb major in its final phrase (bar 23), which returns topically to fog.  The modulation is via 

the progression bIV = I – iv – V – VI (see Example 38 on the next page), which is based on one 

of Riemann’s progressions by leading-tone changes (originally T – oSp = T – ..II< – S – D – T, 

translated as I – bIV = I – iii – IV – V – I).736  Reger modifies the progression by omitting the 

median and substituting the major subdominant chord with a minor subdominant chord.  

Furthermore, he creates an interrupted cadence in the new key.  The fourth stanza begins in 

                                                   
734 I stand high over the sea with longing and burning misery in my heart.  There is no land in sight, 
only the clouds passing by and the surging, undulating fog. 

Out there the world carries on in its usual way.  Flowers bloom on the forest slope amid joyously 
abundant sunshine.  I see them not, only the surging, undulating fog. 

Even now people love and hate according to the old customs, perhaps a heart breaks.  I know nothing 
beyond the surging, undulating fog. 

Certainly my fate has been arranged.  Who knows whether it will be happy or miserable?  Whether a 
long struggle or a swift end?  Who can know?  Only the surging, undulating fog.  Mercier and Nold, 
82; Reger, Max Reger Sämtliche Werke. Vol. 31, 43-50. 

735 Reger, Max Reger Sämtliche Werke. Vol. 31, 46; Mercier and Nold, 82. 

736 Riemann, Harmony Simplified, 158. 



Chapter 8: Modulation in Reger’s Early Mature Lieder (1895-1902) 

 

159 

 
 

Example 38: Max Reger, Ich stehe hoch überm See, Op. 14b, bar 23.737 

 

the tonic key before briefly modulating to C minor in bars 29-30, when the poem discusses the 

uncertainty of the future.  The progression Reger used is #iii = §vi – iv – V – i (see Example 

39), which is based on one of Riemann’s progressions by third-steps (originally 

+Dp = +Tp – oS – T, translated as #iii = vi – iv – I).738  This progression is originally intended 

by Riemann to be used as a means of modulating from a minor key up a perfect fifth to a major 

key (e.g. A minor to E major).  Reger, however, uses it for modulation to a minor key, which 

he achieved by adding a dominant chord after the subdominant chord and changing the major 

tonic chord to a minor tonic chord, thus creating a perfect cadence in a minor key.  In the final 

phrase of the stanza, which again discusses fog, there is a tonicisation of Ab minor, from which 

the song returns to Fb major in bar 34 via the pivot bVI = I (as this is not a complete 

progression, it is excluded from the results of this study).  There is no subsequent perfect 

cadence, although the work clearly ends in Fb major (the final chords are VII – I).  Overall, 

 

 
 

Example 39: Max Reger, Ich stehe hoch überm See, Op. 14b, bars 29-30.739 

                                                   
737 Reger, Max Reger Sämtliche Werke. Vol. 31, 48; Mercier and Nold, 82. 

738 Riemann, Harmony Simplified, 166-167. 

739 Reger, Max Reger Sämtliche Werke. Vol. 31, 49; Mercier and Nold, 82. 
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modulation in this song musically structures the work equivalently to how the topic of fog 

structures the poem. 

Am Meer (On the Sea) is a setting of a poem in four stanzas by German poet Johann 

Christian Glücklich (1839-1920) (see Table 41 for a summary of the song’s features).  Reger 

sets the first two stanzas, which describe the sea, in Ab major before modulating to Eb major at 

the end of the second stanza (bars 18-19) via the progression I = IV – V – I (see Example 40).  

This is the same progression he employed in Abendlied and is not listed by Riemann, but it is 

listed in Reger’s Beiträge zur Modulationslehre.740  The third stanza remains in Eb major and 

 

Tempo Grave 

Vocal 
Range &∂=y=| Bars 50 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

 Ab maj to Eb maj via the progression: 

I = IV – V – I 
Starting 
Tonality 

Ab major 
 Bb min to Ab maj via the progression: 

i = ii – I – V – I 

 

Table 41: Max Reger, Am Meer, basic features.741 
 

 
 

Example 40: Max Reger, Am Meer, bars 18-19.742 

                                                   
740 Reger, Modulation, 1. 

741 The roaring sea extends forever.  Alone I kneel on the shore praying in reverence to the spirit so 
nobly mirrored in the water. 

The waves seem to follow my glance thoughtfully as they writhe hissing on the shore.  Lost life, lost 
joy, lost love and dreams! 

From the waves of love and the waves of delight my sisters seem to speak to me.  Here are only the 
waves but there in the breast emotions rise up and break. 

In the sea, as in the heart, the ebb follows the flow; an eternal coming and going.  What at first roars 
wildly in defiant power must quietly subside.  Mercier and Nold, 46; Reger, Max Reger Sämtliche Werke. 
Vol. 34, 106-110. 

742 Reger, Max Reger Sämtliche Werke. Vol. 31, 107-108; Mercier and Nold, 47. 
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discusses waves of passion.  The return to the tonic key begins in bar 22 with the pivot I = V 

and concludes after the setting of the fourth stanza, during which there are tonicisations of 

C minor and Bb minor to depict last flourishes of defiance.  Specifically, the tonic key is 

convincingly re-established in bars 31-33 via the progression i = ii – I – V – I (see Example 

41), which is also not listed by Riemann.  Afterwards (from tempo primo in bar 33), Reger 

repeats the first two stanzas to the same vocal melody, albeit both times in the tonic key of 

Ab major.  Thus, in this song, modulation is used to musically illustrate the contrast of human 

passion and natural forces. 

 

 

 
Example 41: Max Reger, Am Meer, bars 31-33.743 

 

8.3. Zehn Lieder für eine mittlere Stimme, Op. 15 

 

Only two songs from the Zehn Lieder für eine mittlere Stimme (Ten Songs for Middle Voice), 

Op. 15, modulate to satisfy the definition adopted for this study.  These are Der Schelm  and 

Verlassen hab’ ich mein Lieb. 

Der Schelm (The Rogue) is a setting of a poem in two stanzas probably written by Reger 

himself (see Table 42, on the next page, for a summary of the song’s features).  The song is in 

E major and modulates to B major just after the start of the first stanza (bars 11-16) via the 

progression I = IV – VI – ii – V – I (see Example 42 on the next page), which is not listed by 

Riemann and is similar to the progression used by Reger in Abendlied.  The passage following 

the modulation discusses the character’s sweetheart.  The song returns to the tonic key at the 

end of the first phrase of the second stanza (bars 30-36), when the poem returns to the topic of 

roses.  The modulation is via the progression IV = I – IV – v – V/ii – ii – V – I, which is based 

on one of Riemann’s modulations by minor-third changes (originally T – S = T – Sp – D – T, 

translated as I – IV = I – ii – V – I).744  Reger elaborates Riemann’s progression by adding 

                                                   
743 Reger, Max Reger Sämtliche Werke. Vol. 31, 108; Mercier and Nold, 47. 

744 Riemann, Harmony Simplified, 158-159. 
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Tempo Un poco allegretto 

Vocal 
Range &F=T=| Bars 47 

Dynamic Range p to f 

Pivot-Chord 
Modulation(s) 

 E maj to B maj via the progression: 
I = IV – VI – ii – V – I 

Starting 
Tonality 

E major  B maj to E maj via the progression: 
IV = I – IV – v – V/ii – ii – V – I 

 

Table 42: Max Reger, Der Schelm, Op. 15, no. 7, basic features.745 

 

 
 

Example 42: Max Reger, Der Schelm, Op. 15, no. 7, bars 11-16.746 
 

several chords between the pivot and the supertonic in the new key (IV – v – V/ii).  The song 

ends in the tonic key. 

Verlassen hab’ ich mein Lieb (I Have Left My Love) is Reger’s setting of a poem in three 

stanzas by Franz Engel, about whom no further information could be found (see Table 43, on 

the next page, for a summary of the song’s features).  The song begins in C minor and 

modulates to Eb major at the start of the third stanza (bars 26-27) for the philosophical phrase 

Die Wege zusammen gehn und gehn auseinand (paths come together and drift apart).  The 

modulation is via the progression i = vi – V – I (see Example 43 on the next page), which is 

one of Riemann’s progressions by minor-third changes (oT = Tp – D – T).747  About half a 

stanza later, in bars 30-31, the song returns to the tonic key via the progression vi = i – iv – V 

(see Example 44 on the next page), thereby concluding the musical phrase on a half-cadence. 

This progression is not listed by Riemann.  The song ends in Ab major. 

                                                   
745 Violets I wished to pick but roses have I seen blossoming, not on the ground but on my sweetheart’s 
lips. 

And she quietly allowed me to steal a kiss.  Blissfully I bent down and plucked all the roses.  Mercier 
and Nold, 87; Reger, Max Reger Sämtliche Werke. Vol. 31, p. 62-63. 

746 Reger, Max Reger Sämtliche Werke. Vol. 31, 62; Mercier and Nold, 86. 

747 Riemann, Harmony Simplified, 158-159. 
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Tempo Bewegt, doch nicht allzusehr 

Vocal 
Range &m=t=| Bars 42 

Dynamic Range p, mf, cresc., decresc. 

Pivot-Chord 
Modulation(s) 

 C min to Eb maj via the progression: 
i = vi – V – I 

Starting 
Tonality 

C minor  Eb maj to C min via the progression: 
vi = i – iv – V 

 

Table 43: Max Reger, Verlassen hab’ ich mein Lieb, Op. 15, no. 9, basic features.748 

 

 
 

Example 43: Max Reger, Verlassen hab’ ich mein Lieb, Op. 15, no. 9, bars 26-27.749 

 

 
 

Example 44: Max Reger, Verlassen hab’ ich mein Lieb, Op. 15, no. 9, bars 30-31.750 

                                                   
748 I have lost my love and cried at the Lord God in heaven, “Oh, give this poor, poor soul peace!” 

It was not my wish but it must be so.  “Lord god, you alone know what is in my heart.” 

Paths come together and drift apart.  Reunion lies only in God’s hands.  Mercier and Nold, 89; Reger, 
Max Reger Sämtliche Werke. Vol. 31, 66-69. 

749 Reger, Max Reger Sämtliche Werke. Vol. 31, 68; Mercier and Nold, 89. 

750 Reger, Max Reger Sämtliche Werke. Vol. 31, 68; Mercier and Nold, 89. 
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8.4. Vier Lieder, Op. 23 

 

Out of the four songs in the Vier Lieder (Four Songs), Op. 23, only Pythia modulates to satisfy 

the definition adopted for this study.  Pythia (Pythia) is Reger’s setting of a poem with a 

romantic twist in three stanzas by German writer and poet Anna Ritter (see Table 44 for a 

summary of the song’s features).  The song is in Bb major and tonicises Bb minor before 

modulating to C major at the end of the first stanza (bars 12-14) via the progression 

v = iv – V – vii/V – V – I (see Example 45), which is not listed by Riemann.  The modulation 

is clearly a means of word painting to emphasise the malicious character and unpleasant 

appearance of the older woman (e.g. the words pfiffig Gesicht, meaning sly face).  The song 

 

Tempo Neckisch; ziemlich rasch 

Vocal 
Range &f=r=| Bars 50 

Dynamic Range p to f 

Pivot-Chord 
Modulation(s) 

 Bb min to C maj via the progression: 

v = iv – V – vii/V – V – I 
Starting 
Tonality 

Bb major 
 C maj to Bb maj via the progression: 

III = IV – ii – V – I 

 

Table 44: Max Reger, Pythia, Op. 23, no. 2, basic features.751 

 

 
 

Example 45: Max Reger, Pythia, Op. 23, no. 2, bars 12-14.752 

                                                   
751 Once a maiden asked her auntie what love was really all about.  The old one made a sly face and 
laughed. 

“Love is a closed chest that on the outside appears so innocent.  But if in your curiosity you raise the 
cover, my child, a devil quickly springs out!” 

The maiden went away but the tale of the old one gave her no peace or rest.  Soon she stood next to the 
nimble devil in the box.  “Out you, out you and you!”  Mercier and Nold, 92-93; Reger, Max Reger 
Sämtliche Werke. Vol. 31, 74-76. 

752 Reger, Max Reger Sämtliche Werke. Vol. 31, 74; Mercier and Nold, 92-93. 
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returns to the tonic key in bars 22-24 via the progression III = IV – ii – V – I (see Example 

46), which is also not derived from Riemann’s examples.  The work remains in Bb major until 

the end. 

 

 

 

Example 46: Max Reger, Pythia, Op. 23, no. 2, bars 22-24.753 

 

8.5. Sechs Gedichte von Anna Ritter, Op. 31 

 

Out of the six songs in the Sechs Gedichte von Anna Ritter (Four Poems by Anna Ritter), Op. 31, 

only Schlimme Geschichte sustains a change of key.  Schlimme Geschichte (Sad Tale) is Reger’s 

setting of a lusty romantic poem in three stanzas (see Table 45, for a summary of the song’s 

features).  The song is in F major and modulates to C major at the end of the first stanza (bars 

9-10) via the progression III = VI – III – VI – V – I (see Example 47 on the next page), which 

is not listed by Riemann.  The song remains in C major for most of the second stanza, before 

modulating back to the tonic (F major) towards the end of the second stanza (bars 19-21), via 

the progression IV = I – iv – I – viio/V – I – V - I (see Example 48 on the next page).  This 

progression is based on one of Riemann’s modulations by minor-third changes 

 

Tempo Allegretto 

Vocal 
Range &d=r=| Bars 37 

Dynamic Range pp to f 

Pivot-Chord 
Modulation(s) 

 F maj to C maj via the progression: 
III = VI – III – VI – V – I 

Starting 
Tonality 

F major 
 C maj to F maj via the progression: 

IV = I – iv – I – viio/V – I – V - I 

 

Table 45: Max Reger, Schlimme Geschichte, Op. 31, no. 6, basic features.754 

                                                   
753 Reger, Max Reger Sämtliche Werke. Vol. 31, 75; Mercier and Nold, 92-93. 
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(T – S = T – Sp – D – T; translated as IV = I – ii – V – I).755  It is evident that bar 20 serves to 

extend the tonic chord, therefore the progression can be reduced to IV = I – V – I, making its 

connection to Riemann’s original progression clear.  In this song, there is no clear explanation 

(e.g. word-painting) for the choice of key Reger modulates to, leading to the assumption that a 

more broad reason exists (e.g. perhaps there was an affect that Reger associated with the key 

of C major). 

 

 
 

Example 47: Max Reger, Schlimme Geschichte, Op. 31, no. 6, bars 9-10.756 

 

 
 

Example 48: Max Reger, Schlimme Geschichte, Op. 31, no. 6, bars 19-21.757 

 

                                                                                                                                                     
754 It had to be very dark on the hawthorn hedge!  There was no moonlight nor sunshine when my loved 
one, all alone, waited on the corner. 

With red roses in my hand I came quietly along and was grabbed by my apron-strings and before I 
could say a word I was caught. 

Like a growling wild animal waiting on the steps, my loved one quickly closed the door and bolted it.  
Should I have called out?  Mercier and Nold, 100; Reger, Max Reger Sämtliche Werke. Vol. 31, 96-98. 
755 Riemann, Harmony Simplified, 158-159. 

756 Reger, Max Reger Sämtliche Werke. Vol. 31, 96; Mercier and Nold, 100. 

757 Reger, Max Reger Sämtliche Werke. Vol. 31, 97; Mercier and Nold, 100. 
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8.6. Sechs Lieder für eine mittlere Stimme, Op. 35 

 

Out of the six songs in the Sechs Lieder für eine mittlere Stimme (Six Songs for Middle Voice), 

Op. 35, only one modulates via pivot-chord.  Flieder (Lilac) is Reger’s setting of an expressive 

poem in two stanzas by German journalist and writer Otto Julius Bierbaum (1865-1910), who 

also wrote under the noms de plume Martin Möbius and Simplicissimus (see Table 46 for a 

summary of the song’s features).  The song is in B major and, after some tonicisations, 

modulates to F# major after the kiss in the second stanza (bars 22-23) via the progression 

iv = vi - ii – V – I (see Example 49), which is not listed by Riemann.  From there, the song 

modulates to E major in bars 27-29 via the progression bIII = IV – V – IV – I – IV – V – I 

 
Tempo Nicht zu langsam, sehr ausdrucksvoll 

Vocal 
Range &d=R=| Bars 35 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

 Bb maj to F# maj via the progression: 

iv = vi - ii – V – I 
Starting 
Tonality 

B major  F# maj to E maj via the progression: 

bIII = IV – V – IV – I – IV – V – I 

 

Table 46: Max Reger, Flieder, Op. 35, no. 4, basic features.758 

 

 
 

Example 49: Max Reger, Flieder, Op. 35, no. 4, bars 22-23.759 

                                                   
758 On a calm, dreamy spring night the stars twinkled delicately in the sky, the broad moon hung like a 
silver shield.  While the branches rustled softly, we walked arm and arm as in a dream under the 
fragrant trees on that spring night. 

The lilac emitted its delicate perfume and I kissed your passionate mouth.  Over our heads dense 
clusters of blue and white blossoms shimmered gently.  You gathered a bouquet and we slowly walked 
home, the lilac fragrance wafting delicately behind us.  Mercier and Nold, 104; Reger, Max Reger 
Sämtliche Werke. Vol. 31, 106-108. 

759 Reger, Max Reger Sämtliche Werke. Vol. 31, 107; Mercier and Nold, 104. 
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(see Example 50), which is also not based on a progression listed by Riemann.  The tonic 

chord of the perfect cadence concluding the progression arrives on the word langsam (slowly), 

the point in the poem at which the lovers begin their leisurely return home.  The song remains 

in E major until the end. 

 

 
 

Example 50: Max Reger, Flieder, Op. 35, no. 4, bars 27-29.760 

 

8.7. Fünf Gesänge für eine mittlere Stimme, Op. 37 

 

Out of the five songs in the Fünf Gesänge für eine mittlere Stimme (Five Songs for Middle Voice), 

Op. 37, only one song – Volkslied – modulates to satisfy the definition adopted for this study.  

Volkslied (Folksong) is Reger’s setting of a folk-style poem in three stanzas by German writer 

and poet Anna Ritter (see Table 47, for a summary of the song’s features).  The song is in G 

major and, after several tonicisations, modulates to G minor in bars 13-14, when the character 

 

Tempo Im Volkston (Andantino) 

Vocal 
Range &g=t=| Bars 25 

Dynamic Range pp to f 

Pivot-Chord 
Modulation(s) 

 G maj to G min via the progression: 
i = i – V – i 

Starting 
Tonality 

G major 
 G min to G maj via the progression: 

V = V – I 

 

Table 47: Max Reger, Volkslied, Op. 37, no. 2, basic features.761 
 

                                                   
760 Reger, Max Reger Sämtliche Werke. Vol. 31, 108; Mercier and Nold, 104. 
761 In the forest a little bird sings of love and sorrow.  I myself cry too for you wish to part from me. 

Many red roses bloom yet I pick none, for I need neither jewel nor ornament so entirely alone am I. 

I had such love for you yet you want to wander, to seek your happiness and luck with another.  Mercier 
and Nold, 108; Reger, Max Reger Sämtliche Werke. Vol. 31, 116-117. 
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laments at their loneliness.  This modulation is via the progression i = i – V – i (see Example 

51), which is not listed by Riemann.  Soon after, in bar 15, the song modulates back to G major 

via the progression V = V – I, which is also a progression not based on any progression listed 

by Riemann. 

 

 
 

Example 51: Max Reger, Volkslied, Op. 37, no. 2, bars 12-16.762 

 

8.8. Acht Lieder, Op. 43 

 

Out of the eight songs in the Acht Lieder (Eight Songs), Op. 43, five satisfactorily sustain a 

change of key via pivot-chord.  These are: Müde, Meinem Kinde, Die Betrogene Spricht, Mein 

Herz and Sag es nicht. 

Müde (Weary) is a setting of an ambient poem in three stanzas by German writer 

Gustav Falke (1853-1916) (see Table 48 for a summary of the song’s features).  The song 

begins in A major and modulates to D major in bars 5-7, coinciding with the phrase describing 

the movement of the clouds, oblivious to human activity.  It is achieved via the progression 

iii = vii – I – bII – V – I (see Example 52 on the next page), which is not listed by Riemann.  

The song remains in D major until the end. 

 

Tempo Mäßig bewegt (nicht schleppend) 

Vocal 
Range &A=y=| Bars 20 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

A maj to D maj via the progression: 

iii = vii – I – bII – V – I Starting 
Tonality 

A major 

 

Table 48: Max Reger, Müde, Op. 43, no. 2, basic features.763 

                                                   
762 Reger, Max Reger Sämtliche Werke. Vol. 31, 116-117; Mercier and Nold, 108. 
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Example 52: Max Reger, Müde, Op. 43, no. 2, bars 5-7.764 

 

Meinem Kinde (To My Child) is Reger’s setting of a lullaby in one stanza, also by German 

writer Gustav Falke (see Table 49 for a summary of the song’s features).  The song is in 

Ab major and features a modulation to C major in bars 6-7, in the middle of the phrase 

Jeder behutsame Atemzug is ein schweifender Himmelsflug (every gentle breath is a roaming 

heavenly flight).  The progression Reger employs is VII = V – I (see Example 53 on the next 

page), which is not listed by Riemann.  It comes very suddenly and he reinforces the new key 

 

Tempo 
Langsam, sehr ausdrucksvoll (nicht 
schleppend, leise bewegt) 

Vocal 
Range &s=y=| Bars 25 

Dynamic Range ppp to ff 

Pivot-Chord 
Modulation(s) 

 Ab maj to C maj via the progression: 

VII = V – I 
Starting 
Tonality 

Ab major  C maj to Ab maj via the progression: 

i = iii – V – I 

 

Table 49: Max Reger, Meinem Kinde, Op. 43, no. 3, basic features.765 

                                                                                                                                                     
763 A cool breath.  The linden tree dreams in the last lingering light of the sky.  Anxiously a little cloud 
floats across the sunset like a lost boat. 

The flow of the street thunders and churns far below in a confusion of hurried sounds where the living 
want no rest from their frenetic pace. 
To me the soul is like a leaf which fills with sunshine in summer then lets go, and thus quietly a dream 
dies from the tree.  Mercier and Nold, 115; Reger, Max Reger Sämtliche Werke. Vol. 31, 128-130. 

764 Reger, Max Reger Sämtliche Werke. Vol. 31, 128-129; Mercier and Nold, 115. 

765 I quietly bend over your little bed and bless you as you sleep.  Each gentle breath is a roaming 
heavenly flight, a search all around to see if there is even one little star, from where a futile brilliance 
and light, lovingly presents an herb of luck, which they flew down and lay upon your white coverlet.  As 
you quietly sleep I bend and bless you.  Mercier and Nold, 116; Reger, Max Reger Sämtliche Werke. Vol. 
31, 131-133. 
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via a second perfect cadence in bars 11-12.  The tonic soon returns via another sparse 

modulation at bars 16-17, just before the final phrase of the poem.  It is effected via the 

progression i = iii – V – I (see Example 54), wherein the dominant chord is, even at that slow 

tempo, only briefly apparent as a residual fragment of the pivot chord.766  The progression is 

based on one of Riemann’s progression by tritone changes (oT =  – S – D – T; translated as 

i = iii – IV – V – I).767  The song remains in Ab major until the end. 

 

 
 

Example 53: Max Reger, Meinem Kinde, Op. 43, no. 3, bars 6-7.768 

 

 
 

Example 54: Max Reger, Meinem Kinde, Op. 43, no. 3, bars 16-17.769 

 

                                                   
766 The work is extremely chromatic and dense in texture, and, at the slow tempo, the dominant chord 
could be sufficiently clear to the listener that it would serve as an effective cadence in combination with 

the Ab major tonic chord that follows. 

767 Riemann, Harmony Simplified, 161. 

768 Reger, Max Reger Sämtliche Werke. Vol. 31, 131; Mercier and Nold, 116. 

769 Reger, Max Reger Sämtliche Werke. Vol. 31, 132-133; Mercier and Nold, 116. 
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Die Betrogene Spricht (The Deceived Speaks) is Reger’s setting of a sad poem in three 

stanzas by German writer and poet Anna Ritter (see Table 50 for a summary of the song’s 

features).  The song is in G minor and modulates very briefly to Eb major (for only bars 5-9) to 

prepare for the phrase about the sultry June wind and happy memories of romance.  This 

modulation is achieved via the brisk progression III = V – IV – I (see Example 55), which is 

one of Riemann’s modulations by contra-fifth change (oT – oTp = D – S – T).770  The return to 

the tonic is achieved at the start of the second stanza (bar 9), which is about loneliness and 

heartache.  The progression is V – I = VI – i (see Example 56 on the next page), which is not 

listed by Riemann, and a perfect cadence establishes the new key a few bars later (bar 13).  The 

work remains in G minor until the end. 

 

Tempo Nicht schleppend, sehr ausdrucksvoll 

Vocal 
Range &∂=t=| Bars 24 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

 G min to Eb maj via the progression: 
III = V – IV – I 

Starting 
Tonality 

G minor 
 Eb maj to G min via the progression: 

V – I = VI – i 

 

Table 50: Max Reger, Die Betrogene spricht, Op. 43, no. 6, basic features.771 

 

 
 

Example 55: Max Reger, Die Betrogene Spricht, Op. 43, no. 6, bar 5.772 

                                                   
770 Riemann, Harmony Simplified, 150. 
771 The night was dark as my mother slept.  The little garden was full of My blossoms and I was a child.  
Then the June wind spread itself sultrily over the linden tree. 

From the old tree a summer dream fell down to me.  Wearing a blossoming little branch in my hair, you 
kissed me and I loved you.  I had no fear. 

Now you are far away and my longing cries out like a child for its mother, for you.  My heart is weary 
and my body weak.  Beloved, what have you done to me?  Mercier and Nold, 119; Reger, Max Reger 
Sämtliche Werke. Vol. 31, 139-141. 

772 Reger, Max Reger Sämtliche Werke. Vol. 31, 139; Mercier and Nold, 119. 
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Example 56: Max Reger, Die Betrogene Spricht, Op. 43, no. 6, bar 9.773 

 

Mein Herz (My Heart) is a setting of a sad poem in one stanza by Czech writer and poet 

Oskar Wiener (1873-1944) (see Table 51, on the next page, for a summary of the song’s 

features).  The song is in G minor and modulates to Bb minor in bars 3-5, when the poem 

moves away from the colour red to discuss death.  The progression used is 

vi = iv – iii – bII – V – i (see Example 57 on the next page), which is based on one of Riemann’s 

modulations by contra-fifth change (T – Tp = oS – D+ – oT, translated as I – vi = iv – V – i).774  

This progression is originally intended by Riemann to be used as a means of modulating from 

a major key to a minor key up a minor third (e.g. C major to E minor).775  Reger, however, uses 

it for movement between keys different to those intended by Riemann – furthermore, he 

modifies the progression by adding a mediant chord and a Neapolitan chord.  In the song, the 

progression is used as an expressive vehicle for the lyrics in the first half of the poem (i.e. 

lyrics not concerned with the colour red).  The song returns to the tonic (G minor) in 

 
Tempo Etwas langsam und ausdrucksvoll 

Vocal 
Range &ƒ=t=| Bars 21 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

G min to Bb min via the progression: 

vi = iv – iii – bII – V – i Starting 
Tonality 

G minor 

 

Table 51: Max Reger, Mein Herz, Op. 43, no. 7, basic features.776 

                                                   
773 Reger, Max Reger Sämtliche Werke. Vol. 31, 140; Mercier and Nold, 119. 

774 Riemann, Harmony Simplified, 150. 
775 Ibid., 150. 

776 My red heart, my dead heart, should at last find peace.  In the darkness of night I have buried it in 
the deep snow.  In the pale snow my sins bloomed red.  My poor heart, my cold heart, can find no peace.  
Mercier and Nold, 119; Reger, Max Reger Sämtliche Werke. Vol. 31, 142-143. 
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Example 57: Max Reger, Mein Herz, Op. 43, no. 7, bars 3-5.777 

 

bars 11-12, in time for the phrase Im bleiben Schnee Erblühten rote Sünden (In the pale snow my 

sins bloomed red) – thus reaffirming the connection between the tonic key and the colour red.  

The modulation is effected via the pivot vi = i (as this is not a complete progression, it is 

excluded from the results of this study).  A perfect cadence occurs at bars 16-17 and 

establishes the new key. 

Sag es nicht (Say It Not) is a setting of a love poem in two stanzas also by Czech writer 

and poet Oskar Wiener (see Table 52 for a summary of the song’s features).  The song is in 

F major and features a modulation to D major in bars 22-24 for the phrase daß der Liebe 

wir begegnet, die uns Heimlich eingesegnet (we found love that secretly consecrated us) (see 

Example 58 on the next page).  Reger accomplishes this modulation via the progression 

VI = I – V – I, which is not listed by Riemann.  After this climactic phrase, the song modulates 

back to the tonic key of F major in bars 31-34 via the progression iv = ii – IV – V - I 

 
Tempo Lebhaft, anmutig 

Vocal 
Range &s=t=| Bars 39 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

 F maj to D maj via the progression: 
VI = I – V – I 

Starting 
Tonality 

F major 
 D maj to F maj via the progression: 

iv = ii – IV – V - I 

 

Table 52: Max Reger, Sag es nicht, Op. 43, no. 8, basic features.778 

                                                   
777 Reger, Max Reger Sämtliche Werke. Vol. 31, 142; Mercier and Nold, 119. 

778 Do not tell, beloved darling, those words we secretly spoke together.  Do not tell what our lips 
discovered, where we arose, do not tell. 

Do not tell, loving heart, that while we were in the forest at night we found love that secretly 
consecrated us.  Beloved darling, do not tell, do not tell, do not tell.  Mercier and Nold, 120; Reger, Max 
Reger Sämtliche Werke. Vol. 31, 145-146. 
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Example 58: Max Reger, Sag es nicht, Op. 43, no. 8, bars 22-24.779 

 

(see Example 59), which is based on one of Riemann’s modulations by whole-tone changes 

(T – oS = Sp – D – T, translated as I – iv = ii – V – I).780  Reger modified Riemann’s original 

progression by adding a subdominant chord, thereby strengthening the effect of the perfect 

cadence.  The modulation coincides with the return of the words sag es nicht (do not tell). 

 

 
 

Example 59: Max Reger, Sag es nicht (Op. 43, no. 8), bars 31-34.781 

 

8.9. Zwölf Lieder, Op. 51 

 

Out of the twelve songs in the Zwölf Lieder (Twelve Songs), Op. 51, only one song, Verlorne 

Liebe, modulates to satisfy the definition adopted for this study.  Verlorne Liebe (Lost Love) is 

                                                   
779 Reger, Max Reger Sämtliche Werke. Vol. 31, 146; Mercier and Nold, 108. 

780 Riemann, Harmony Simplified, 159-160. 

781 Reger, Max Reger Sämtliche Werke. Vol. 31, 117; Mercier and Nold, 108. 
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Reger’s setting of a sad romantic poem in two stanzas by German writer Eugenie Galli (1849-

1917) (see Table 53 for a summary of the song’s features).  The song is in Eb major and 

tonicises F minor, from which it then modulates to D major in bar 9 via the pivot VI = I (as 

this is not a complete progression, this modulation is excluded from the results of this study).  

This coincides with the phrase und Blick um Blick sich selig trafen! (our glances blissfully 

meeting).  However, there is no establishing perfect cadence until bars 14-15, after which there 

is an immediate modulation back to the tonic key in bars 16-18 (in readiness for the final, 

questioning, phrase of the poem).  The modulation progression is v = vii/V – V – i (see 

Example 60), which is not listed by Riemann.  The work ends in Eb major. 

 

Tempo Langsam, sehr ausdrucksvoll 

Vocal 
Range &A=t=| Bars 24 

Dynamic Range ppp to f 

Pivot-Chord 
Modulation(s) 

D maj to Eb maj via the progression: 

v = vii/V – V – i Starting 
Tonality 

Eb major 

 

Table 53: Max Reger, Verlorne Liebe, Op. 51, no. 10, basic features.782 

 

 
 

Example 60: Max Reger, Verlorne Liebe, Op. 51, no. 10, bars 16-18.783 

 

8.10. Fünfzehn Lieder, Op. 55 

 

Out of the fifteen songs in the Fünfzehn Lieder (Fifteen Songs), Op. 55, three satisfactorily 

                                                   
782 Now that everyone is asleep you slip by night into my chamber and appear in my dreams, our 
glances blissfully meeting. 

In the past you sank pale and beautiful into my bed, you gripped my hand and I understood your silence.  
Lost love, will you ever return to me?  Mercier and Nold, 138; Reger, Max Reger Sämtliche Werke. Vol. 
31, 196-197. 

783 Reger, Max Reger Sämtliche Werke. Vol. 31, 197; Mercier and Nold, 138. 
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sustain a change of key via pivot-chord.  These are: Traum, Ein Paar and Viola d’amour. 

Traum (Dream) is a setting of a romantic poem in one stanza by German writer and 

editor Franz Evers (1871-1947) (see Table 54 for a summary of the song’s features).  The song 

is in E major and features a modulation to D minor in bars 3-4, coinciding with the words 

das Fieber (the fever).  Reger effects this modulation via the progression IV = V – i (see 

Example 61), which is based on one of Riemann’s modulations by contra-fifth change 

(T – S = D – oS – oT, translated as I – IV = V – iv – i).784  Reger adapts this progression by 

omitting the minor subdominant chord, thereby creating a perfect cadence.  The song returns 

to the tonic key in bar 12 as the sick character begins to describe how the warmth of his 

beloved’s kiss gives him the strength to live (see Example 62 on the next page).  The 

progression used is VI = V – I; it is not listed by Riemann.  The song remains in E major to 

the end. 

 

Tempo Langsam und sehr ausdrucskvoll (Bewegt) 

Vocal 
Range &s=y=| Bars 18 

Dynamic Range ppp to ff 

Pivot-Chord 
Modulation(s) 

 E maj to D maj via the progression: 
IV = V – i 

Starting 
Tonality 

E major 
 D maj to E maj via the progression: 

VI = V – I 
 

Table 54: Max Reger, Traum, Op. 55, no. 2, basic features.785 

 

 
 

Example 61: Max Reger, Traum, Op. 55, no. 2, bars 3-4.786 

                                                   
784 Riemann, Harmony Simplified, 150. 

785 Now passing as a light through my dreams you will subdue the fever that torments me.  At night 
when you stand at my bed, I feel your pulse stir, I feel your heart press on mine.  Your maiden-like 
stirring caresses me.  How warmly your kiss hangs on my lips and quietly I begin to live for you.  
Mercier and Nold, 143; Reger, Max Reger Sämtliche Werke. Vol. 31, 209-210. 
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Example 62: Max Reger, Traum, Op. 55, no. 2, bar 12.787 

 

Ein Paar (A Couple) is Reger’s setting of a sad poem in one stanza by German writer 

and critic Richard Braungart (1872-1963) (see Table 55 for a summary of the song’s features).  

The song is in F# minor and tonicises Eb major, from which it then modulates to A minor in 

bar 6, via the progression V = bII – V – i (see Example 63 on the next page).  The modulation 

reflects the phrase that describes the position of the female character in the relationship as ein 

getreuer stummer Schatten (a faithful, silent shadow).  The progression is one of Riemann’s 

modulations by tritone steps (D =  – D – oT), and a means of modulating from a major key 

to a minor key up by an augmented fourth (e.g. C major to F# minor).788  Reger, however, uses 

it for movement between keys different to those intended by Riemann.  As the song closes, it 

 

Tempo 
Langsam, sehr ausdrucksvoll, doch nie 
schleppend 

Vocal 
Range &m=R=| Bars 23 

Dynamic Range ppp to ff 

Pivot-Chord 
Modulation(s) 

 Eb maj to A min via the progression: 

V = bII – V – i 
Starting 
Tonality 

F# minor  A min to F# min via the progression: 

#viio = iio – V – i 

 

Table 55: Max Reger, Ein Paar, Op. 55, no. 9, basic features.789 

                                                                                                                                                     
786 Reger, Max Reger Sämtliche Werke. Vol. 31, 209; Mercier and Nold, 143. 

787 Reger, Max Reger Sämtliche Werke. Vol. 31, 210; Mercier and Nold, 143. 

788 Riemann, Harmony Simplified, 170-171. 

789 Quietly goes the young woman on the arm of her aged husband like a faithful, silent shadow through 
the green summer meadow.  Her woeful glance wanders longingly over the bushes and path of the 
countryside where colourful flowers sprout, then timidly back to the husband.  But the frail, weary old 
man stares childishly in the distance with no awareness that at his side eternal longing blooms.  Mercier 
and Nold, 150; Reger, Max Reger Sämtliche Werke. Vol. 31, 231-232. 
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Example 63: Max Reger, Ein Paar, Op. 55, no. 9, bar 6.790 

 

modulates back to F# minor in bars 21-22, via the progression #viio = iio – V – i (see Example 

64).  This progression is based on one of Riemann’s modulations by chords of seven-three 

(ºT – ºDp – ºDpI< = VII – ºT, translated as I – §VII – #viio = iio – i).791  Reger adapts this 

progression by adding a dominant chord in order to create a closing perfect cadence for the 

song. 

 

 
 

Example 64: Max Reger, Ein Paar, Op. 55, no. 9, bars 21-23.792 

 

Viola d’amour (Viola d’amore) is a setting of a descriptive poem in two stanzas by 

German writer and poet Gustav Falke (see Table 56, on the next page, for a summary of the 

                                                   
790 Reger, Max Reger Sämtliche Werke. Vol. 31, 231; Mercier and Nold, 150. 

791 Riemann, Harmony Simplified, 153-154. 

792 Reger, Max Reger Sämtliche Werke. Vol. 31, 232; Mercier and Nold, 150. 
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song’s features).  The song is in D major and modulates to B major in the middle of the first 

stanza (bars 10-11) via the progression I - #i = iii – V – I (see Example 65), which is not listed 

by Riemann.  The work remains in B major until the end. 

 

Tempo 
Sehr innig, leise, ausdrucksvoll und nie 
schleppend 

Vocal 
Range &F=y=| Bars 27 

Dynamic Range ppp to f 

Pivot-Chord 
Modulation(s) 

D maj to B maj via the progression: 

I - #i = iii – V – I Starting 
Tonality 

D major 

 

Table 56: Max Reger, Viola d’amour, Op. 55, no. 11, basic features.793 

 

 
 

Example 65: Max Reger, Viola d’amour, Op. 55, no. 11, bars 10-11.794 

 

8.11. Liebeslieder 

 

Liebeslieder (Love Songs) is a collection without opus number.  Out of the eight songs in the 

collection, only two modulate to satisfy the definition adopted for this study: Süße Ruh’ and 

Mädchenlied. 

 

                                                   
793 Fair queen of string instruments whose name is borrowed, you tenderly play of love and strangely 
coax sweet melodies from a dream or silence.  Beloved of beauty, all deepest magical kingdom, you 
appease pain and sorrow, with your silver tones gently harmonise, heart to heart. 

And I hear your little song, like a breath, or only a sigh, as it buzzes and the air rings tenderly under 
your vibrations, viola d’amore.  Mercier and Nold, 152; Reger, Max Reger Sämtliche Werke. Vol. 31, 236-
238. 

794 Reger, Max Reger Sämtliche Werke. Vol. 31, 237; Mercier and Nold, 152. 
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Süße Ruh’ (Sweet Rest) is Reger’s setting of a romantic poem in two stanzas by Frieda 

Laubsch, about whom no further information could be found (see Table 57 for a summary of 

the song’s features).  The song is in F major and modulates to C major at the end of the first 

stanza (bars 5-6) via the progression viio7/V = viio7 – I (see Example 66), which is one of 

Riemann’s modulations by chords of seven-three (T – S – S1< = 7 – T, translated as 

I – IV – #ivº = viiº – I).795  The song returns to the tonic key of F major in the final bars of the 

work (bars 14-17) via the progression I = V –vii – ii – V – I (see Example 67 on the next 

page), which is based on one of Riemann’s modulations by contra-fifth change (originally 

T = D – oS – T, translated as I = V – iv – I).796  Reger adapts the progression by extending the 

dominant function through the addition of chord vii, substituting the subdominant chord with 

 

Tempo Etwas bewegt 

Vocal 
Range &a=t=| Bars 17 

Dynamic Range pp to f 

Pivot-Chord 
Modulation(s) 

 F maj to C maj via the progression: 
viio/V = viio – I 

Starting 
Tonality 

F major  C maj to F maj via the progression: 
I = V –vii – ii – V7 – I 

 

Table 57: Max Reger, Süße Ruh’, basic features.797 

 

 
 

Example 66: Max Reger, Süße Ruh’, bars 5-7.798 

                                                   
795 Riemann, Harmony Simplified, 153-154. 

796 Ibid., 150. 

797 The golden morning arrives with a glow of sunshine and scents of perfume.  I awaken to this new 
day and think of you. 

I dreamt of you the entire night as we went through the spring meadows.  I have awakened to life and 
think of you.  Mercier and Nold, 53; Reger, Max Reger Sämtliche Werke. Vol. 34, 126-127. 

798 Reger, Max Reger Sämtliche Werke. Vol. 34, 126; Mercier and Nold, 53. 
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Example 67: Max Reger, Süße Ruh’, bars 14-17.799 

 

the supertonic chord, and adding a further dominant chord to create the strong perfect 

cadence in F major with which the song ends. 

Mädchenlied (Maiden’s Song) is a setting of a romantic poem in one stanza by German 

writer and poet Marie Madeleine, Baroness von Puttkamer, about whom no further 

information could be found (see Table 58 for a summary of the song’s features).  The song 

begins in Ab major but, soon after, there is an elaborate modulation to C major that culminates 

in a perfect cadence in bar 7, coinciding with the word Frühlingsglanz (spring’s splendour).  

Reger effects this modulation via the progression: I = bVI – IV – bVII – IV – bII – I – V - I (see 

Example 68 on the next page), which is based on one of Riemann’s modulations by chromatic 

semitone changes (T = oSp – +Sp – D – T, translated as I = bVI - ii - V - I).800  Reger 

 

Tempo 
Ziemlich langsam, doch nie schleppend; 
ausdrucksvoll 

Vocal 
Range &d=t=| Bars 23 

Dynamic Range pp to f 

Pivot-Chord 
Modulation(s) 

Ab maj to C maj via the progression: 

I = bVI – IV – bVII – IV – bII – I – V - I Starting 
Tonality 

Ab major 

 

Table 58: Max Reger, Mädchenlied, basic features.801 

                                                   
799 Reger, Max Reger Sämtliche Werke. Vol. 31, 127; Mercier and Nold, 53. 

800 Riemann, Harmony Simplified, 172-173. 

801 I see from my window the distant mountains with their veils of mists glowing in the luster of spring.  
A dim green haze shimmers over bushes and trees as my poor soul trembles from Spring’s sorrow.  Oh!  
Could I only look once, only once more into your eyes, those mild blue stars that I loved so much!  
Mercier and Nold, 53; Reger, Max Reger Sämtliche Werke. Vol. 34, 128-129. 
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Example 68: Max Reger, Mädchenlied, bars 4-7.802 

 

elaborated the progression by adding an elaboration of the subdominant chord (IV – bVII – 

IV), which he changed to a Neapolitan chord.  He also added a tonic chord before the perfect 

cadence to strengthen the perception of the new key.  At bars 11-13, the song tonicises 

Ab major before tonicising G major in bars 13-17.  Again there is a deceptive return to Ab 

major, before a modulation to F major at the phrase einmal noch deine Augen (only once more 

into your eyes).  This modulation is via the pivot VI = I and the new key is eventually 

established by a weak perfect cadence in bar 21.  The song ends with a strong perfect cadence 

in the key of F major. 

 

8.12. Sechszehn Gesänge, Op. 62 

 

Out of the sixteen songs in the Sechszehn Gesänge (Sixteen Songs), Op. 62, only three songs 

satisfactorily sustain a change of key via pivot-chord.  These are: Reinheit, Fromm and 

Begegnung. 

Reinheit (Purity) is Reger’s setting of a romantic poem in two stanzas by German poet 

and writer Martin Boelitz (1874-1918) (see Table 59, on the next page, for a summary of the 

song’s features).  The song begins in G major and modulates to E minor in the first phrase of 

the poem (bars 3-5) via the progression bVII = bII – vii/V – V – i (see Example 69 on the next 

page), which is not listed by Riemann.  It is puzzling why Reger chose to set such optimistic 

lyrics in a minor key.  The song then tonicises C minor (bars 8-14) before modulating back to 

G major in bars 14-15, for the phrase Schimmer hoher Sterne ruht (shimmer of heavenly stars).  

The progression III = bVI – V – I (see Example 70 on page 185) is based on one of Riemann’s 

 

                                                   
802 Reger, Max Reger Sämtliche Werke. Vol. 34, 128; Mercier and Nold, 53. 
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Tempo 
Sehr zart, ausdrucksvoll, nicht allzu langsam (nie 
schleppend!) 

Vocal 
Range &ß=t=| Bars 17 

Dynamic Range ppp to f 

Pivot-Chord 
Modulation(s) 

 G maj to E min via the progression: 

bVII = bII – vii7/V – V – i 
Starting 
Tonality 

G major  C min to G maj via the progression: 

III = bVI – V – I 

 

Table 59: Max Reger, Reinheit, Op. 62, no. 6, basic features.803 

 

 
 

Example 69: Max Reger, Reinheit, Op. 62, no. 6, bars 3-5.804 

 

modulations by leading-tone steps (oTp = oSp – D+ – T, translated as III = VI – V – I).805  

Reger modifies this progression by flattening the submediant chord.  The song remains in G 

major to the end. 

 

                                                   
803 With a smile you spread your golden loving kindness throughout my day and I hardly dare to 
breathe the scent of such young blossoms. 

My eyes find joy only in yours.  Your soul is so still, so pure, like a lake in the evening upon whose 
waters the shimmer of heavenly stars are reflected.  Mercier and Nold, 162; Reger, Max Reger Sämtliche 
Werke. Vol. 32, 19-20. 

804 Reger, Max Reger Sämtliche Werke. Vol. 32, p. 19; Mercier and Nold, 162. 

805 Riemann, Harmony Simplified, 162. 
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Example 70: Max Reger, Reinheit, Op. 62, no. 6, bars 14-15.806 

 

Fromm (Devout) is a setting of a spiritual and romantic poem in two stanzas by German 

writer Gustav Falke (see Table 60 for a summary of the song’s features).  The song is in Ab 

major but very soon begins to modulate to G major via an elaborate progression not derived 

from Riemann.  The progression spans bars 5-11 and concludes with a perfect cadence at the 

end of the first stanza.  The return to the tonic key happens soon in the second stanza (bars 

15-16) and coincides with the words von Gott zurück (returned from God).  The modulation is 

achieved via the progression bVI = V – I (see Example 71 on the next page), which is not listed 

by Riemann.  The song ends in the tonic key. 

 

Tempo 
Sehr ruhig, einfach, ausdrucksvoll (doch nie 
zu langsam) 

Vocal 
Range &s=†=| Bars 26 

Dynamic Range ppp to f 

Pivot-Chord 
Modulation(s) 

 Ab maj to G maj via an extended 

progression 
Starting 
Tonality 

Ab major  G maj to Ab maj via the progression: 

bVI = V – I 

 

Table 60: Max Reger, Fromm, Op. 62, no. 11, basic features.807 

 

                                                   
806 Reger, Max Reger Sämtliche Werke. Vol. 32, 20; Mercier and Nold, 162. 
807 The moon shines on my bed, my folded hands rest in its light and I can’t sleep. 

My soul is peaceful, having returned from God, and my heart has only one thought: you and your 
happiness.  Mercier and Nold, 166; Reger, Max Reger Sämtliche Werke. Vol. 32, 34-35. 



Chapter 8: Modulation in Reger’s Early Mature Lieder (1895-1902) 

 

186 

 
 

Example 71: Max Reger, Fromm, Op. 62, no. 11, bars 15-16.808 

 

Begegnung (Encounter) is Reger’s setting of a romantic poem in five stanzas by German 

poet and Protestant minister Eduard Mörike (1804-1875) (see Table 61 for a summary of the 

song’s features).  The song is in G minor and tonicises A minor, from which it then modulates 

to C major in bars 25-27, via the progression iio = viio – V – I (see Example 72 on the next 

page).  This modulation happens in the middle of the third stanza, at the point in the storyline 

when the two youths meet and reflects their happiness.  It is based on one of Riemann’s 

modulations by chords of minor nine-three (ºT – SVII – ..1> = 9> – T, translated as 

i - ii±7 - iiº = viiº - I), to which Reger added a dominant chord in order to create a perfect 

 

Tempo Sehr lebhaft 

Vocal 
Range &s=y=| Bars 58 

Dynamic Range ppp to ff 

Pivot-Chord 
Modulation(s) 

A min to C maj via the progression: 
iio = viio – V – I Starting 

Tonality 
G minor 

 

Table 61: Max Reger, Begegnung, Op. 62, no. 13, basic features.809 

                                                   
808 Reger, Max Reger Sämtliche Werke. Vol. 32, 35; Mercier and Nold, 166. 
809 The night storm was stilled in the morning.  How this unwanted broom has cleaned both chimney 
and streets. 
A maiden comes down the street half intimidated, looking all around.  Her face glows like roses in the 
unsteady wind. 

A handsome lad approaches her.  He wants to impress her.  How happy yet embarrassed the bashful 
fellow appears! 

He seems to ask if the loved one’s braids are in order after the storm which caused such disarray in the 
little room. 

The lad still dreams of the kisses he exchanged with this sweet child and is filled with joy as she rushes 
around the corner.  Mercier and Nold, 168; Reger, Max Reger Sämtliche Werke. Vol. 32, 38-42. 
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Example 72: Max Reger, Begegnung, Op. 62, no. 13, bars 25-27.810 

 

cadence.811  The song then modulates to A major in bar 46 via the pivot III = V, as the poem 

discusses the youth’s dreams of his beloved.  There follows, in bar 51, a perfect cadence in 

A minor, before the new key of A major is finally established via a perfect cadence with a major 

chord in bar 52-53.  The song ends in A major. 

 

8.13. Kompositionen für eine Singstimme mit Klavierbegleitung, Op. 79c 

 

Out of the six songs in the Kompositionen für eine Singstimme mit Klavierbegleitung (Compositions 

for one Voice with Piano Accompaniment), Op. 79c, only three include modulations via pivot- 

chord.  These are: Friede, Auf Mondbeschienenen Wegen and Züge. 

Friede (Peace) is Reger’s setting of a placid poem in one stanza by German poet Joseph 

Huggenberger (1865-1938) (see Table 62 for a summary of the song’s features).  The song 

 

Tempo 
Ziemlich langsam, doch nie schleppend; 
immer ausdrucksvoll 

Vocal 
Range &n=R=| Bars 20 

Dynamic Range pp, cresc., decresc. 

Pivot-Chord 
Modulation(s) 

Bb maj to D maj via the progression: 

I = bVI – I Starting 
Tonality 

A minor 

 

Table 62: Max Reger, Friede, Op. 79c, no. 4, basic features.812 

                                                   
810 Reger, Max Reger Sämtliche Werke. Vol. 32, 40; Mercier and Nold, 168. 
811 Riemann, Harmony Simplified, 154. 

812 In the valley far below the willows bend over a brook; wave after wave flows gently in the 
surrounding peace and silence.  And within my heart old grievances gently rest as image upon image of 
the blessed days of my youth greet me.  Mercier and Nold, 280; Reger, Max Reger Sämtliche Werke. Vol. 
34, 10-11. 
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begins in A minor and tonicises D major and Bb major, before modulating to D major at the 

start of the second half of the stanza (bars 11-12), when the old man reflects on his youthful 

days (see Example 73).  The progression used is I = bVI – I, which is based on one of 

Riemann’s modulations by chromatic semitone changes (T = oSp – +Sp – D – T, translated as 

I = bVI - ii - V - I).813  The modulation, however, is truly secured by a perfect cadence only 

near the very end of the work (bar 18).  The work ends in the key of D major. 

Auf mondbeschienenen Wegen (The Bell of Joy) is a setting of a love poem in three stanzas 

also by German poet Joseph Huggenberger (see Table 63 for a summary of the song’s 

features).  The song begins in G minor and convincingly modulates to D minor at the start of 

 

 
 

Example 73: Max Reger, Friede, Op. 79c, no. 4, bars 10-12.814 

 

Tempo Zart bewegt 

Vocal 
Range &f=t=| Bars 22 

Dynamic Range pp to f 

Pivot-Chord 
Modulation(s) 

 G min to D min via the progression: 
v = i – V – i 

Starting 
Tonality 

G minor 
 C maj to Eb maj via the progression: 

bVII = V – i – I 

 Eb maj to G maj via the progression: 

V = bIII – iii – V – I 

 

Table 63: Max Reger, Auf mondbeschienenen Wegen, Op. 79c, no. 5, basic features.815 

                                                   
813 Riemann, Harmony Simplified, 172-173. 

814 Mercier and Nold, 280; Reger, Max Reger Sämtliche Werke. Vol. 34, 11. 

815 On paths bathed in moonlight I tread toward the mountain, my loudly pounding heart caring for you 
alone. 

Shimmering clouds surround the spendour of heaven and a glorious dream is wafted through the night. 

A delightful desire for you awakens within me and my every breath flows out to you.  Mercier and Nold, 
281; Reger, Max Reger Sämtliche Werke. Vol. 34, 12-13. 
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the second stanza (bars 7-8) via the progression v = i – V – i (see Example 74), which is based 

on one of Riemann’s modulation progressions by third-steps (ºD = ºT – Dp – D – ºT, 

translated as v = i – iii – V – i).816  Reger modified the progression by omitting the median 

chord, perhaps to strengthen the perfect cadence.  The work then tonicises C major, from 

which it modulates to Eb major at the end of the second stanza (bars 13-14) via the progression 

bVII = V – i – I (see Example 75).  This progression is based on one of Riemann’s modulations 

by whole-tone steps (T –  = D – S – T, translated as I – bVII = V – IV – I), which Reger 

adapted by exchanging the subdominant chord for a minor tonic chord.817  Finally, the song 

manages to modulate to G major in the last four bars (bars 19-22) via the progression 

V = bIII – iii – V – I (see example 76 on the next page), which is not listed by 

 

 
 

Example 74: Max Reger, Auf mondbeschienenen Wegen, Op. 79c, no. 5, bars 7-8.818 

 

 
 

Example 75: Max Reger, Auf mondbeschienenen Wegen, Op. 79c, no. 5, bars 12-14.819 

                                                   
816 Riemann, Harmony Simplified, 166-167. 
817 Riemann, Harmony Simplified, 146-149. 

818 Mercier and Nold, 281; Reger, Max Reger Sämtliche Werke. Vol. 34, 12. 

819 Mercier and Nold, 281; Reger, Max Reger Sämtliche Werke. Vol. 34, 13. 
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Example 76: Max Reger, Auf mondbeschienenen Wegen, Op. 79c, no. 5, bars 18-22.820 

 

Riemann.  It is puzzling why Reger chose such tumultuous shifts of tonality for a text that is 

light-hearted.  Grim notes that the key of D minor was, for Reger, “a highly personal key and 

one in which are composed many of his most expressive compositions”, therefore, it is possible 

that Reger, like other contemporaries (e.g. Vincent d’Indy (1851-1931)) had devised his own 

system of ‘key-meanings’, akin to the Baroque Doctrine of Affections.821 

Züge (Wrinkles) is Reger’s setting of a sad poem in two stanzas by German poet 

Joseph Huggenberger (see Table 64 for a summary of the song’s features).  The song begins in 

F minor and modulates to D minor near the end of the first stanza (bars 5-6) via the 

 

Tempo 
Langsam, ausdrucksvoll, doch nicht 
schleppend 

Vocal 
Range &s=R=| Bars 14 

Dynamic Range pp to f 

Pivot-Chord 
Modulation(s) 

F min to D min via the progression: 

#III = V – i Starting 
Tonality 

F minor 

 

Table 64: Max Reger, Züge, Op. 79c, no. 8, basic features.822 

 

                                                   
820 Mercier and Nold, 281; Reger, Max Reger Sämtliche Werke. Vol. 34, 13. 
821 Dissmore notes that there was no “standard method of associating keys with affections”.  J. L. 
Dissmore, “Baroque Music and the Doctrine of Affections: Putting the Affections into Effect,” The 
Research and Scholarship Symposium (Cedarville: Cedarville University, 2017). Accessed 9 June 2017, 
http://digitalcommons.cedarville.edu/cgi/viewcontent.cgi?article=1384&context=research_scholarshi
p_symposium, 7-8; Grim, 6; M. A. Ishiguro, “The Affectative Properties of Key in the Twentieth 
Century,” (MMus, University of Massachusetts, 2010), 113. 
822 Recently I noticed you secretly reading my features!  What you found there you never could bear. 

That joyful script has now faced.  What has remained is the pain.  The saddest part you yourself have 
written.  Mercier and Nold, 283; Reger, Max Reger Sämtliche Werke. Vol. 32, 18. 
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progression #III = V – i (see Example 77), which is not listed by Riemann.823  It appears that D 

minor is a key that Reger perceived as more sombre than F minor, thus choosing it to reflect 

the descent into sadness at this point in the poem.  The work ends in the key of D minor. 

 

 
 

Example 77: Max Reger, Züge, Op. 79c, no. 8, bars 5-6.824 

 

8.14. Summarising Statements 

 

In the early mature period (1893-1902), Reger was relying less on Riemann’s modulation 

progressions than in his student lieder.  As summarised in Table 65 (on the next page) and 

Table 66 (starting on page 193), he used a variety of progressions to effect modulation in his 

early mature songs.  As the sample size from this period is much larger than from the previous 

period, it is clear that, over time, there are fluctuations in Reger’s reliance on Riemann’s 

modulation examples.  Out of the 43 instances of sustained change of key, 21 (nearly 49%) are 

based on Riemann’s modulation progressions.  Furthermore, Reger adapted 15 out of 20 (75%) 

of the Riemannian progressions he used (usually to strengthen or create perfect cadences).  

The cumulative totals are graphed Figure 28 (on page 195). 

 

                                                   
823 Riemann lists the following modulation by fifth-change: i – III – #iii = v – i.  Despite the similarity 
and the possibility that Reger could simply have adapted it to produce a perfect cadence, the fact that 
the pivot chords are not the same rules the progression out of consideration for the purpose of this 
study.  Riemann, Harmony Simplified, 151. 

824 Reger, Max Reger Sämtliche Werke. Vol. 34, 18. 
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Song 
Identical 

Riemannian 
Progressions 

Adapted 
Riemannian 
Progressions 

Non-
Riemannian 
progressions 

Totals 

Ich stehe hoch überm See 0 2 1 3 

Am Meer 0 0 2 2 

Der Schelm 0 0 1 1 

Verlassen hab' ich mein Lieb 1 1 1 3 

Pythia 0 0 2 2 

Schlimme Geschichte 0 1 1 2 

Flieder 0 0 2 2 

Volkslied 0 0 2 2 

Müde 0 0 1 1 

Meinem Kinde 0 1 1 2 

Die Betrogene spricht 1 0 1 2 

Mein Herz 0 1 0 1 

Sag es nicht 0 1 1 2 

Verlorne Liebe 0 0 1 1 

Traum 0 1 1 2 

Ein Paar 1 1 0 2 

Viola d'amour 0 0 1 1 

Suße Ruh' 1 1 0 2 

Mädchenlied 0 1 0 1 

Reinheit 0 1 1 2 

Fromm 0 0 1 1 

Begegnung 0 1 0 1 

Friede 0 1 0 1 

Auf mondbeschienenen Wegen 1 1 1 3 

Züge 0 0 1 1 

Totals 5 15 23 43 

 

Table 65: Categerisation of pivot-chord modulation progressions used in Reger’s early mature 

lieder (1893-1902). 
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Table 66: Pivot-chord modulation progressions used in Reger’s early mature lieder (1893-

1902). 
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Table 66 (cont.): Pivot-chord modulation progressions used in Reger’s early mature lieder 
(1893-1902). 
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Figure 28: Graph of cumulative total pivot-chord modulations used in the early mature period 

(1893-1902). 
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CHAPTER 9: MODULATION IN REGER’S LATER MATURE LIEDER 

(1903-1916) 
 

 

The purpose of this chapter is to identify the modulation progressions used by Reger in his lieder from 

1903–1916, and assess their degree of similarity to Riemann’s modulation progressions as listed in the 

latter’s treatise, Vereinfachte Harmonielehre (Harmony Simplified).  The focus is on answering the 

research question via the presentation and discussion of the results of the comparative analysis, thereby 

defining the extent to which Reger’s application of modulation in his lieder, in this period, was similar 

to Riemann’s teachings as summarised in his treatise.  Section 9.1 presents an overview of the analysed 

works.  Section 9.2 discusses the songs that are not part of a collection.  Sections 9.3 to 9.8 discuss the 

remaining songs, grouped into collections.  Section 9.9 presents summarising statements. 

 

9.1. Overview of Analysed Works 

 

Reger composed 131 songs during his later mature period (1903-1916), comprised of fourteen 

collections and nine individual songs.  However, one song (Abschiedslied) from this period is 

not published in the critical edition of Reger’s works, Max Reger Sämtliche Werke, and has 

therefore not been analysed (see Appendix 1 for a full list of Reger’s songs).  Out of the 

remaining 130 songs, only 21 include pivot-chord modulations that satisfy the definition of 

modulation adopted in this study (see Table 67).825 

 

Composed Collection Song no. Song Title 

Jan-Feb 1903 
(Munich) 

Siebzehn Lieder für eine 
hohe Stimme, Op. 70 

166 Ritter rät dem Knappen dies 

Prior to 
19/03/1903 

(Munich) 
n/a 181 

Wiegendlied (Nun kommt die 
Nacht gegangen) 

Nov-Dec 
1903 

(Munich) 
Achtzehn Gesänge, Op. 75 

189 Wäsche im Wind 
193 Hat gesagt – bleibt’s nicht dabei 
194 Das Ringlein 

Jun 1907 
(Leipzig) 

Schlichte Weisen für 
Singstimme und Klavier, 

Op. 76, Vol. 3 
235 Reiterlied 

Jun-Jul 1907 
(Leipzig) 

Sechs Lieder für eine 
Singstimme mit 

Klavierbegleitung 
241 Lied eines Mädchens 

 

Table 67: Reger’s modulating later mature songs.826 
                                                   
825 There are no modulating songs in the following collections: Vier Gesänge für eine Singstimme mit 
Klavier, Op. 88, Vier Lieder für eine Singstimme mit Klavier, Op. 97 and Fünf Gesänge für eine Singstimme 
mit Klavier, Op. 98. 

826 “Max Reger’s Works,” in Max Reger (Max-Reger-Institut/Elsa-Reger-Shiftung). 
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Composed Collection 
Song 
no. 

Song Title 

May 1909 
(Leipzig) 

Schlichte Weisen für Singstimme 
und Klavier, Op. 76, Vol. 1 

249 Wenn die Linde blüht 
250 Herzenstausch 
252 Schlecht’ Wetter 
253 Einen Brief soll ich schreiben 

255 Warte nur! 
258 Der verliebte Jäger 
260 Maiennacht 

22/11/1909 
(Leipzig) 

n/a 268 Es soll mein Gebet dich tragen 

Aug-Sep 1910 
(Oberaudorf) 

Schlichte Weisen für Singstimme 
und Klavier, Op. 76, Vol. 5 

(Aus der Kinderwelt) 
269 Klein Marie 

Jul 1912 
(Meiningen) 

Drei Lieder nach Gedichten von 
Elsa Asenijeff 

277 Klage 
279 Amselliedchen 

Aug 1912 
(Berchtesgaden) 

Schlichte Weisen für Singstimme 
und Klavier, Op. 76, Vol. 6 

282 Das Schwesterchen 

May 1915 
(Jena) 

Fünf neue Kinderlieder für eine 
hohe Stimme mit Klavier, Op. 

142 

290 Wiegenlied 

292 Maria am Rosenstrauch 

 

Table 67 (cont.): Reger’s modulating later mature songs. 
 

9.2. Songs not belonging to a Collection 

 

There are nine individual songs in this period, two of which include pivot-chord modulations: 

Wiegenlied (Nun kommt die Nacht gegangen) and Es soll mein Gebet dich tragen.  This section 

discusses these two songs. 

Wiegendlied (Nun kommt die Nacht gegangen) (Now Comes the Night Treading) is Reger’s 

setting of a lullaby in three stanzas by German writer and critic Richard Braungart (see 

Table 68, for a summary of the song’s features).  The song begins in C# minor and modulates 

 
Tempo Sehr zart, langsam (Nicht schleppend) 

Vocal 
Range &A=T=| Bars 16 

Dynamic Range ppp, cresc., decresc. 

Pivot-Chord 
Modulation(s) 

C# min to B maj via the progression: 

IV = V – I Starting 
Tonality 

C# min 

 
Table 68: Max Reger, Nun kommt die Nacht gegangen, basic features.827 

                                                   
827 Night arrives silently as on light tiptoes.  The stars fill the heavens in thousandfold spendour. 

You breath quietly.  Only a lingering smile remains from the day as the angels fan you with cool 
refreshment.  Oh, joy! 

Sleep my sweet love and may your senses weave dreams of rich splendour.  Sleep well and good night.  
Mercier and Nold, 58; Reger, Max Reger Sämtliche Werke. Vol. 34, 144-146. 
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to B major at the start of the second stanza (bar 7), when the new character is introduced (see 

Example 78).  The progression used is IV = V – I, which is one of Riemann’s modulations by 

fifth-change (ºT – ºS - SIII< = D – T, translated as i - iv - IV = V – I).828  Shortly after 

establishing B major, there is a tonicisation of A minor in the interlude between the stanzas, 

before the song embarks on an elaborate passage in E major (starting in bar 12).  This passage 

culminates in a plagal cadence at the end of the song (see Example 79), which is not sufficient 

to establish the new key of E major. 

 

 
 

Example 78: Max Reger, Nun kommt die Nacht gegangen, bar 7.829 
 

 
 

Example 79: Max Reger, Nun kommt die Nacht gegangen, bar 13-16.830 

                                                   
828 Riemann, Harmony Simplified, 146-149. 

829 Reger, Max Reger Sämtliche Werke. Vol. 34, 145; Mercier and Nold, 58. 
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Es soll mein Gebet dich tragen (My Prayer Should Carry You) is a setting of a sad poem in 

two stanzas by German author Asta von Wegerer (1854-1931) (see Table 69 for a summary of 

the song’s features).  The song begins in Bb major and modulates to A minor at the end of first 

stanza (bars 6-9), via the progression vii0 = i0 – i – V – iv – V – VI, which is not listed by 

Riemann (see Example 80).  The modulation in this song serves to reinforce the seriousness 

and sadness of the situation that the praying character faces.  The work ends in the key of 

A minor. 

 

Tempo Sehr einfach und schlicht; ziemlich langsam 

Vocal 
Range &d=e=| Bars 15 

Dynamic Range pp to f 

Pivot-Chord 
Modulation(s) 

Bb maj to A min via the progression: 

vii0 = i0 – i – V – iv – V - VI Starting 
Tonality 

Bb maj 

 

Table 69: Max Reger, Es soll mein Gebet dich tragen, basic features.831 

 

 
 

Example 80: Max Reger, Es soll mein Gebet dich tragen, bars 6-9.832 

 

9.3. Siebzehn Lieder für eine hohe Stimme, Op. 70 

 

Out of the seventeen songs in the Siebzehn Lieder für eine hohe Stimme (Seventeen Songs for High 

Voice), Op. 70, only one song modulates to satisfy the definition adopted for this study. 

Ritter rät dem Knappen dies (Rider, Tell the Boys This) is Reger’s setting of a lusty poem in four 

                                                                                                                                                     
830 Reger, Max Reger Sämtliche Werke. Vol. 34, 146; Mercier and Nold, 58. 

831 From morning until evening I shall pray that our loving God will carry you away from your great 
sorrow. 

I will join my hands for you at every hour so that heaven will allow Him to make you healthy.  Mercier 
and Nold, 45; Reger, Max Reger Sämtliche Werke. Vol. 34, 105. 

832 Reger, Max Reger Sämtliche Werke. Vol. 34, 105; Mercier and Nold, 45. 
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stanzas by German journalist and writer Otto Julius Bierbaum (1865-1910), who also wrote 

under the noms de plume Martin Möbius and Simplicissimus (see Table 70 for a summary of the 

song’s features).  The song is in A major and tonicises E minor before modulating to D major, 

starting in the middle of the third stanza (bar 37).  The modulation is via the pivot ii = iii, 

however, the new key is never strongly established via a perfect cadence, although the passage 

is unmistakably in D major.  The song modulates back to A major towards the end of the third 

stanza (bars 43-44) via the progression IV = bVII – V/V – V – I (see Example 81), which is not 

based on one of Riemann’s modulations.  The song ends in A major. 

 

Tempo Sehr lebhaft 

Vocal 
Range &d=y=| Bars 57 

Dynamic Range pp to fff 

Pivot-Chord 
Modulation(s) 

D maj to A maj via the progression: 

IV = bVII – V/V – V – I Starting 
Tonality 

A maj 

 

Table 70: Max Reger, Ritter rät dem Knappen dies, Op. 70, no. 3, basic features.833 

 

 
 

Example 81: Max Reger, Ritter rät dem Knappen dies, Op. 70, no. 3, bars 43-44.834 

 

                                                   
833 Sit in the saddle.  Ride, ride to the trysting place and woo the fairy of love.  Woo her in mild May.  
Go to her with narcissus in your hand and your sword at your hip. 

Say to her, “Madeline, spotless rose, will you look kindly upon me?  Will you show me heaven?”  And 
her glance will fall upon you and she will give you all of heaven!  Take her onto your horse! 

Sit her in the saddle and quickly ride home!  Between colourful silk sheets will you hide your joy.  Close 
all the doors!  A golden twilight is poured out over your hearth! 

Sit in the saddle and ride to the trysting place to woo the fairy of love and ride home with her!  Mercier 
and Nold, 194; Reger, Max Reger Sämtliche Werke. Vol. 32, 105-109. 

834 Reger, Max Reger Sämtliche Werke. Vol. 32, 108; Mercier and Nold, 194. 
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9.4. Achtzehn Gesänge, Op. 75 

 

Out of the eighteen songs in the collection, Achtzehn Gesänge (Eighteen Songs), Op. 75, only 

three songs modulate via pivot-chord.  These are: Wäsche im Wind, Hat gesagt – bleibt’s nicht 

dabei and Das Ringlein. 

Wäsche im Wind (Wash in the Wind) is Reger’s setting of a playful poem in three stanzas 

by German writer Gustav Falke (see Table 71 for a summary of the song’s features).  The 

song is in G major and modulates to C minor in bar 7 via the progression I = V – i (see 

Example 82).  The modulation comes right at the end of the first stanza and is clearly 

associated with the malicious characterisation of the wind.  The progression is based on one of 

Riemann’s modulations by contra-fifth change (T = D – oS – oT, translated as I = V – iv – i).835  

Reger adapts the progression by omitting the minor subdominant chord, thereby creating a 

 

Tempo Sehr lebhaft und übermütig 

Vocal 
Range &F=y=| Bars 26 

Dynamic Range ppp to ff 

Pivot-Chord 
Modulation(s) 

G maj to C min via the progression: 
I = V – i Starting 

Tonality 
G major 

 

Table 71: Max Reger, Wäsche im Wind, Op. 75, no. 8, basic features.836 

 

 
 

Example 82: Max Reger, Wäsche im Wind, Op. 75, no. 8, bar 7.837 

                                                   
835 Riemann, Harmony Simplified, 150. 

836 The wind frolics over field and meadow having fun everywhere.  It prefers to tease Lisa with 
malicious attacks. 

As she tries to hang her things on the line, he tugs and tugs, “Lisa, Lisa this shirt is mine!”.  For each 
sheet Lisa must wrestle until each piece is conquered. 

When the rushing wind finally subsides, he still, in his insolence, slaps the wet stuff around her ears.  
“There, sweet Lisa, hang it up and behave yourself!”  Mercier and Nold, 214; Reger, Max Reger Sämtliche 
Werke. Vol. 32, 168-170. 
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perfect cadence.  The song, very abruptly, returns to G major in bar 13, via the pivot V = I (as 

this is not a complete progression, it is not included in the results of this study).  There is no 

clear reinforcing cadence following this and the song remains in an ambiguous tonality to the 

end. 

Hat gesagt – bleib’t nicht dabei (Thus Said – It Doesn’t Stop There) is a setting of a lusty folk 

poem in three stanzas (see Table 72 for a summary of the song’s features).  The song is in 

F# minor and modulates to C major at the start of the second stanza (bars 29-33) via the 

progression bV = I – #IV – V – I (see Example 83), which is not listed by Riemann.  This is 

followed by a tonicisation of Bb major, from which there is a return to the tonic key of 

 

Tempo 
Ziemlich lebhaft und sehr anmutig (nie zu 
langsam!) 

Vocal 
Range &s=R=| Bars 91 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

F# min to C maj via the progression: 

bV = I – #IV – V – I Starting 
Tonality 

F# minor 

 

Table 72: Max Reger, Hat gesagt – bleibt’s nicht dabei, Op. 75, no. 12, basic features.838 

 

 
 

Example 83: Max Reger, Hat gesagt – bleib’t nicht dabei, Op. 75, no. 12, bars 28-33.839 

                                                                                                                                                     
837 Reger, Max Reger Sämtliche Werke. Vol. 32, 169; Mercier and Nold, 214. 

838 My father said that if I rocked the baby he will boil three eggs for me this evening.  If he boils three 
for me, he will eat two and I really don’t want to rock for only one egg. 

My mother said to me that if I would spy on the servants she would roast three little birds for me this 
evening.  If she roasts three for me she will eat two and for a single birdie I don’t want to be a traitor. 

My sweetheart said to me that if I think about him he would give me three kisses in the evening.  If he 
gives me three it won’t stop there, it won’t stop there, it won’t stop there!  Why should I be bothered 
with a chicken, what do I care about an egg!  Mercier and Nold, 218; Reger, Max Reger Sämtliche Werke. 
Vol. 32, 177-180. 
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F# minor at the end of the second stanza (bars 50-59).  This is effected via the pivot bVI = I 

and the new key is established by a perfect cadence in bars 58-59.  The song then remains in 

the tonic key for most of the third stanza, although there are hints of F# major at times (e.g. a 

perfect cadence with a major tonic chord in bars 72-73, coinciding with the maiden’s 

anticipation of evening kisses and more).  There is a tonicisation of Eb major in bars 78-84, 

coinciding with the repetition of the words bleib’t nicht dabei (it doesn’t stop there).  The song 

ends in F# minor. 

Das Ringlein (The Little Ring) is Reger’s setting of a desolate poem in three stanzas by 

German poet Ludwig Jacobowski (1868-1900) (see Table 73 for a summary of the song’s 

features).  The song begins in F major and modulates to G major at the end of the first stanza 

(in bars 11-12) via the progression iii = ii – V – I (see Example 84), which is one of Riemann’s 

 

Tempo 
Ziemlich langsam, mit tiefschmerzlichem 
Ausdruck 

Vocal 
Range &∂=t=| Bars 43 

Dynamic Range ppp to ff 

Pivot-Chord 
Modulation(s) 

F maj to G maj via the progression: 
iii = ii – V – I Starting 

Tonality 
F major 

 

Table 73: Max Reger, Das Ringlein, Op. 75, no. 13, basic features.840 

 

 
 

Example 84: Max Reger, Das Ringlein, Op. 75, no. 13, bars 11-12.841 

                                                                                                                                                     
839 Reger, Max Reger Sämtliche Werke. Vol. 32, 178; Mercier and Nold, 218. 

840 A ring was formed that shines not from happiness.  On it your poor life hung like the bird on the 
chained ring. 

A ring was formed that I would willingly break into pieces.  A hand was formed and holds my chin up. 

My tears flow… the hand tells what I have won.  A ring was formed and tells me what I have lost.  
Mercier and Nold, 219; Reger, Max Reger Sämtliche Werke. Vol. 32, 181-183. 

841 Reger, Max Reger Sämtliche Werke. Vol. 32, 181; Mercier and Nold, 219. 
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modulations by whole-tone changes (T – Dp = Sp – D – T).842  The song remains in G major 

throughout the second stanza and for the first half of the third stanza.  The final phrase is in 

the tonality of D minor, although the modulation is never clearly established via a perfect 

cadence in the new key.  The work ends in an ambiguous tonality. 

 

9.5. Sechs Lieder für eine Singstimme mit Klavierbegleitung, Op. 104 

 

Out of the six songs in the the Sechs Lieder für eine Singstimme mit Klavierbegleitung (Six Songs 

for Voice and Piano Accompaniment), Op. 104, only one song – Lied eines Mädchens – modulates 

via pivot-chord.  Lied eines Mädchens (A Maiden’s Song) is Reger’s setting of a love poem in two 

stanzas by an anonymous writer from the thirteenth century (see Table 74 for a summary of 

the song’s features).  The song begins in A major and modulates to D major in the middle of 

the first stanza (bars 10-11) via the progression ii = vi – vii0 – IV – iii – V – vi, which is not 

listed by Riemann (see Example 85).  This interrupted cadence is followed by a perfect cadence 

 

Tempo Lebhaft und anmutig q = ungefähr 126 

Vocal 
Range &s=e=| Bars 46 

Dynamic Range ppp to mf 

Pivot-Chord 
Modulation(s) 

 A maj to D maj via the progression: 
ii = vi – vii0 – IV – iii – V – vi 

Starting 
Tonality 

A major 
 D maj to A maj via the progression: 

iii = vi – vii – V – I 

 

Table 74: Max Reger, Lied eines Mädchens, Op. 104, no. 4, basic features.843 

 

 
 

Example 85: Max Reger, Lied eines Mädchens, Op. 104, no. 4, bars 10-11.844 

                                                   
842 Riemann, Harmony Simplified, 159-161. 
843 Come, come my companion.  Long have I waited for you. 

Sweet rosy mouth come and make me well.  Mercier and Nold, 304; Reger, Max Reger Sämtliche Werke. 
Vol. 34, 80-82. 
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in bars 13-14.  The song returns to the tonic key (A major) immediately afterwards (bars 20-

22) via the progression iii = vi – vii – V – I, which is also not based on any of Riemann’s 

progressions (see Example 86).  The song ends in the tonic key. 

 

 

 

Example 86: Max Reger, Lied eines Mädchens, Op. 104, no. 4, bars 20-22.845 

 

9.6. Schlichte Weisen für Singstimme und Klavier, Op. 76 

 

The Schlichte Weisen für Singstimme und Klavier (Simple Songs for Voice and Piano), Op. 76, is a 

collection of sixty songs organised into six volumes.  Out of these sixty songs, only ten songs 

modulate via pivot-chord.  These are: 

 

 Volume 1: Wenn die Linde blüht, Herzenstausch, Schlecht’ Wetter, Einen Brief soll ich 

schreiben, Warte nur!, Der verliebte Jäger and Maiennacht 

 Volume 3: Reiterlied 

 Volume 5: Klein Marie 

 Volume 6: Das Schwesterchen 

 

Wenn die Linde blüht (When the Linden Blooms) is Reger’s setting of a love poem in two 

stanzas by German poet and critic Karl Hermann Busse (1872-1918), who also wrote under 

the nom de plume Fritz Döring (see Table 75, on the next page, for a summary of the song’s 

features).  The song begins in A major and modulates to F major at the start of the second line 

of the first stanza (bars 8-9), coinciding with the arrival of the main character’s lover.  The 

progression used by Reger is bVI = I – V – I (see Example 87 on the next page), which is one 

of Riemann’s progressions by leading-tone changes (T – ºSp = T – D – T).846  The work 

                                                                                                                                                     
844 Reger, Max Reger Sämtliche Werke. Vol. 34, 80; Mercier and Nold, 304. 

845 Reger, Max Reger Sämtliche Werke. Vol. 34, 81; Mercier and Nold, 304. 

846 Riemann, Harmony Simplified, 158-160. 
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Tempo Lebhaft, anmutig 

Vocal 
Range &d=R=| Bars 28 

Dynamic Range pp to f 

Pivot-Chord 
Modulation(s) 

A maj to F maj via the progression: 

bVI = I – V – I Starting 
Tonality 

A major 

 

Table 75: Max Reger, Wenn die Linde blüht, Op. 76, Heft I, no. 4, basic features.847 

 

 
 

Example 87: Max Reger, Wenn die Linde blüht, Op. 76, Heft I, no. 4, bars 8-9.848 

 

returns to the tonic key via the pivot vi = iv at the start of the farcical second stanza (bar 17), 

with the key of A major secured by a perfect cadence in bar 22 when the lovers notice that the 

geese have given them the slip.  The work ends in the tonic key. 

Herzenstausch (Exchange of Hearts) is a setting of a poem of filial devotion in one stanza 

by German poet and school headmaster Karl Wilhelm Ferdinand Enslin (1819-1875) (see 

Table 76, on the next page, for a summary of the song’s features).  The song begins in 

Eb major and modulates to Bb major in bar 6 via the progression V/V = V – I, which is one of 

Riemann’s modulations by whole-tone steps (T -  = D – T).849  The song then tonicises 

F minor, before modulating to G minor in bars 16-17 via the progression III = bII – V – i (see 

Example 88 on the next page), which is one of Riemann’s modulations by tritone steps 

(ºTp =  – D – ºT).850  This turn to a more sombre key reflects the depth of the respect the 

                                                   
847 When the linden tree blooms the young geese are there.  As I tend the young geese my lover comes. 

When my dear sweetheart kisses me the young geese go into the new seedlings.  If the farmer knew!  
My dear sweetheart, we should stop kissing!  Mercier and Nold, 229; Reger, Max Reger Sämtliche Werke. 
Vol. 33, 10-11. 
848 Reger, Max Reger Sämtliche Werke. Vol. 33, 10; Mercier and Nold, 229. 
849 Ibid., 146-149. 

850 Riemann, Harmony Simplified, 170-171. 
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Tempo Zart bewegt (nie schleppend) 

Vocal 
Range &s=r=| Bars 24 

Dynamic Range p to f 

Pivot-Chord 
Modulation(s) 

 Eb maj to Bb maj via the progression: 
V/V = V – I 

Starting 
Tonality 

Eb major  F min to G min via the progression: 

III = bII – V – i 

 

Table 76: Max Reger, Herzenstausch, Op. 76, Heft I, no. 5, basic features.851 

 

 
 

Example 88: Max Reger, Herzenstausch, Op. 76, Heft I, no. 5, bars 16-17.852 

 

child has for the parent, as alluded to at that point in the poem.  Shortly before the end of the 

song, there is a return to the tonic key of Eb major (bar 20) via the pivot iii = i (as this is not a 

complete progression, it is excluded from the results of this study).  The work ends in the 

tonic key. 

Schlecht’ Wetter (Bad Weather) is Reger’s setting of a sulky poem in four stanzas by 

German writer and critic Richard Braungart (see Table 77, on the next page, for a summary of 

the song’s features).  The song alternates between the keys of C minor and G minor several 

times throughout the work, as though unable to decide on which key is more bleak and apt for 

describing the harsh winter weather.  In bars 14-16, there is a modulation from G minor to 

C minor via the clearer progression ii = vi – I – ii – V – I – i, which is not listed by Riemann 

(see Example 89 on the next page).  The song ends in C minor. 

 

                                                   
851 You told me, loving mother, that I should give you my heart but then I would have none myself.  
You should think of that before I grant you my heart.  Therefore, when I grant you my heart you 
should grant me yours.  Then will I have, quite surely, a kind, loving, good, pure heart.  Mercier and 
Nold, 229-230; Reger, Max Reger Sämtliche Werke. Vol. 33, 12-13. 

852 Reger, Max Reger Sämtliche Werke. Vol. 33, 13; Mercier and Nold, 229. 
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Tempo Sehr lebhaft 

Vocal 
Range &m=t=| Bars 33 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

G min to C min via the progression: 
ii = vi – I – ii – V – I – i Starting 

Tonality 
C minor 

 

Table 77: Max Reger, Schlecht’ Wetter, Op. 76, Heft I, no. 7, basic features.853 

 

 
 

Example 89: Max Reger, Schlecht’ Wetter, Op. 76, Heft I, no. 7, bars 14-16.854 

 

Einen Brief sol lich schreiben (I Should Write a Letter) is a setting of a nostalgic love poem 

in three stanzas by Scottish poet and lyricist Robert Burns (1759-1796) (see Table 78, on the 

next page, for a summary of the song’s features).  The song begins in Eb major and tonicises 

C major at the point when the character questions the usefulness of ink and paper.  It then 

modulates to E major at the tempo change (bars 27-28), when the character happily decides to 

abandon writing letters as her thoughts are always with her lover anyway.  This sectional 

modulation is shortly thereafter followed by a tonicisation of G minor at a tempo (bars 32-33).  

The work then immediately modulates to Bb major in bars 33-35, via the progression 

i = vi – V – I (see Example 90 on the next page), which is one of Riemann’s progressions by 

                                                   
853 Oh, how horrible, how abominable is winter.  Oh, misery!  Ice, snow, gloom and death cover the 
meadow. 

The young don’t want to sing and jump for joy.  One must wait until the weather along the garden 
paths is pleasant once more. 

My maiden makes such a horrible and detestable face that it causes me to complain, sulk and be 
irritable. 

No singing and no jumping stir my youthful blood.  I must rest and be patient until my sweetheart is 
nice to me again.  Mercier and Nold, 231; Reger, Max Reger Sämtliche Werke. Vol. 33, 16-18. 

854 Reger, Max Reger Sämtliche Werke. Vol. 33, 17; Mercier and Nold, 231. 
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Tempo 
Zart bewegt e = 146 

Meno mosso e = 120 
Vocal 
Range &f=r=| Bars 39 

Dynamic Range pp to f 

Pivot-Chord 
Modulation(s) 

G min to Bb maj via the progression: 

i = vi – V – I Starting 
Tonality 

Eb major 

 

Table 78: Max Reger, Einen Brief sol lich schreiben, Op. 76, Heft I, no. 8, basic features.855 

 

 
 

Example 90: Max Reger, Einen Brief sol lich schreiben, Op. 76, Heft I, no. 8, bars 31-35.856 

 

minor-third changes (oT = Tp – D – T).857  The song ends in the key of Bb major. 

Warte nur! (Only Wait) is Reger’s setting of a playful poem in two stanzas by German 

writer and critic Richard Braungart (see Table 79, on the next page, for a summary of the 

song’s features).858  The song begins in E minor and modulates to G minor in the opening bars 

(bars 7-12) via the progression i – IV = V/V – i – ii0 – v- i, which is not listed by Riemann.  

The return to the tonic key occurs in the final two bars of the first stanza (bars 17-18) via the 

                                                   
855 I should write a letter to my beloved who is far away.  He has written to me that this would make 
him very happy. 

When we were happy together we didn’t think of writing. 

What good is ink and pen and paper?  You know that my thoughts are always with you.  Mercier and 
Nold, 232; Reger, Max Reger Sämtliche Werke. Vol. 33, 19-20. 

856 Reger, Max Reger Sämtliche Werke. Vol. 33, 20; Mercier and Nold, 232. 

857 Riemann, Harmony Simplified, 158-160. 
858 When the young lads are mischievous, young Gretel comes running and chases them to high heaven, 
out of the house and out of the yard. 

Mother watches laughing: “Wait a couple of years child.  Soon, you foolish girl, these mischievous ones 
will be the hunters chasing you!”  Mercier and Nold, 233-234. 
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progression bVII = bII – V - i (see Example 91), which is one of Riemann’s modulations by 

tritone steps (ºDp =  – D – ºT).859  The song remains in E minor to the end.  Overall, it is 

puzzling why Reger set this light-hearted song in minor keys. 

 

Tempo Lebhaft 

Vocal 
Range &d=r=| Bars 45 

Dynamic Range p to ff 

Pivot-Chord 
Modulation(s) 

 E min to G min via the progression: 
i – IV = V/V – i – ii0 – v- i 

Starting 
Tonality 

E minor  G min to E min via the progression: 

bVII = bII – V - i 

 

Table 79: Max Reger, Warte nur!, Op. 76, Heft I, no. 10, basic features.860 

 

 
 

Example 91: Max Reger, Warte nur!, Op. 76, Heft I, no. 10, bars 17-18.861 

 

Der verliebte Jäger (The Lovesick Hunter) is a setting of a love poem in four stanzas by 

German poet and writer Martin Boelitz (see Table 80, on the next page, for a summary of the 

song’s features).  The song begins in D minor and tonicises F# major, from which it modulates 

to D major in the middle of the second stanza (bars 20-24) as the hunter’s happiness increases.  

The modulation is via the progression IV = VI – i – vii0 – I, which is based on one of 

Riemann’s modulations by leading-tone changes (originally T – S = oT2> – ..1 – oS – D+ – oT, 

translated as I – IV = VI – i – iv – V – i) (see Example 92).862  Reger alters the progression, 

substituting the cadential progression iv – V – i for the chords viio7 – I as a means of smoothly 

                                                   
859 Riemann, Harmony Simplified, 170-171. 
860 Reger, Max Reger Sämtliche Werke. Vol. 33, 24-26. 

861 Reger, Max Reger Sämtliche Werke. Vol. 33, 25; Mercier and Nold, 233-234. 

862 Riemann, Harmony Simplified, 158-160. 
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Tempo Sehr frisch und lebhaft 

Vocal 
Range &s=R=| Bars 57 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

F# min to D maj via the progression: 
IV = VI – i – vii0 – I Starting 

Tonality 
D minor 

 

Table 80: Max Reger, Der verliebte Jäger, Op. 76, Heft I, no. 13, basic features.863 

 

 

 

Example 92: Max Reger, Der verliebte Jäger, Op. 76, Heft I, no. 13, bars 20-24.864 

 

transitioning to the new (major) key.  The song remains in D major until the end. 

Maiennacht (May Night) is Reger’s setting of an evocative poem in three stanzas by 

Austrian politician Lothar von Metternich-Winneburg (1773-1859) (see Table 81, on the next 

page, for a summary of the song’s features).  The song begins in E minor and modulates to 

F# minor towards the end of the first stanza (bars 7-9) via the progression 

                                                   
863 A hunter galloped into the woods calling, “Halli, halli!”  His joyous horn rang out brightly, trari, 
trara, trari! 

The rabbits jumped and the deer followed suit.  Why does he need to blow his trumpet?  A hunter 
doesn’t do that! 

Here comes a red skirt blowing in the wind, “Halli, halli, halli!”  What a beautiful child, trari, trara, trari! 
The hunter happily thinks to himself, “To the devil with deer and rabbits!  I’d rather blow my horn as 
loud as I can.”.  Mercier and Nold, 236; Reger, Max Reger Sämtliche Werke. Vol. 33, 31-34. 

864 Reger, Max Reger Sämtliche Werke. Vol. 33, 32; Mercier and Nold, 236. 
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Tempo Andantino e = 112-116 

Vocal 
Range &m=t=| Bars 30 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

 E min to F# min via the progression: 

ii = i – VI – i – iiø – V – i 

Starting 
Tonality 

E minor 
 F# min to G maj via the progression: 

bII = I – vi – V – I 

 E maj to B maj via the progression: 

V = I – bIII – V – v/V – V – I 

 

Table 81: Max Reger, Maiennacht, Op. 76, Heft I, no. 15, basic features.865 

 

ii = i – VI – i – iiø – V – i, which is not listed by Riemann (see Example 93).  Shortly after, at 

the start of the second stanza (bars 11-12), the work modulates to G major via the progression 

bII = I – vi – V – I, which is based on one of Riemann’s modulations by leading-tone changes 

(T – ºS2> = T – ..II< – S – D – T; translated as I – bII = I – iii – IV – V – I) (see Example 94 on 

the next page).866  In the first half of the third stanza, the song tonicises E minor and E major 

before modulating to B major via the progression: V = I – bIII – V – v/V – V – I, with the 

perfect cadence in the penultimate bar of the work (see Example 95 on the next page).  The 

 

 
 

Example 93: Max Reger, Maiennacht, Op. 76, Heft I, no. 15, bars 7-9.867 

                                                   
865 Veils of mist spread lightly over field and meadow.  Blue violets bloom by the willow and the 
fragrant jasmine dreams peacefully. 

The moon’s bright beams fall in splendour upon the magical stillness and the singing of the nightingale 
is heard throughout the May night. 

Saucy, flirtatious elves delicately kiss the soft red buds as they become roses in the mild May night.  
Mercier and Nold, 238; Reger, Max Reger Sämtliche Werke. Vol. 33, 38-39. 

866 Riemann, Harmony Simplified, 158-160. 

867 Reger, Max Reger Sämtliche Werke. Vol. 33, 38; Mercier and Nold, 238. 
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Example 94: Max Reger, Maiennacht, Op. 76, Heft I, no. 15, bars 11-12.868 

 

 
 

Example 95: Max Reger, Maiennacht, Op. 76, Heft I, no. 15, bars 25-30.869 

 

progression is based on one of Riemann’s modulations by leading-tone changes (originally 

T – D = T – ..II< – S – D – T, translated as I – V = I – iii – IV – V – I).870  Reger adapts the 

progression by modifying the mediant chord, eliminating the subdominant chord, and 

prolonging the dominant function in order to more strongly effect the perfect cadence and 

establish the new key.  Overall, the modulations in this song serve to help illustrate the 

                                                   
868 Reger, Max Reger Sämtliche Werke. Vol. 33, 39; Mercier and Nold, 238. 

869 Reger, Max Reger Sämtliche Werke. Vol. 33, 39; Mercier and Nold, 238. 

870 Mercier and Nold, 158-160. 
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process of springtime blooming (both in the botanical and romantic sense). 

Reiterlied (Rider’s Song) is a setting of a poem expressing joie de vivre in four stanzas by 

German poet and writer Martin Boelitz (see Table 82 for a summary of the song’s features).  

The song begins in F major, and tonicises Db major and Bb major, before modulating to 

Eb major at the tempo change at the start of the second stanza (bars 14-15).  This modulation 

is achieved via the progression IV = I – V – I (see Example 96), which is based on one of 

Riemann’s modulations by minor-third changes (T – S = T – Sp – D – T; translated as 

IV = I – ii – V – I).871  Reger adapts this progression by omitting the supertonic chord.  The 

song tonicises C major in the interlude between the second and third stanzas, before returning 

 

Tempo 

Ziemlich lebhaft e = ungefähr 184-192 

Un poco meno mosso e = ungefähr 168 

Meno mosso e = 132 Vocal 
Range &m=t=| Bars 51 

Dynamic Range pp to ff 

Pivot-Chord 
Modulation(s) 

 Bb maj to Eb maj via the progression: 

IV = I – V – I 
Starting 
Tonality 

F major 
 C maj to F maj via the progression: 

IV = I – V – iv – I 
 

Table 82: Max Reger, Reiterlied, Op. 76, Heft III, no. 4, basic features.872 

 

 
 

Example 96: Max Reger, Reiterlied, Op. 76, Heft III, no. 4, bars 14-15.873 

                                                   
871 Riemann, Harmony Simplified, 158-160. 
872 A horseman needs a horse to trot, a pair of gleaming spurs and a cup to drink from! 

Let the stars sparkle in the distant twilight.  Who knows if tomorrow we shall sing or even care. 

In bloodied silk with their sword out of its scabbard, many rest in the grave, many once happy youths. 

A horseman needs a horse to trot, a pair of gleaming spurs and a cup to drink from!  Mercier and Nold, 
255; Reger, Max Reger Sämtliche Werke. Vol. 33, 97-100. 

873 Reger, Max Reger Sämtliche Werke. Vol. 33, 98. 
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to the tonic F major at the start of the third stanza via the progression IV = I – V – iv – I, 

which is based on the same Riemann modulation by minor-third changes as the previous 

modulation in this song (see Example 97).  The song remains in the tonic key to the end. 

 

 
 

Example 97: Max Reger, Reiterlied, Op. 76, Heft III, no. 4, bars 28-29.874 

 

Klein Marie (Little Marie) is Reger’s setting of a lovely poem in four stanzas by German 

writer Johannes Trojan (1837-1915) (see Table 83 for a summary of the song’s features).  The 

song begins in F major and modulates to D minor in the interlude between the first and the 

second stanza (bars 11-12), via the progression ii = iv – V – i (see Example 98 on the next 

page).  The modulation comes at the point in the poem when Marie’s mother thinks she might 

 

Tempo Andantino q = 84 

Vocal 
Range &d=e=| Bars 40 

Dynamic Range p to f 

Pivot-Chord 
Modulation(s) 

 F maj to D min via the progression: 
ii = iv – V – i 

Starting 
Tonality 

F major 

 D min to C maj via the progression: 
III = IV – V - I 

 C maj to A min via the progression: 
vi = i – V – I 

 A min to F maj via the progression: 
i = iii – I 

 

Table 83: Max Reger, Klein Marie, Op. 76, Heft V, no. 1, basic features.875 

                                                   
874 Reger, Max Reger Sämtliche Werke. Vol. 33, 98. 
875 Marie in the meadow, in the meadow, Marie.  All the grasses and blossoms are bigger than she. 

I become very scared because I can no longer see her.  I have lost her, lost her in the clover. 

Between the white narcissus and the blue columbine and the golden ranunculus, ho, what do I see? 
That is not a narcissus, that is a little head.  I have found her, found her in the grass.  Mercier and Nold, 
264; Reger, Max Reger Sämtliche Werke. Vol. 33, 124-125. 
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Example 98: Max Reger, Klein Marie, Op. 76, Heft V, no. 1, bars 11-12.876 

 

have lost her in the meadow.  This progression is one of Riemann’s modulations by whole-tone 

steps (T - Sp = ºS - ºD - ºT).877  Hopes rise near the end of the second stanza (bars 19-20) and 

the song modulates to C major via the progression III = IV – V - I, which is not listed by 

Riemann (see Example 99).  In the middle of the third stanza (bars 25-26), the work modulates 

to A minor via the progression vi = i – V – I, which is also not based on an example by 

Riemann (see Example 100).  Finally, the song returns to F major at the start of the fourth 

 

 
 

Example 99: Max Reger, Klein Marie, Op. 76, Heft V, no. 1, bars 19-20.878 

 

 
 

Example 100: Max Reger, Klein Marie, Op. 76, Heft V, no. 1, bars 25-26.879 

                                                   
876 Reger, Max Reger Sämtliche Werke. Vol. 33, 124. 

877 Riemann, Harmony Simplified, 146-149. 

878 Reger, Max Reger Sämtliche Werke. Vol. 33, 124-125. 
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stanza (bars 30-31) as Marie is definitely found (see Example 101).  The progression used by 

Reger is i = iii – I, which is based on one of Riemann’smodulations by leading-tone changes 

(ºT = +TII< – ..I – S – D – T; translated as i = iii – I – IV – V – I).880  Reger modifies this 

progression by truncating it after the first major tonic chord and delaying the perfect cadence 

until bars 35-36.  The song ends in the tonic key. 

 

 
 

Example 101: Max Reger, Klein Marie, Op. 76, Heft V, no. 1, bars 30-31.881 

 

Das Schwesterchen (The Little Sister) is Reger’s setting of a naïve poem in one stanza by 

German singer and writer Hedwig Kiesekamp (1844-1919), who also wrote under the noms de 

plume L. Rafael and Helene Kordelia (see Table 84 for a summary of the song’s features).  The 

song begins in D major before modulating to Eb major in bars 8-9 via the progression 

bII = I – IV – III – I (see Example 102 on the next page), which is based on one of Riemann’s 

modulations by leading-tone changes (T – ºS2> = T – ..II< – S – D – T; translated as 

I – bII = I – iii – IV – V – I).882  Reger modified this progression by omitting the minor 

mediant chord and substituting the dominant chord with a major mediant chord.  This is 

 

Tempo Andante 

Vocal 
Range &s=r=| Bars 35 

Dynamic Range p to f 

Pivot-Chord 
Modulation(s) 

D maj to Eb maj via the progression: 

bII = I – IV – III – I 
Starting 
Tonality D major 

 

Table 84: Max Reger, Das Schwesterchen, Op. 76, Heft VI, no. 3, basic features.883 

                                                                                                                                                     
879 Reger, Max Reger Sämtliche Werke. Vol. 33, 125. 
880 Riemann, Harmony Simplified, 158, 160. 

881 Reger, Max Reger Sämtliche Werke. Vol. 33, 125. 

882 Ibid., 158-160. 
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followed up by a perfect cadence in bars 10-11.  The work modulates back to the tonic key in 

bar 12 via the pivot VII = I (as this is not a complete progression, it is excluded from the 

results of this study).  Although the tonic chord is repeated numerous times, a securing perfect 

cadence arrives only near the very end.  The work ends in the tonic key. 

 

 
 

Example 102: Max Reger, Das Schwesterchen, Op. 76, Heft VI, no. 3, bars 8-9.884 
 

9.7. Drei Gedichte von Elsa Ansenijeff 

 

Out of the three-song collection, Drei Gedichte von Elsa Ansenijeff (Three Songs by Elsa 

Ansenijeff), two songs modulate via pivot-chord.  These are: Klage and Amselliedchen. 

Klage (Complaint) is Reger’s setting of a reflective poem in one stanza by Austrian writer 

Elsa Packeny (1867-1941), who wrote under the nom de plume Elsa Asenijeff (see Table 85 for a 

summary of the song’s features).  The song begins in A minor and modulates to D minor in 

bars 13-15, during the phrase nimmermehr bin ich mit mir (never more am I alone).  The 

progression used is VI = III – ii – V – i (see Example 103 on the next page), which is one of 

 

Tempo Sostenuto 

Vocal 
Range &s=r=| Bars 37 

Dynamic Range pp to mf 

Pivot-Chord 
Modulation(s) 

 A min to D min via the progression: 
VI = III – ii – V – i 

Starting 
Tonality 

A minor 
 D min to G maj via the progression: 

IV = I – vii0 – I 
 

Table 85: Max Reger, Klage, basic features.885 

                                                                                                                                                     
883 I shall be a mother.  I will have children and cook and scrub.  I will take my basket to shop.  A 
mother will I be and with children too!  Mercier and Nold, 271-272; Reger, Max Reger Sämtliche Werke. 
Vol. 33, 145-146. 

884 Reger, Max Reger Sämtliche Werke. Vol. 33, 145. 
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Riemann’s modulations by third-steps (ºSp = ºTp – D – ºT).886  The song modulates to G 

major near the end (bar 30) via the progression IV = I – vii0 – I, which is based on one of 

Riemann’s modulations by minor-third changes (T – S = T – Sp – D – T; translated as 

IV = I – ii – V – I) (see Example 104).887  Finally, the work returns to the tonic key of D minor 

in bar 35 via thepivot v = i (as this is not a complete progression, it is not included in the 

results of this study).  These two modulations reflect the final phrase of the poem: schließ ich die 

Augen, seh ich dich, immer dich, ewiglich (if I close my eyes, I see you, always you, eternally).  The 

song ends on an imperfect cadence in the tonic key. 

 

 
 

Example 103: Max Reger, Klage, bars 13-15.888 
 

 

 

Example 104: Max Reger, Klage, bar 30.889 

 

                                                                                                                                                     
885 Wherever I am, far or near, your noble visage stands before my eyes.  Never more am I alone.  
Overall, wherever I go or stay you are there.  When I dream at night you are there.  If I awaken, your 
image stands near me.  If I close my eyes, I see you, always you, eternally!  Mercier and Nold, 64; Reger, 
Max Reger Sämtliche Werke. Vol. 34, 161-162. 

886 Riemann, Harmony Simplified, 166-167. 
887 Ibid., 158-160. 

888 Reger, Max Reger Sämtliche Werke. Vol. 34, 161. 

889 Reger, Max Reger Sämtliche Werke. Vol. 34, 162. 
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Amselliedchen (The Blackbird’s Song) is a setting of a sad poem in one stanza also by 

Austrian writer Elsa Packeny (see Table 86 for a summary of the song’s features).  The song 

begins in A minor and soon modulates to G minor in bars 9-11, via the vague progression 

bvii = i – V/V – i, which is not listed by Riemann (see Example 105).  The new key lasts only 

the following two phrases: Sag an! Ist deine Sehnsucht still, wenn du dein Lied gesungen? (Say 

more! Is your yearning still, when you your song have sung?).  This modulation is secured by 

a perfect cadence in bar 16, shortly before the song modulates to C minor (bars 18-20), for the 

next phrase of the poem, via the progression bII = VI – i – V – i (see Example 106 on the next 

page).  This progression is based on one of Riemann’s modulations by leading-tone steps 

(  = ºSp – D+ – ºT; translated as bII = VI – V – i).890  Reger modifies this progression by 

omitting the major tonic chord.  Thereafter, the chord of C minor is repeated several times, 

 

Tempo Allegretto 

Vocal 
Range &d=R=| Bars 53 

Dynamic Range pp to f 

Pivot-Chord 
Modulation(s) 

 A min to G min via the progression: 

bvii = i – V/V – i 

Starting 
Tonality 

A minor 
 G min to C min via the progression: 

bII = VI – i – V – i 

 C min to A min via the progression: 
ii = iv – VI – i 

 

Table 86: Max Reger, Amselliedchen, basic features.891 

 

 
 

Example 105: Max Reger, Amselliedchen, bars 9-11.892 

                                                   
890 Ibid., 162. 

891 My blackbird!  Tell me!  Does your yearning subside when you have sung your song?  Mine does 
not!  My heart remains oppressed!  The blackbird sings, “Look now, look, what a foolish woman you are.  
Don’t cry!  The day will come!”  Mercier and Nold, 66; Reger, Max Reger Sämtliche Werke. Vol. 34, 165-
166. 
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successfully establishing this very brief modulation.  The work returns to the tonic key of 

A minor in bars 25-26 for the remainder of the poem (which comprises the blackbird’s 

response).  The progression Reger uses is ii = iv – VI – i (see Example 107), which is based on 

one of Riemann’s modulations by whole-tone steps (ºT - º  = ºS - ºD – SVII - D+ - ºT; 

translated as i – ii = iv – v – iiø7 – V – i).893  Reger adapts this progression by substituting the 

chords between the minor subdominant and the minor tonic chords (i.e. v – iiø7 – V) with a 

major submediant chord.  The new key is established with a perfect cadence in bars 28-29.  

The work ends in the tonic key.  Overall, the modulations in the first half of the poem serve to 

express the emotions of the woman, whilst the stable tonality of the second half represents the 

good advice of the bird. 

 

 
 

Example 106: Max Reger, Amselliedchen, bars 18-20.894 
 

 
 

Example 107: Max Reger, Amselliedchen, bars 25-29.895 

 

9.8. Fünf neue Kinderlieder für eine hohe Stimme mit Klavier, Op. 142 

 

Out of the five songs in the Fünf neue Kinderlieder für eine hohe Stimme mit Klavier (Five New 

                                                                                                                                                     
892 Reger, Max Reger Sämtliche Werke. Vol. 34, 165. 
893 Riemann, Harmony Simplified, 146-149. 

894 Reger, Max Reger Sämtliche Werke. Vol. 34, 165. 

895 Reger, Max Reger Sämtliche Werke. Vol. 34, 166. 
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Children’s Songs for High Voice and Piano), Op. 142, only two songs modulate via pivot-chord.  

These are: Wiegenlied and Maria am Rosenstrauch. 

Wiegenlied (Cradle Song) is Reger’s setting of a poem of motherly love in three stanzas 

by Gretel Stein, about whom no further information could be found (see Table 87 for a 

summary of the song’s features).  The song begins in F major and modulates to Db major in 

the middle of the first stanza (bar 13) via the pivot bVI = I (as this is not a complete 

progression, it is excluded from the results of this study).  The song returns to the tonic key of 

F major in the middle of the second stanza (bars 32-34).  The progression employed is 

IV = bII – vii0/V – I (see Example 108), which is based on one of Riemann’s modulations by 

tritone steps (S =  – D – T; translated as IV = bII – V – I).896  The work remains in the tonic 

key to the end. 

 

Tempo Sehr ruhig q. = 40 

Vocal 
Range &d=r=| Bars 53 

Dynamic Range pp to mp 

Pivot-Chord 
Modulation(s) 

Db maj to F maj via the progression: 

IV = bII – vii0/V – I Starting 
Tonality 

F major 

 

Table 87: Max Reger, Wiegenlied, Op. 142, no. 1, basic features.897 

 

 
 

Example 108: Max Reger, Wiegenlied, Op. 142, no. 1, bars 32-34.898 

                                                   
896 Riemann, Harmony Simplified, 170-171. 
897 Sleep, my lovely child.  As your mother covers you, sleep sweetly and dream of green meadows 
where countless anemones bloom. 

Your little head nods to sleep and all the little birds that sang so sweetly to you during the day are 
silent.  They also rest in sleep. 

The only sound is your mother singing to you as you drift into dreamland.  Mercier and Nold, 308; 
Reger, Max Reger Sämtliche Werke. Vol. 34, 92-94. 
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Maria am Rosenstrauch (Maria at the Rose Bush) is a setting of a pious poem in two 

stanzas by German writer Ernst Ludwig Schellenbert (1883-1964) (see Table 88 for a 

summary of the song’s features).  The song begins in F major and modulates to C major at the 

end of the first stanza (bars 12-14), coinciding with the words schönsten Gaben (most beautiful 

gifts) (see Example 109).  Reger uses the progression I = IV – V – I, which is not based on one 

of Riemann’s examples.  The song returns to the tonic key in bar 22 (for the last phrase of the 

poem) via the progression ii = vi – I, which is also not listed by Riemann (see Example 110 on 

the next page).  The work remains in the tonic key until the end. 

 

Tempo 
Zart bewegt e = 120 

(doch nicht zu schnell) 
Vocal 
Range &d=t=| Bars 32 

Dynamic Range pp, cresc., decresc. 

Pivot-Chord 
Modulation(s) 

 F maj to C maj via the progression: 
I = IV – V – I 

Starting 
Tonality 

F major 
 C maj to F maj via the progression: 

ii = vi – I 
 

Table 88: Max Reger, Maria am Rosenstrauch, Op. 142, no. 3, basic features.899 

 

 

 

Example 109: Max Reger, Maria am Rosenstrauch, Op. 142, no. 3, bars 12-14.900 

 

 

                                                                                                                                                     
898 Reger, Max Reger Sämtliche Werke. Vol. 34, 93-94. 

899 Maria sits beside a rose bush rocking the child Jesus.  Three angels appear, quietly bringing the most 
beautiful gifts. 

They carry three white rose blossoms with a sweet and delicate scent.  They come to guard the child 
Jesus as He sleeps.  Mercier and Nold, 309; Reger, Max Reger Sämtliche Werke. Vol. 34, 97-98. 

900 Reger, Max Reger Sämtliche Werke. Vol. 34, 97. 
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Example 110: Max Reger, Maria am Rosenstrauch, Op. 142, no. 3, bar 22.901 

 

9.9. Summarising Statements 

 

In the later mature period, Reger was relying more on Riemann’s modulation progressions 

than in his early mature period.  As summarised in Table 89 and Table 90 (starting on page 

226), he uses a variety of progressions to effect modulation in his later mature songs of 1903-

1916.  As in the previous period, the sample size is large and it is clear that, over time, there 

are fluctuations in Reger’s reliance on Riemann’s modulation examples.  Out of the 34 

instances of sustained change of key, a staggering 21 (61.7%) are based on Riemann’s 

modulation progressions.  Furthermore, Reger adapted only slightly more than half (12 out of 

22, representing 54.5%) of the Riemannian progressions he used (usually to strengthen or 

create perfect cadences).  The cumulative totals are graphed Figure 29 (on the next page). 

 

Song 
Identical 

Riemannian 
Progressions 

Adapted 
Riemannian 
Progressions 

Non-
Riemannian 
Progressions 

All 
Progressions 

Nun kommt die Nacht gegangen 1 0 0 1 

Es soll mein Gebet dich tragen 0 0 1 1 

Ritter rät dem Knappen dies 0 0 1 1 

Wäsche im Wind 0 1 0 1 

Hat gesagt – bleibt’s nicht dabei 0 0 1 1 

Das Ringlein 1 0 0 1 

Lied eines Mädchens 0 0 2 2 

Wenn die Linde blüht 1 0 0 1 

Herzenstausch 2 0 0 2 

Schlecht’ Wetter 0 0 1 1 

Einen Brief soll ich schreiben 1 0 0 1 

Warte nur! 1 0 1 2 

 

Table 89: Categorisation of pivot-chord modulation progressions used in Reger’s later mature 
lieder (1903-1916). 

                                                   
901 Reger, Max Reger Sämtliche Werke. Vol. 34, 98. 
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Song 
Identical 

Riemannian 
Progressions 

Adapted 
Riemannian 
Progressions 

Non-
Riemannian 
Progressions 

All 
Progressions 

Der verliebte Jäger 0 1 0 1 

Maiennacht 0 2 1 3 

Reiterlied 0 2 0 2 

Klein Marie 1 1 2 4 

Das Schwesterchen 0 1 0 1 

Klage 1 1 0 2 

Amselliedchen 0 2 1 3 

Wiegenlied 0 1 0 1 

Maria am Rosenstrauch 0 0 2 2 

Totals 9 12 13 34 

 

Table 89 (cont.): Categerisation of pivot-chord modulation progressions used in Reger’s later 
mature lieder (1903-1916). 

 

 

 

Figure 29: Graph of cumulative total pivot-chord modulations used in the later mature period 

(1903-1916). 
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Table 90: Pivot-chord modulation progressions in Reger’s later mature lieder (1903-1916). 
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Table 90 (cont.): Pivot-chord modulation progressions in Reger’s later mature lieder (1903-

1916). 
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CHAPTER 10: CONCLUSION & FURTHER RESEARCH 
 

 

This study sought to understand the similarities between Reger’s usage of pivot-chord 

modulation in practice and Riemann’s teachings of modulation.  The genre selected for 

analysis was the lied as Reger wrote lieder throughout his life (indeed, they represent about 

one-third of his total output).  The two main qualitative methodologies used were the 

Historical Method (the principal research method used in the field of historical musicology) 

and Inductive Comparative Analysis.  Furthermore, Reger’s modulations were identified using 

the Roman numeral method of musical analysis.  To provide sufficient contextual grounding, 

the study also included chapters on the following: a discussion of the historical and cultural 

background to nineteenth-century Germany, a summary of Riemann’s modulation teachings 

as presented in his treatise Vereinfachte Harmonielehre (Harmony Simplified) (this includes a 

translation of his modulation progressions from his own symbology to common-use analytical 

notation using Roman numerals), an overview of the development of the German lied in the 

nineteenth century, and an outline of Reger’s life and works. 

The technological and social changes of the nineteenth century had a tremendous 

influence on culture – including on music.  On one hand, the advances facilitated by industry 

enabled the enlargement of the composer’s expressive palette (e.g. through the increased range 

of the pianoforte).  On the other hand, the shift from stable employment at a Court to freelance 

status created a reliance on writing and performing music that achieved public success 

(i.e. sold in large number).  Consequently, the pace of life became faster and more stressful, and 

led to many social casualties, with artists and musicians frequently suffering mental and 

physical illness, and dying prematurely.  In Germany, the creation of the Second German 

Empire did not have a positive influence on cultural development as division between artists 

and the centrally-based policy makers for culture continually increased. 

Riemann’s treatise, Harmony Simplified, grew out of his desire to engage music into the 

nineteenth-century academic discourse.  In order to do this, Riemann had to turn the study of 

music from a craft into a discipline with appropriate scientific foundations.  The theory of 

harmonic dualism was the perfect skeleton around which Riemann successfully built his own 

complex theory of tonal harmony (complete with symbology), and thus founded the modern 

field of musicology.  The treatise, Harmony Simplified, was the influential representative 

summary of Riemann’s theory and presents several hundred progressions for modulation via 

pivot-chords. 

The German lied was one of the most expressive musical genres and was often used by 

composers to reflect their view on contemporary society and life.  Words and music became 

more closely intertwined and composers carefully chose poetry for its personal meaning.  

Technically, the lied greatly evolved during the course of the nineteenth century.  The 
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accompaniment, in particular, gained importance and was even sometimes an equal partner to 

the voice. 

Reger wrote 294 lieder.  As a fully indoctrinated product of the culture of the Second 

German Empire, Reger was both ambitious and had a restless work ethic.  The stresses that 

this combination generated led to repeated crisis points in his life – side-effects that he was 

unable to avoid.  Ultimately, the incompatibility between society’s image of the ideal man and 

the reality of an individual’s lack of control confused Reger.  This confusion about one’s place 

in the world was the major symptom of the fin-de-siècle.  It was reflected in Reger’s music, 

which generally did not use and combine musical elements with an ethos of moderation, a fact 

that caused friction in his relationship with his teacher, Hugo Riemann.  The relationship with 

Riemann eventually collapsed completely as Reger sought to defend his artistic individuality 

and advocate his own views on musical theory, primarily through Beiträge zur Modulationslehre 

(On the Theory of Modulation), his book of modulations, wherein he definitively turned away 

from Riemannian nomenclature and the dualist understanding of the minor chord. 

The purpose of the analysis of Reger’s lieder was to identify the modulation 

progressions used by him and assess their degree of similarity to Riemann’s modulation 

progressions, in order to define the extent to which Reger was, in his works, reliant on 

Riemann’s teachings.  The specific progressions selected were those listed in Riemann’s 

treatise, Harmony Simplified.  For clarity, the data used for analysis and comparison were 

categorised into groups (identical Riemannian progressions, adapted Riemannian 

progressions, non-Riemannian progressions, all Riemannian progressions and all 

progressions) as presented in the research methodology in Chapter 1. 

After comparing the progressions for modulation via pivot-chords that Reger used in 

his lieder to those listed by Riemann, it was found that Reger used a variety of progressions to 

effect modulation and he did not always employ Riemann’s progressions.  As summarised in 

Table 91 (on page 230) and detailed in Table 92 (on page 231), out of the 84 pivot-chord 

modulation progressions Reger used, 45 (53.5%) were derived from a progression listed by 

Riemann in his treatise, Harmony Simplified.  Furthermore, when Reger used a modulation 

progression listed by Riemann, he often adapted it.  Out of the progressions derived from 

Riemann, 16 progressions (19%) were identical to Riemann’s and 29 progressions (34.5%) 

were adapted.  The cumulative totals are graphed in Figure 30 (on page 230), which illustrates 

the steadily growing proportion of adapted Riemannian progressions within all Riemannian 

progressions. 

The data are also converted to cumulative percentages of all progressions to further 

illustrate the trends in Reger’s compositional preferences regarding the use of pivot-chord 

modulation progressions (see Figure 31 on page 232).  In his student period (1888-1893), 

Reger began by using one adapted Riemannian modulation progression in his first lied, 
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Table 91: Summary data table of pivot-chord modulation progressions used by Reger in all 

lieder. 

 

 

 

Figure 30: Graph of cumulative total pivot-chord modulations used in all lieder (1989-1916). 
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Table 92: Detailed data table of pivot-chord modulation progressions used by Reger in all 

lieder. 
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Die braune Heide starrt mich an (1889).  He then uses more non-Riemannian than Riemannian 

progressions in the following two songs, before returning to a predominance of Riemannian 

progressions in Im April (1891).  In his early mature period (1893-1902), Reger began by using 

more Riemannian modulation progressions than non-Riemannian progressions in Ich stehe hoch 

überm See (1894).  From Pythia (1898), however, there grows a widening gap between the 

rising trend in the cumulative percentages of the non-Riemannian modulation progressions 

when plotted against the declining trend in the cumulative percentages of all Riemannian 

modulation progressions, coinciding with Reger’s break from Riemann’s direct influence and 

his desire to expand his musical horizons through self-study.  Conversely, from Meinem Kinde 

(1899), the trend reverses and Reger consistently uses proportionally fewer non-Riemannian 

progressions.  In this period, while the use of identical Riemannian progressions stagnates, the 

use of adapted Riemannian progressions grows slightly but steadily, peaking with Hat gesagt – 

bleibt’s nicht dabei (1903).  Afterwards, the growth of identical Riemannian progressions 

slightly increased.  Starting with Der verliebte Jäger (1909) in the second half of the later 

mature period (1903-1916), Reger’s use of Riemannian modulation progressions overtakes his 

use of non-Riemannian progressions.  Notably, the trend of Reger’s usage of identical 

Riemannian progressions remains virtually unchanged and Reger significantly more often 

 

 

 

Figure 31: Graph of cumulative percentages pivot-chord modulations used in all lieder (1989-

1916). 
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adapts Riemann’s original for his own use.  Overall, from this graph, it is clear that Reger’s 

reliance on Riemann’s example changed over time: in his youth, he relied progressively less on 

Riemann’s example, whilst in his later years he returned to it.  It is also apparent that Reger 

never completely dismissed Riemann’s teachings, basing more than half of his modulation 

progressions on Riemann’s examples.  Ultimately, Reger approached composition with a 

degree of discrimination that allowed him to use Riemann’s modulation progressions 

independently and creatively. 

The hypothesis of this study was that Reger’s usage of pivot-chord modulations would 

increasingly deviate from Riemann’s examples as time progressed.  Reger’s use of non-

Riemannian progressions represent the most absolute deviation from Riemann’s examples and 

did, indeed, grow only between the years 1898-1899.  However, this trend did not continue 

thereafter.  Meanwhile, Reger’s use of adapted Riemannian progressions represent a partial 

deviation from Riemann’s examples and sustained modest growth in bursts throughout his 

body of lieder compositions.  Therefore, the hypothesis (applied only to the lieder output) is 

not consistently upheld over the course of Reger’s creative life. 

Overall, this study explored one genre of Reger’s output.  Further avenues of research 

include the consideration of the remainder of his works from the perspective of modulation and 

similarity to Riemann’s teachings.  It would also be worthwhile to broaden the scope of 

enquiry into musical elements other than the manipulation of tonality (i.e. modulation).  For 

example, in his treatises, Riemann also places significant emphasis on discussion of musical 

structure (i.e. form) and melody (including treatment of motifs and sequences). 
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APPENDIX 1: LIST OF REGER’S LIEDER902 
 

 

A. Songs not belonging to a Collection 

 

The following table is ordered chronologically.  Some songs are not published in the critical 

edition of Reger’s works, Max Reger Sämtliche Werke, and have thus not been analysed (the title 

of these are in bold). 

 

Date & Place Song no. Song Title 

1891-1892 (Wiesbaden) 20 Schilflieder 

17.08.1893 (Wiesbaden) 26 Schlummerlied 

1894 (Wiesbaden) 32 
Lied für eine Baßstimme: Ich stehe 
hoch überm See, Op. 14b 

1894 (Wiesbaden) 33 Am Meer, Undenlich dehmt’ Sich 
Jan 1899 (Weiden) 48 Wiegenlied 
May 1899 (Weiden) 55 In verschwiegener Nacht 

Summer 1901 (Munich) 
118 Tragt, blaue Träume 
119 Ostern 

Prior to 21/01/1902 (Munich) 128 Schlummerlied 

Prior to 19/03/1903 (Munich) 181 Wiegendlied 
Prior to 13 Jun 1906 (Munich) 219 Der Maien ist gestorben 

Dec 1905 – 13 Jun 1906 (Munich) 220 Der Dieb 
25 Oct – 3 Nov 1906 (Munich) 230 Abendfrieden 
19/07/1907 (Leipzig) 231 In der Frühe 
Sep-Oct 1907 (Leipzig) 245 Wiegenlied 
Sep 1909 (Kolberg) 267 An Zeppelin 
22/11/1909 (Leipzig) 268 Es soll mein Gebet dich tragen 
May-Jul 1914 (Berchtesgaden, Meiningen) 289 Abschiedslied 

 

B. Songs belonging to a Collection 

 

The following table is ordered by opus number, although it must be borne in mind that 

Reger’s opus numbers are not always strictly chronological.  The numbers assigned to the 

individual songs, however, are chronologically ordered (i.e. the order in which the songs were 

composed).  This results in occasional mismatches between opus number order and 

chronological order of composition.  Where a year is followed by a question mark, there still 

remains uncertainty concerning the year of composition.  Where possible, details of Reger’s 

location at composition are presented.  Some songs are not published in the critical edition of 

Reger’s works, Max Reger Sämtliche Werke, and have thus not been analysed (the title of these 

are in bold). 

                                                   
902 General sources: “Max Reger’s Works,” in Max Reger (Max-Reger-Institut/Elsa-Reger-Shiftung); 
Mercier and Nold. 
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Collection Date & Place Song no. Song Title 

Jugendlieder 
1889-1891 

(Weiden, Wiesbaden) 

1 Die braune Heide starrt mich an 
2 Winterlied 

3 
Mit sanften Flügeln senkt die 
Nacht 

4 Abendlied 

5 In ein Stammbuch 
6 Unter der Erde 
7 Bitte 
8 Bettlerliebe 
9 Lied des Harfenmadchens 

10 Dahin 

11 Gute Nacht 
12 An das Leben 

13 
Vergangen, versunken, 
verklungen 

Sechs Lieder für 
eine mittlere 
Stimme, Op. 4 

1890 
(Weiden) 

14 Gebet 

1891-1892 
(Wiesbaden) 

15 Widmung 
16 Winterahnung 
17 Im April 
18 Der zerrißne Grabkranz 

19 Bitte 

Fünf Lieder für 
eine hohe 
Stimme, Op. 8 

Dec 1892 – Jul 1893 
(Wiesbaden) 

21 Waldlied 
22 Tränen im Auge 
23 Der Komblumenstrauß 
24 Scherz 
25 Bauernregel 

Fünf Lieder, Op. 
12 

Aug-Sep 1893 
(Weiden, Wiesbaden) 

27 Friedhofsgang 
28 Das arme Vögelein 
29 Wenn ich’s nur wüßt 
30 Gruß 
31 Um Dich 

Zehn Lieder für 
eine mittlere 
Stimme, Op. 15 

Aug/Sep 1894 
(Wiesbaden) 

34 Glück 
35 Das Blatt im Buche 
36 Nelken 
37 Traum 
38 Das Mädchen spricht 
39 Scheiden 
40 Der Schelm 

41 Leichtsinniger Rat 
42 Verlassen hab’ ich mein Lieb 
43 Trost 

Vier Lieder, Op. 
23 

Jun-Aug 1898 (Weiden) 44 Das Kleinste Lied 
Oct 1898 (Weiden) 47 Pythia 

Jun-Aug 1898 (Weiden) 
45 Das Sterbende Kind 
46 Vom Küssen! 
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Collection Date & Place Song no. Song Title 

Sechs Gedichte von 
Anna Ritter, Op. 31 

Oct 1898 – 14/02/1899 
(Weiden) 

49 Allein 
50 Ich glaub’, lieber Schatz 
51 Unbegehrt 

52 
Und hab’ so große 
Sehnsucht doch 

53 Mein Traum 
54 Schlimme Geschichte 

Sechs Lieder für 
eine mittlere 
Stimme, Op. 35 

Jun-Jul 1899 
(Berchtesgaden) 

56 Dein Auge 

57 
Der Himmel hat eine 
Träne geweint 

58 
Traum durch die 
Dämmerung 

59 Flieder 
60 Du liebes Auge 

Aug 1899 (Weiden) 
61 

Wenn lichter 
Mondenschein 

Fünf Gesänge für 
eine mittlere 
Stimme, Op. 37 
(songs no. 2-4) 

65 Helle Nacht 

Jun-Jul 1899 
(Berchtesgaden) 

62 Volkslied 
63 Glückes genug 
64 Frauenhaar 
66 Nächtliche Pfade 

Zwei Lieder für 
eine Singstimme 
mit 
Klavierbegleitung 

Aug 1899 (Weiden) 
67 

Der Tod, das ist die kühle 
Nacht 

68 Letzte Bitte 

Acht Lieder, Op. 43 Oct-Nov 1899 (Weiden) 

69 Zwischen zwei Nächten 
70 Müde 
71 Meinem Kinde 
72 Abschied 
73 Wiegenlied 
74 Die Betrogene Spricht 
75 Mein Herz 
76 Sag es nicht 

Sieben Lieder für 
eine mittlere 
Stimme, Op. 48 

Jan-Mar 1900 (Weiden) 

77 Hütet euch! 
78 Leise Lieder 
79 Im Arm der Liebe 
80 Ach, Liebster, in Gedanken 
81 Junge Ehe 

82 Am Dorfsee 
83 Unvergessen 

Liebeslieder 

Aug 1899 – May 1900 
(Weiden) 

84 Nachtgeflüster 
85 Süße Ruh’ 

Prior to Jul 1900 
(Weiden) 

86 Brautring 
87 Geheimnis 
88 Mädchenlied 
89 Hoffnungslos 
90 Sonnenregen 

21/01/1902 (Munich) 129 Schlummerlied 
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Zwölf 
Lieder, Op. 
51 

Aug 1900 (Weiden) 

91 Der Mond glüht überm Garten 
92 Mägdleins Frage 

93 
Träume, träume, du mein süßes 
Leben! 

94 Geheimnis 
95 Mädchelied 
96 Schmied Schmerz 
97 Nachtgang 
98 Gleich einer versunkenen Melodie 
99 Frühlingsregen 
100 Verlorne Liebe 
101 Frühlingsmorgen 
102 Weiße Tauben 

Fünfzehn 
Lieder, Op. 
55 

Jan-Apr 1901 
(Weiden) 

103 Hymnus des Hasses 
104 Traum 
105 Der tapfere Schneider 
106 Rosen 
107 Der Narr 
108 Verklärung 
109 Sterne 
110 Zwei Gäuse 
111 Ein Paar 
112 Wären wir zwei kleine Vögel… 
113 Viola d’amour 
114 Nachtsegen 
115 Gute Nacht 

116 Allen Welten abgewandt 
117 Der Alte 

Sechzehn 
Gesänge, Op. 
62 

Dec 1901 – Feb 1902 
(Munich) 

130 Wehe 
131 Waldseligkeit 
132 Ruhe 
133 Mensch und Natur 
134 Wir Zwei 
135 Reinheit 
136 Vor dem Sterben 
137 Gebet 
138 Strampelchen 
139 Die Nixe 
140 Fromm 
141 Totensprache 
142 Begegnung 
143 Ich Schwebe 
144 Pflügerin Sorge 
145 Anmutiger Vertrag 

Zwölf Lieder 
für eine 
mittlere 
Stimme, Op. 
66 

Prior to Jun 1902 
(Munich) 

146 Sehnsucht 

Aug 1902 (Munich) 

148 Freundliche Vision 
149 Aus der Ferne in der Nacht 
150 Du bist mir gut! 
151 Maienblüten 
152 Die Primeln 
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Zwölf Lieder 
für eine 
mittlere 
Stimme, Op. 
66 

Aug 1902 (Munich) 

153 Die Liebe 
154 An dich 
155 Erlöst 
156 Morgen 
157 Jetzt und immer 

Prior to Jun 1902 
(Munich) 

147 Kindergeschichte 

Sechs Gesänge 
für eine 
mittlere 
Stimme, Op. 
68 

16-31/08/1902 
(Berchtesgaden) 

158 Eine Seele 
159 Unterwegs 
160 Märchenland 
161 Engelwacht 
162 Nachtseele 
163 An die Geliebte 

Siebzehn 
Lieder für eine 
hohe Stimme, 
Op. 70 

Jan-Feb 1903 
(Munich) 

164 Präludium 
165 Der König bei der Krönung 
166 Ritter rät dem Knappen dies 
167 Die bunten Kühe 
168 Gruß 
169 Elternstolz 
170 Meine Seele 
171 Die Verschmähte 
172 Sehnsucht 
173 Hoffnungstrost 
174 Gegen Abend 
175 Dein Bild 
176 Mein und Dein 

177 Der Bote 
178 Tränen 
179 Des Durstes Erklärung 
180 Sommernacht 

Achtzehn 
Gesänge, Op. 
75 

Nov-Dec 1903 
(Munich) 

182 Merkspruch 
183 Mondnacht 
184 Der Knabe an die Mutter 
185 Dämmer 
186 Böses Weib 
187 Ihr, ihr Herrlichen! 
188 Schlimm für die Männer 
189 Wäsche im Wind 
190 All’ mein Gedanken 
191 Schwäbische Treue 
192 Aeolsharfe 
193 Hat gesagt – bleibt’s nicht dabei 
194 Das Ringlein 
195 Schlafliedchen 
196 Darum 
197 Das Fenster klang im Winde 
198 Du brachtest mir deiner Seele Trank 
199 Einsamkeit 
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Schlichte Weisen 
für Singstimme 
und Klavier, Op. 
76 (Heft I) 

May 1909 (Leipzig) 

246 
Du meines Herzens 
Krönelein 

247 Daz iuwer min Engel walte! 
248 Waldeinsamkeit 
249 Wenn die Linde blüht 
250 Herzenstausch 
251 Beim Schneewetter 
252 Schlecht’ Wetter 

253 
Einen Brief soll ich 
schreiben 

254 Am Brünnele 
255 Warte nur! 
256 Mei Bua 
257 Mit Rosen bestreut 
258 Der verliebte Jäger 
259 Mein Schätzelein 
260 Maiennacht 

Schlichte Weisen 
für Singstimme 
und Klavier, Op. 
76, Vol. 2 

May-Jul 1905 (Munich) 

201 Glück 

202 
Wenn alle Welt so einig 
wär 

203 In einem Rosengärtelein 
204 Hans und Grete 

205 
Es blüht ein Blümlein 
rosenrot 

Apr 1904 (Munich) 200 Minnelied 

May-Jul 1905 (Munich) 

206 Des Kindes Gebet 
207 Zwiesprach 
208 Abgeguckt 
209 Friede 
210 Der Schwur 
211 Kindeslächeln 
212 Die Mutter spricht 

213 Schmeichelkätzchen 
214 Vorbeimarsch 

Schlichte Weisen 
für Singstimme 
und Klavier, Op. 
76, Vol. 3 

Jun 1907 (Leipzig) 

232 Gottes Segen 
233 Von der Liebe 
234 Das Wölklein 
235 Reiterlied 
236 Mittag 
237 Schelmenliedchen 

Schlichte Weisen 
für Singstimme 
und Klavier, Op. 
76, Vol. 4 

Jun-Jul 1909 (Leipzig) 

261 Heimat 

262 
Das Mägdlein und der 
Spatz 

263 Abendlied 
Summer 1907 (Leipzig) 244 Wunsch 

Jun-Jul 1909 (Leipzig) 
264 An der Frühlingsregen 
265 Der Postillon 
266 Brunnensang 
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Schlichte Weisen 
für Singstimme 
und Klavier, Op. 
76, Vol. 5 
(Aus der 
Kinderwelt) 

Aug-Sep 1910 
(Oberaudorf) 

269 Klein Marie 
270 Lutschemäulchen 
271 Soldatenlied 
272 Schlaf’ ein 
273 Zwei Mäuschen 
274 Ein Tänzchen 
275 Knecht Ruprecht 
276 Die fünf Hühnerchen 

Schlichte Weisen 
für Singstimme 
und Klavier, Op. 
76, Vol. 6 

Aug 1912 
(Berchtesgaden) 

280 Maria Wiegenlied 
281 Das Brüderchen 
282 Das Schwesterchen 
283 Furchthäschen 
284 Der Igel 
285 Die Bienen 
286 Mausefangen 
287 Zum Schlafen 
288 Der König aus dem Morgenland 

Kompositionen 
für eine 
Singstimme mit 
Klavierbegleitung, 
Op. 79c 

Dec 1900 – Oct 1901 
(Weiden, Munich) 

120 Abend 
121 Um Mitternacht blühen die 

Blumen 
122 Volkslied 
123 Friede 
124 Auf Mondbeschienenen Wegen 
125 Die Glocke des Glücks 
126 Erinnerung 
127 Züge 

Vier Gesänge für 
eine Singstimme 
mit Klavier, Op. 
88 

Jul 1905 (Munich) 

215 Notturno 
216 Stelldichein 
217 Flötenspielerin 
218 Spatz und Spätzin 

Vier Lieder für 
eine Singstimme 
mit Klavier, Op. 
97 

Jul 1906 (Prien am 
Chiemsee) 

226 Das Dorf 

227 
Leise, leise weht ihr Lüfte 
(Wiegenlied) 

228 Ein Drängen 
229 Der bescheidene Schäfer 

Fünf Gesänge für 
eine Singstimme 
mit Klavier, Op. 
98 

Jul 1906 (Munich) 

221 Aus den Himmelsaugen 
222 Der gute Rat 
223 Sonntag 
224 Es schläft ein stiller Garten 
225 Sommernacht 

Sechs Lieder für 
eine Singstimme 
mit 
Klavierbegleitung 

Jun-Jul 1907 (Leipzig) 

238 Neue Fülle 
239 Warnung 
240 Mutter, tote Mutter 
241 Lied eines Mädchens 
242 Der Sausewind 
243 Mädchenlied 

Drei Lieder nach 
Gedichten von 
Elsa Asenijeff 

Jul 1912 (Meiningen) 
277 Klage 
278 An eine Mutter 
279 Amselliedchen 
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Fünf neue 
Kinderlieder für 
eine hohe Stimme 
mit Klavier, Op. 
142 

May 1915 (Jena) 

290 Wiegenlied 
291 Schwalbenmütterlien 
292 Maria am Rosenstrauch 
293 Klein Evelinde 
294 Bitte 
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APPENDIX 2: POETS WHOSE POEMS REGER SET903 
 

 

Poet Nationality & Notes 
Setting(s) 

No. Particulars 
D’Annunzio, Gabriele 
(1863-1938) 

Italian writer and nationalist. 1 Op. 35, no. 6 

Asenijeff, Elsa 
(1867-1941) 

See: Packeny, Elsa Maria 

Auersperg, Count Anton 
Alexander von 
(1806-1876) 

Austrian poet and politician.  
Wrote under the nom de plume 
Anastasius Grün. 

1 Op. 15, no. 2 

Bach, Paul See: Baumbach, Rudolf 
Baumbach, Rudolf 
(1840-1905) 

German Poet.  Wrote under 
the nom de plume Paul Bach. 

1 Op. 76, no. 26 

Benz, Friedrich 
(1878-1904) 

German. 1 Schlummerlied (1902) 

Bern, Maximilian 
(1849-1923) 

German writer and editor. 1 Op. 76, no. 12 

Bierbam, Otto Julius 
(1865-1910) 

German journalist and writer.  
Wrote under the noms de 
plume Martin Möbius and 
Simplicissimus. 

10 Letzte Bitte (1899) 
Op. 35, no. 3 & 4 
Op. 37, no. 4 
Op. 51, no. 6 & 7 
Op. 66, no. 2 & 3 
Op. 70, no. 3 & 11 

Blüthgen, Victor 
(1844-1920) 

German poet and writer. 2 Op. 62, no. 9 
Op. 76, no. 51 

Boelitz, Martin 
(1874-1918) 

German poet and writer. 26 Tragt, blaue Träume (1901) 
Ostern (1902) 
Op. 62, no. 1, 6 & 7 
Op. 66, no. 4 & 9 
Op. 68, no. 2 
Op 70, no. 1 
Op. 75, no. 4 
Op. 76, no. 13, 20, 23, 30, 
33, 34, 45, 46, 47, 48, 49, 
50 & 52 
Op. 88, no. 1 
Op. 97, no. 1 
Op. 104, no. 6 

Braungart, Richard 
(1872-1963) 

German writer and critic. 9 Nun kommt die Nacht 
gegangen (1903) 
Abendfrieden (1906) 
Op. 55, no. 9 
Op. 62, no. 4 & 8 
Op. 70, no. 15 
Op. 75, no. 17 
Op. 76, no. 7 & 10 

Brentano, Fritz 
(1840-1914) 

German writer in the Palatine 
German dialect (Pälzisch) 

1 Op. 97, no. 2 

 

                                                   
903 General source: Mercier and Nold, 313-317. 
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Poet Nationality & Notes 
Setting(s) 

No. Particulars 
Burns, Robert 
(1759-1796) 

Scottish poet and lyricist. 1 Op. 76, no. 8 

Busse, Karl Hermann 
(1872-1918) 

German poet and critic.  
Wrote under the nom de plume 
Fritz Döring. 

3 Op. 75, no. 14 
Op. 76, no. 4 
Op. 104, no. 5 

Chamisso, Adalbert von 
(1781-1838) 

German poet and botanist. 1 Op. 8, no. 4 

Christen, Ada 
(1839-1901) 

See: Friederik, Christiane 
Rosalia 

1 Abendlied (1889-1891) 

Cornelius, Peter 
(1824-1874) 

German composer, poet and 
writer. 

1 Vergangen, versunken, 
verklungen (1889-1891) 

Dahn, Felix 
(1834-1912) 

German lawyer, historian and 
writer.  Author of nationalist 
poetry. 

3 Op. 35, no. 1 
Op. 75, no. 9 
Op. 76, no. 1 

Dehmel, Richard Fedor 
Leopold 
(1863-1920) 

German poet and writer. 5 Op. 43, no. 5 
Op. 51, no. 3 
Op. 62, no. 2 
Op. 66, no. 7 & 11 

Diederich, Franz 
(1865-1921) 

German author and editor. 1 Op. 51, no. 1 

Döring, Fritz See: Busse, Karl Hermann 
Dorr-Ljubljaschtschi, C.  (no information found) 1 Op. 51, no. 2 
Ehlen, Hans See: Kolb, Hanna 1 Op. 12, no. 3 
Eichendorff, Joseph Karl 
Benedikt Freiherr von 
(1788-1857) 

Poet and novelist who “ranks 
among the greatest German 
Romantic lyricists” (Stark, 
1995, p. 357). 

2 Op. 15, no. 4 
Op. 76, no. 31 

Elmar, Karl See: Swiedack, Karl   
Engel, Franz (no information found) 1 Op. 15, no. 9 
Enslin, Karl Wilhelm 
Ferdinand 
(1819-1875) 

German poet and school 
headmaster. 

1 Op. 76, no. 5 

Evers, Franz 
(1871-1947) 

German writer and editor. 12 Nachtgeflüster (1900) 
Op. 51, no. 4 
Op. 55, no. 2 & 12 
Op. 62, no. 3 
Op. 68, no. 3 & 5 
Op. 70, no. 7 & 17 
Op. 75, no. 2 & 16 
Op. 88, no. 3 

Falke, Gustav 
(1853-1916) 

German writer. 16 Op. 15, no. 10 
Op. 43, no. 1 – 3 
Op. 55, no. 3, 11, 13 & 15 
Op. 62, no. 5, 10 & 11 
Op. 68, no. 6 
Op. 70, no. 4 & 8 
Op. 75, no. 8 
Op. 76, no. 37 

Fick, K. May be Karl Fick (born 1887) 
(Bradley, 2014, p. 607). 

2 Op. 70, no. 14 & 16 

 



Appendix 2: Poets whose Poems Reger Set 

 

244 

Poet Nationality & Notes 
Setting(s) 

No. Particulars 
Fischer, Johann Georg 
(1816-1897) 

German poet and dramatist. 1 Op. 70, no. 13 

Flemes, Bernhard 
(1875-1940) 

German writer. 1 Op. 76, no. 43 

Franz, Otto See: Gensichen, Otto Franz 
Frey, Adolf 
(1855-1920) 

Swiss writer. 1 Op. 48, no. 7 

Friderici, Daniel 
(1584-1638) 

German composer and cantor. 1 Op. 76, no. 18 

Friederik, Christiane 
Rosalia 

Austrian writer.  Wrote under the 
nom de plume Ada Christen. 

1 Abendlied (1889-1891) 

Galli, Eugenie 
(1849-1917) 

German writer.  Born Eugenie 
von Loos. 

1 Op. 51, no. 10 

Geibel, Franz Emanuel 
August von 
(1815-1884) 

German poet and “leader of the 
Münich circle of writers” (Frank, 
1995, p. 357).  Wrote under the 
nom de plume L. Horst. 

4 In ein Stammbuch (1889-
1891) 
Op. 4, no. 4 
Op. 23, no. 4 
Op. 48, no. 1 

Gensichen, Otto Franz 
(1847-1933) 

German writer.  Wrote under the 
nom de plume Otto Franz. 

1 Op. 70, no. 5 

Gerheusser, Rosa (no information found) 1 Der Maien ist gestorben 
(1906) 

Gersdorff, Julius 
(1849-1907) 

German poet. 1 Op. 76, no. 9 

Gilm von Rosenegg, 
Hermann 
(1812-1964) 

Austrian poet. 1 Op. 12, no. 2 

Ginzkey, Franz Karl 
(1871-1963) 

Austrian poet and writer. 1 Op. 76, no. 32 

Glücklich, Johann 
Christian 
(1839-1920) 

German poet. 2 Am Meer (1894) 
An Zeppelin (1909) 

Goethe, Johann 
Wolfgang von 
(1749-1832) 

German writer, poet and “greatest 
intellectual figure of the German 
Romantic movement” (Stark, 
1995, p. 358). 

1 Op. 75, no. 18 

Grün, Anastasius See: Auersperg, Count Anton Alexander von 
Hamerling, Robert 
(1830-1889) 

Austrian poet.  Nom de plume of 
Rupert Johann Hamerling. 

2 Op. 23, no. 1 
Op. 66, no. 6 

Hamerling, Rupert 
Johann 

See: Hamerling, Robert 

Hartleben, Otto Erich 
(1864-1905) 

German poet and dramatist. 1 Op. 48, no. 3 

Hartwig, Dora 
(b. 1913) 

German writer. 1 Op. 104, no. 3 

Hauptmann, Carl 
Ferdinand Max 
(1858-1921) 

German writer.  Wrote under the 
nom de plume Ferdinand Klar. 

1 Op. 98, no. 4 

Franz, Dr. J. F. See: Hebbel, Christian Friedrich 
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Poet Nationality & Notes 
Setting(s) 

No. Particulars 
Hebbel, Christian 
Friedrich 
(1813-1863) 

German poet and dramatist.  
Wrote under the nom de plume 
Dr. J. F. Franz. 

1 Op. 4, no. 1 

Heine, Christian Johann 
Heinrich 
(1797-1856) 

German journalist and writer, 
arguably the “strongest figure 
in German literature” after 
Goethe (Stark, 1995, p. 359). 

2 Der Tod, das ist die kühle 
Nacht (1899) 
Op. 98, no. 1 

Henckell, Karl Friedrich 
(1864-1929) 

German writer and poet. 1 Op. 62, no. 14 

Hertz, Wilhelm Ritter 
von (1835-1902) 

German poet. 1 Op. 76, no. 2 

Hölderlin, Johann 
Christian Friedrich 
(1770-1843) 

German poet. 1 Op. 76, no. 6 

Holst, Adolf 
(1867-1945) 

German writer. 1 Op. 142, no. 5 

Hörmann von Hörbach, 
Ludwig 
(1837-1924) 

German writer. 1 Op. 88, no. 2 

Horst, L. See: Geibel, Franz Emanuel August von 
Huggenberger, Joseph 
(1865-1938) 

German poet. 6 Op. 76, no. 14, 25 & 29 
Op. 79c, Heft II, no. 2 & 3 
Op. 79c, Heft III, no. 3 

Itzerott, Marie 
(1857-1918?) 

German poet. 5 Op. 55, no. 4 & 6 
Op. 66, no. 1 & 8 
Op. 79c, Heft II, no. 1 

Jacobowski, Ludwig 
(1868-1900) 

German poet. 8 Op. 55, no. 5 
Op. 62, no. 12 
Op. 66, no. 5 & 12 
Op. 68, no. 1 
Op. 70, no. 9 & 12 
Op. 75, no. 13 

Kiesekamp, Hedwig 
Carolina Theodora 
Maria Huberta 
Philomene 
(1844-1919) 

German singer and writer.  
Wrote under the noms de 
plume L. Rafael and Helene 
Kordelia. 

7 Op. 76, no. 22, 27, 41, 42, 
53, 54 & 57 

Klar, Ferdinand See: Hauptmann, Carl Ferdinand Max 
Kleinschmidt, Albert 
(1847-1924) 

German poet. 1 Op. 12, no. 1 

Kolb, Hanna Wrote under the nom de plume 
Hans Ehlen. 

1 Op. 12, no. 3 

Kordelia, Helene See: Kiesekamp, Hedwig Carolina Theodora Maria Huberta 
Philomene 

Kurz, Isolde Maria 
Klara 
(1853-1944) 

German writer. 1 Op. 12, no. 5 

Laubsch, Frieda (no information found) 1 Süße Ruh’ (1900) 
Lenau, Nikolaus See: Strehlenau, Nikolaus Franz Niembsch Edler von 
Lieven, Frau von (no information found) 1 Op. 37, no. 3 
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Poet Nationality & Notes 
Setting(s) 

No. Particulars 
Liliencron, Friedrich 
Adolf Axel Freiherr von 

German writer and poet.  
Wrote under the nom de plume 
Detlev von Liliencron. 

1 Op. 37, no. 3 

Liliencron, Detlev von See: Liliencron, Friedrich Adolf Axel Freiherr von 
Lingg, Hermann 
(1820-1905) 

German doctor and member of 
the Münich circle of writers. 

1 Op. 75, no. 11 

Mackay, John Henry 
(1864-1933) 

German writer. 1 Op. 66, no. 10 

Mayr, Anton 
(1855-1935) 

German. 1 Op. 76, no. 24 

Metternich-Winneburg, 
Clemens Wenceslaus 
Nepomuk Lothar von 
(1773-1859) 

Austrian politician. 1 Op. 76, no. 15 

Meyer, Karl 
(born 1845) 

No information found. 1 Op. 88. No. 4 

Michaeli, Otto 
(1870-1941) 

No information found. 2 Op. 12, no. 4 
Op. 76, no .40 

Möbius, Martin See: Bierbam, Otto Julius 
Morgenstern, Christian 
Otto Josef Wolfgang 
(1871-1914) 

German writer and poet. 8 Op. 48, no. 2 
Op. 51, no. 8, 9 & 12 
Op. 55, no. 1, 5 
Op. 62, no. 15 & 16 

Mörike, Eduard 
Friedrich 
(1804-1875) 

German poet and Protestant 
minister. 

3 In der Frühe (1907) 
Op. 62, no. 13 
Op. 70, no. 2 

Müller-Jahnke, Clara 
(1860-1905) 

German poet and journalist. 1 Op. 51, no. 11 

Muth, Franz Alfred 
(1839-1890) 

German poet and writer. 1 Op. 68, no. 4 

Obst, Willibald (no information found) 1 Hoffnungslos (1901) 
Osterwald, Karl 
Wilhelm 
(1820-1887) 

German educator and writer. 2 Die braune Heide starrt mich 
an (1889-1891) 
Mit sanften Flügeln senkt die 
Nacht (1889-1891) 

Packeny, Elsa Maria Austrian feminist author.  
Wrote under the nom de plume 
Elsa Asenijeff. 

3 Klage (1912) 
An eine Mutter (1912) 
Amselliedchen (1912) 

Prutz, Robert Eduard 
(1816-1872) 

German writer. 1 Op. 15, no. 5 

Puttkamer, Marie 
Madeleine Baroness von 

German writer and poet.  Born 
Marie Madeleine Günther. 

1 Mädchenlied (1901) 

Rafael, L. See: Kiesekamp, Hedwig Carolina Theodora Maria Huberta 
Philomene 

Reinick, Robert 
(1805-1852) 

German artist and poet. 1 Op. 142, no. 2 
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Poet Nationality & Notes 
Setting(s) 

No. Particulars 
Ritter, Anna 
(1865-1921) 

German writer and poet.  Born 
Anna Nuhn. 

16 In verschwiegener Nacht 
(1898) 
Brautring (1900) 
Geheimnis (1900) 
Sonnenregen (1902) 
Op. 23, no. 2 & 4 
Op. 31, no. 1 – 6 
Op. 37, no. 2 
Op. 43, no. 6 
Op. 55, no. 7 
Op. 79c, Heft III, no. 1 

Rohrscheidt, Kurt von 
(1857-1935) 

German jurist. 1 Op. 15, no. 1 

Roquette, Otto 
(1824-1896) 

German writer 1 Op. 35, no. 5 

Rückert, Friedrich 
(1788-1866) 

German academic and poet. 3 Op. 4, no. 2 & 3 
Op. 35, no. 2 

Saul, D. (no information found) 2 Op. 15, no. 6 & 8 
Schäfer, Theo 
(1872-1935) 

German journalist and musician. 2 Op. 79c, Heft I, no. 1 
Op. 79c, Heft III, no. 2 

Schatz, Josef 
(1871-1950) 

Austrian linguist. 1 Op. 98, no. 2 

Schellenberg, Ernst 
Ludwig 
(1883-1964) 

German writer. 10 Der Dieb (1906) 
Op. 76, no. 16, 385, 36, 
55, 56, 58 – 60 
Op. 143, no. 3 

Scholz, Maria 
(1861-1944) 

Patron and writer.  Wrote under 
the nom de plume Maria Stona. 

3 Op. 48, no. 4 
Op. 55, no. 14 
Op. 79c, Heft I, no. 2 

Seyboth, Sofie (no information found) 2 Op. 75, no. 10 & 15 
Op. 76, no. 28 

Simplicissimus See: Bierbam, Otto Julius 
Sommerstorff, Otto Austrian actor and poet.  Born 

Otto Müller. 
1 Op. 76, no. 11 

Stein, Gretel (no information found) 1 Op. 142, no. 1 
Stern, Julius See: Sturm, Julius Carl Reinhold 
Stieler, Karl 
(1842-1885) 

German lawyer, archivist and 
poet. 

1 Op. 37, no. 5 

Stona, Maria See: Scholz, Maria 
Storm, Hans Theodor 
Woldsen 
(1817-1888) 

German writer and “outstanding 
exponent of German poetic 
Realism, which aimed at 
portraying the positive values of 
everyday life” (Stark , 1995, 365). 

2 Gute Nacht (1889-1891) 
Op. 15, no. 3 

Strehlenau, Nikolaus 
Franz Niembsch Edler 
von (1802-1850) 

Austrian poet.  Wrote under the 
nom de plume Nikolaus Lenau. 

1 Bitte (1889-1891) 
Schilflieder (1891-1892) 

Sturm, Julius Carl 
Reinhold 
(1816-1896) 

German Pastor and poet.  Wrote 
under the nom de plume Julius 
Stern. 

1 Op. 55, no. 8 
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Poet Nationality & Notes 
Setting(s) 

No. Particulars 
Swiedack, Karl 
(1815-1888) 

German journalist and writer.  
Wrote under the nom de plume Karl 
Elmar. 

1 Unter der Erde (1889-
1891) 

Tiedge, Christoph August 1 An das Leben (1889-1891) 
Träger, Christian 
Gottfried Albert 
(1830-1912) 

German privy councillor and 
parliamentarian. 

1 Wiegenlied (1898) 

Triepel, Gertrud 
(1863-1920) 

German editor and writer. 1 Op. 98, no. 5 

Trojan, Johannes 
(1837-1915) 

German writer. 1 Op. 76, no. 44 

Ubell, Hermann 
(1876-1947) 

German journalist. 1 Op. 48, no. 5 

Uhland, Johann 
Ludwig 
(1787-1862) 

German lawyer, politican, poet and 
literary scholar.  He was “important 
in the development of German 
medieval and folklore studies” 
(Stark, 1995, p. 366). 

3 Op. 8, no. 1 & 5 
Op. 76, no. 19 

Verlaine, Paul Marie 
(1844-1869) 

French poet. 1 Op. 37, no. 1 

Weber, Claire Henrika (1881-1954) 1 Op. 142, no. 4 
Wegerer, Asta von 
(1854-1931) 

German. 1 Es soll mein Gebet dich 
tragen (1909) 

Weigand, Wilhelm 
(1851-1915) 

German historian, archivist and 
politician. 

1 Op. 75, no. 1 

Weisse (no information found) 1 Op. 97, no. 4 
Wiener, Oskar 
(1873-1944) 

Czech writer and poet. 4 Op. 43, no. 4, 7 & 8 
Op. 48, no. 6 

Wildenbruch, Ernst 
von (1845-1909) 

German diplomat and writer. 2 Op. 8, no. 2 & 3 

Zweig, Stefan 
(1881-1942) 

Austrian writer. 2 Op. 97, no. 3 
Op. 104, no. 1 
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APPENDIX 3: LISTS OF REGER’S WORKS904 
 

 

A. Reger’s Works before Formal Studies (up to 1889) 

 

Year Title Instrumentation 

Sep/Oct 1888 (Weiden) Overture in B minor 
String quintet, piano, 
flute, clarinet 

Winter 1888-1889 
(Weiden) 

Scherzo in G minor String quintet, flute 

Aug-Nov 1889 
(Königswiesen & Weiden) 

Overture in D minor “Heroide” Orchestra 

Spring 1889 (Weiden) 
String Quartet in D minor, 
Jugendquartett 

String quartet 

Jun-Aug 1889 (Weiden) 
Largo in D major (From the Trio in B 
major, Fantaisie Characteristique) 

Violin, ’cello, piano 

Aug-Sep 1889 
(Königswiesen & Weiden) 

First movement of the Piano Quintet 

in C# minor (also known as: Harmonie 

Funèbres and Fantasy in C# minor) 

String quartet, piano 

 

B. Reger’s Student Works (1889 – June 1893) 

 

Year Title Instrumentation 

1889-1891 
(Weiden, Wiesbaden) 

Jugendlieder (songs 1-13) Voice, piano 

Early 1890 (Weiden) Six Preludes and Fugues Piano 
Spring 1890 
(Sondershausen) 

Prelude and Fugue in G minor Piano 

1890 (Weiden) 
Sechs Lieder für eine mittlere Stimme, 
Op. 4 (song 1) 

Voice, piano 

1890-1892 (Wiesbaden) Scherzo in G minor 
2 violins, 2 violas, 2 
’cellos 

Autumn 1890 Wiesbaden) Symphony in D minor Small orchestra 
Dec 1890 (Wiesbaden) Triple Fugue Organ 

1890-1891 (Wiesbaden) Lob, Preis und Ehr Mixed choir 

Feb 1891 (Wiesbaden) Grande Valse de Concert Piano 

Spring 1891 (Wiesbaden) Sonata in D minor, Op. 1 Violin, piano 
Jun-Jul 1891 (Wiesbaden) Trio in B minor, Op. 2 Violin, viola, piano 

1891-1892 (Wiesbaden) 

Sechs Lieder für eine mittlere Stimme, 
Op. 4 (song 2-6) 

Voice, piano 

Schilflieder 
Voice, piano, obbligato 
viola 

Spring 1892 (Wiesbaden) Sonata in D major, Op. 3 Violin, piano 
Summer 1892 
(Weiden, Wiesbaden) 

Sonata in F minor, Op. 5 ’Cello, piano 

2nd Aug 1892 (Wiesbaden) Three Choruses, Op. 6 SATB choir, piano 
 

                                                   
904 General source: “Max Reger’s Works,” in Max Reger (Max-Reger-Institut/Elsa-Reger-Shiftung). 
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Year Title Instrumentation 

Sep/Oct 1892 
(Weiden, Wiesbaden) 

Three Organ Pieces, Op. 7 Organ 

Autumn 1892 (Wiesbaden) Walzer Capricen, Op. 9 4-hand Piano 

Oct 1892 (Wiesbaden) 
Spiritual Air Violin, organ 
String quartet in C minor String quartet 

Dec 1892 – Jul 1893 
(Wiesbaden) 

Fünf Lieder für eine hohe Stimme, Op. 
8 

Voice, piano 

Apr 1893 (Wiesbaden) Piano quartet in A major 
Violin, viola, ’cello, 
piano 

 

C. Reger’s Wiesbaden Works (July 1893- June 1898) 

 

Year Title Instrumentation 

17th Aug 1893 (Wiesbaden) Jugendlieder (song 14: Schlummerlied) Voice, piano 

Aug-Sep 1893 
(Weiden, Wiesbaden) 

Deutsche Tanze, Op. 10 Piano 

Fünf Lieder, Op. 12 Voice, piano 

Sep/Oct 1893 (Wiesbaden) O Traurigkeit, o Herzelied Organ 

Dec 1893 (Wiesbaden) 
Seven Waltzes, Op. 11 Piano 

Lose Blätter, Op. 13 Piano 

End-1893 (Wiesbaden) Komm, süsser Tod Organ 
Autumn 1893 – Jan 1894 
(Wiesbaden) 

Five Duets, Op. 14 Soprano, alto, piano 

1893-1894 (Wiesbaden) Schulfuge in C major Piano 

1894 (Wiesbaden) 
Ich stehe hoch überm See, Op. 14b 

Voice, piano 
Am Meer, Undenlich dehmt’ Sich 

Aug/Sep 1894 (Wiesbaden) 
Zehn Lieder für eine mittlere Stimme, Op. 
15 

Voice, piano 

Oct 1894 – Aug 1895 
(Wiesbaden) 

Suite in E minor, Op. 16 Organ 

May 1895 (Wiesbaden) Variations on a Theme by Beethoven Orchestra 

End-1894 – Aug 1896 
(Wiesbaden) 

Piano Concerto no. 1 in F minor Piano, orchestra 

Mar-Sep 1895 
(Weiden, Wiesbaden) 

Canons in all the Major and Minor 
Keys 

Piano 

May-Sep 1895 
(Wiesbaden) 

Piano Concerto no. 2 
Piano with unclear 
accompaniment 

Sep 1895 (Weiden) 
Tantum ergo sacramentum SATBB choir 

Gloriabuntur in te omnes SATB choir 

Nov 1895 (Wiesbaden) Seven Canons – unclear – 
Dec 1895 (Wiesbaden) Three Canons – unclear – 
1895-1896 (Wiesbaden) Symphony in B minor Orchestra 

1896 (Wiesbaden) Fantasy in C# minor Organ 

Summer 1896 (Wiesbaden) Two Two-voice Canons in F major – unclear – 

Sep 1897 (Wiesbaden) Trauermarsch 
Piano, harmonium or 
organ 

Oct 1897 (Wiesbaden) 
Adagio Assai (Movement 2 of Suite in 
E minor, Op. 16) 

Harmonium, piano 

Improvisations, Op. 18 Piano 
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Year Title Instrumentation 

Oct 1897 – May 1898 
(Wiesbaden) 

Piano Quintet in C minor String quartet, piano 

Feb-Mar 1898 
(Wiesbaden) 

Aus der Jugendzeit, Op. 17 Piano 

Mar-May 1898 
(Wiesbaden) 

Grüße an die Jugend 
Piano 

Aquarellen, Op. 25 (piece no. 4) 
Apr 1898 (Wiesbaden) Two Spiritual Songs, Op. 19 Voice, organ 

May 1898 (Wiesbaden) Liebestraum Piano or organ 
14th Jun 1898 
(Wiesbaden) 

Allegretto Grazioso in F major Piano 

16th Jun 1898 
(Wiesbaden) 

Miniature Gavotte Piano 

 

D. Reger’s Weiden Works (June 1898 – Aug 1901) 

 

Year Title Instrumentation 

Jun 1898 (Weiden) Six Waltzes, Op. 22 
4-hand Piano 
(arranged for piano 
in Feb. 1899) 

Jul 1898 (Weiden) Humoreske in G major905 Piano 

Jun-Aug 1898 (Weiden) Vier Lieder, Op. 23 (songs no. 1, 3 & 4) Voice, piano 

Jul-Aug 1898 (Weiden) 

Aquarellen, Op. 25 (pieces no. 1-3 & 5) Piano 

Sieben Fantasiestücke, Op. 26 
Piano 
(also arranged for 
chamber orchestra) 

Aug 1898 (Weiden) 
Hymne an den Gesang, Op. 21 

TTBB choir, 
orchestra 

Lachrimä Christi TTBB choir 
Jun-Sep 1898 (Weiden) Six Morceaux, Op. 24 Piano 

Aug-Sep 1898 (Weiden) 
Fantasia on the chorale Ein' feste Burg ist 
unser Gott, Op. 27 

Organ 

Aug-Oct 1898 (Weiden) 
Fantasia on the chorale Freu’ dich sehr, o 
meine Seele!, Op. 30 

Organ 
(also arranged for 
4-hand piano) 

Oct 1898 (Weiden) Vier Lieder, Op. 23 (song no. 2) Voice, piano 
Sep-Nov 1898 (Weiden) Sonata in G minor, Op. 28 ’Cello, piano 
Oct-Nov 1898 (Weiden) Fantasia and Fugue in C minor, Op. 29 Organ 

Nov 1898 (Weiden) Fünf ausgewählte Volkslieder TTBB choir 

Dec 1898 Two-voice Canon on Ach du lieber Augustin – unclear – 

End 1898 – start 1899 
(Weiden) 

Five Humoreskes, Op. 20 Piano 

Es ist nichts mich alten Weibern TTBB choir 

Jan 1899 (Weiden) 
Neun ausgewählte Volkslieder TTBB(B) choir 

Herzlied TTBB choir 

Wiegenlied Voice, piano 

Oct 1898 – 14/02/1899 
(Weiden) 

Sechs Gedichte von Anna Ritter, Op. 31 Voice, piano 

Feb 1899 (Weiden) Sieben Charakterstücke, Op. 32 Piano 

 

                                                   
905 Composed with Adalbert Lindner. 
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Year Title Instrumentation 

Feb-Mar 1899 (Weiden) Sechs ausgewählte Volkslieder SATB choir 

Feb-Apr 1899 (Weiden) Sonata in F# minor, Op. 33 Organ 

Mar-Apr 1899 (Weiden) Cinq Pièces pittoresques, Op. 34 4-hand Piano 

May 1899 (Weiden) In verschwiegener Nacht Voice, piano 

Jun-Jul 1899 
(Berchtesgaden) 

Sechs Lieder für eine mittlere Stimme, Op. 35 
(songs no. 1-5) 

Voice, piano 
Fünf Gesänge für eine mittlere Stimme, Op. 37 
(songs no. 2-4) 

Der Tod, das ist die kühle Nacht 
Letzte Bitte 

Jun-Aug 1899 
(Berchtesgaden, Weiden) 

Bunte Blätter, Op. 36 Piano 

Jul-Aug 1899 (Weiden) Sonata in A major, Op. 41 Violin, piano 

Aug 1899 (Weiden) 

Sechs Lieder für eine mittlere Stimme, Op. 35 
(song no. 6) 

Voice, piano 
Fünf Gesänge für eine mittlere Stimme, Op. 37 
(songs no. 1 & 5) 

Autumn 1899 (Weiden) Four Sonatas, Op. 42 Violin 

Sep-Oct 1899 (Erbendorf 
in der Oberpfalz, 
Weiden) 

Sieben Männerchöre, Op. 38 Male choir 

Fantasy on the chorale Wie Schön leucht’t 
uns der Morgenstern, Op. 40, no. 1 

Organ 

Acht ausgewählte Volkslieder SATB choir 

Oct 1899 (Weiden) 

Three Choruses, Op. 39 SAATBB 
Introduction and Passacaglia in D minor 

Organ 
Suite in C# minor 

Oct-Nov 1899 (Weiden) Acht Lieder, Op. 43 Voice, piano 

Nov-Dec 1899 (Weiden) 
Fantasy on the chorale Straf mich nicht in 
deinem Zorn!, Op. 40, no. 2 

Organ 

Zehn kleine Vortragsstücke, Op. 44 Piano 

Dec 1899 (Weiden) 
Scherzino in C major Horn, strings 

Maria, Himmelsfreud’ SATB choir 

Jan 1900 (Weiden) 
Zwölf deutsche geistliche Gesänge 

Mixed choirs of 
various voices 

Sieben geistliche Volkslieder SATB choir 

Jan-Feb 1900 (Weiden) Six Trios, Op. 47 Organ 
Feb 1900 (Weiden) Fantasy and Fugue on B-A-C-H, Op. 46 Organ 
Nov 1899 – Mar 1900 
(Weiden) 

Six Intermezzi, Op. 45 Piano 

Jan-Mar 1900 (Weiden) Sieben Lieder für eine mittlere Stimme, Op. 48 Voice, piano 

Oct 1899-Apr 1900 
(Weiden) 

Five pieces on Johanna Baltz’s Castra vetera 
SATB choir, 
orchestra 

Carmen saeculare 
SATB choir, 
chamber orchestra 

Aug 1899 – May 1900 
(Weiden) 

Liebeslieder (Nachtgeflüster & Süsse Ruh’) Voice, piano 

Apr-May 1900 (Weiden) 
Six Madrigals SATB choir 
Twelve Madrigals TTBB choir 

May 1900 (Weiden) Two Sonatas, Op. 49 Clarinet, piano 

Prior to Jul 1900 
(Weiden) 

Liebeslieder (Brautring, Geheimnis, 
Mädchenlied, Hoffnungslos, Sonnenregen) 

Voice, piano 
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Year Title Instrumentation 

Jun-Jul 1900 (Weiden) Two Romances, Op. 50 
Violin, chamber 
orchestra 

Aug 1900 (Weiden) Zwölf Lieder, Op. 51 Voice, piano 
23/08/1900 (Weiden) Prelude in C minor Organ 

Aug-Sep 1900 (Weiden) Silhoutetten, Op. 53 Piano 

Autumn 1900 (Weiden) 3 Choral-Bearbeitungen SSA choir 

Sep-Oct 1900 (Weiden) 
Three Fantasies on Chorale Themes, Op. 
52 

Organ 

Two Spiritual Songs Voice, organ 
Oct-Dec 1900 (Weiden) String Quartet in G minor, Op. 54, no. 1 String quartet 
1900 (Weiden) Acht Grabgesänge SATB choir 
End 1900 – start 1901 
(Weiden) 

Sechs drei- und fünfstimmige Lieder für 
Passion und Ostern 

Mixed choirs of 
various voices 

Jan 1901 (Weiden) 
Variations and Fugue on Heil, unserm König 
Heil 

Organ 
(also arranged for 
4-hand piano) 

Fugue in C minor Organ 

Feb 1901 (Weiden) 
Prelude to the Chorale Christ ist erstanden 
von dem Tod 

Organ 

Spring 1901 (Weiden) Four Special Studies for the Left Hand Piano 
Jan-Apr 1901 (Weiden) Fünfzehn Lieder, Op. 55 Voice, piano 

Apr-May 1901 (Weiden) 
String Quartet in A major, Op. 54, no. 2 String quartet 
Symphonic Fantasy and Fugue, Op. 57 Organ 

May-Jun 1901 (Weiden) Six Bulesques, Op. 58 4-hand piano 
Jun-Jul 1901 (Weiden) Zwölf Stücke, Op. 59 Organ 

1900 – Jul 1901 (Weiden) 
14 Choral-Bearbeitungen, Op. 79f 

Mixed choirs of 
various voices 

Jul 1901 (Weiden) Kompositionen, Op. 79e ’Cello, piano 

Aug 1901 (Weiden) Prelude to the Chorale Es kommt ein Schiff 
geladen 

Organ 

1901 (Weiden) 

Kompositionen, Op. 79b Organ 

Tantum Ergo in Eb major SATB choir, organ 

Der evangelische Kirchenchor SATB choir 

 

E. Reger’s Early Munich Works (Summer 1901-1902) 

 

Year Title Instrumentation 

Summer 1901 (Munich) 
Tragt, blaue Träume 

Voice, piano 
Ostern 

Summer to Sep 1901 
(Weiden, Munich) 

Improvisation in E minor Piano 

Prior to Nov 1901 
(Weiden or Munich) 

Romance in G major Violin, piano 

Dec 1900 – Oct 1901 
(Weiden, Munich) 

Kompositionen für eine Singstimme mit 
Klavierbegleitung, Op. 79c 

Voice, piano 

Jul-Nov 1901 (Weiden, 
Munich) 

Leicht ausführbare Kompositionen zum 
gottesdienstlichen Gebrauch, Op. 61 

Assorted choral 
forces 

Oct-Dec 1901 (Munich) Organ Concerto Organ, orchestra 
Nov-Dec 1901 (Munich) Sonata in D major, Op. 60 Organ 
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Year Title Instrumentation 

1900-1902 (Weiden, 
Munich) 

Blätter und Blüten Piano 

1901 or 1902 (Munich) Fughette in A minor Harmonium 

1902 (Munich) 

Prelude and Fugue in A minor Violin 
Prelude and Fugue in D minor Organ 

Komm heiliger Geist SATB choir 
Prior to Jan 1902 
(Munich) 

Petite Caprice in G minor Violin, piano 

Prior to 21/01/1902 
(Munich) 

Schlummerlied Voice, piano 

21/01/1902 (Munich) Liebeslied (Schlummerlied) Voice, piano 
Prior to Feb 1902 
(Munich) 

Tarantella in G minor 
Clarinet, piano 

Albumblatt in Eb major 

Dec 1901 – Feb 1902 
(Munich) 

Sechzehn Gesänge, Op. 62 Voice, piano 

Feb or Mar 1902 
(Munich) 

Palmsonntagmorgen SATB choir 

Summer 1901 – March 
1902 (Weiden, Munich) 

Perpetuum Mobile in C major Piano 

Prior to Apr 1902 
(Munich) 

Twelve Monologues Organ 

22 Mar – 8 Apr 1902 
(Munich) 

Befiehl dem Herrn deine Wege Soprano, Organ 

Summer 1901 – May 
1902 (Weiden, Munich) 

Romance in D major – unclear – 

Apr 1901 – May 1902 
(Weiden, Munich) 

Piano Quintet in C minor, Op. 64 
2 Violins, viola, 
’cello, piano 

Apr-May 1902 (Munich) Zwölf Stücke, Op. 65 Organ 

May 1902 (Munich) Zwölf Stücke, Op. 80 (no. 2, 4 & 6) Organ 

Prior to Jun 1902 
(Munich) 

Zwölf Lieder für eine mittlere Stimme, Op. 66 
(songs no. 1 & 12) 

Voice, piano 

Jun-Jul 1902 (Munich) Symphony in D major Orchestra 
Prior to Jul 1902 
(Munich) 

Allegretto Grazioso in A major Flute, piano 

Aug 1902 (Munich) 
Zwölf Lieder für eine mittlere Stimme, Op. 66 
(songs no. 2-11) 

Voice, piano 

In der Nacht Piano 
16-31/08/1902 
(Berchtesgaden) 

Sechs Gesänge für eine mittlere Stimme, Op. 68 Voice, piano 

Summer 1901 – Summer 
1902 (Weiden, Munich) 

Nachtstück Piano 

Dec 1900 – Sep 1902 
(Weiden, Munich) 

Kompositionen, Op. 79a Piano 

Jul 1901 – Sep 1902 
(Weiden, Munich) 

3 Kompositionen, Op. 79d Violin, piano 

Prior to Sep 1902 
(Munich) 

Sonata in D minor, Op. 60 Harmonium 

Prior to Oct 1902 
(Munich) 

Caprice in A minor ’Cello, piano 

Sep 1901 – Oct 1902 
(Munich) 

Zweiundfünfzig leicht ausführbare Vorspiele zu 
den gebräuchlichsten evangelischen Chorälen, 
Op. 67 

Organ 
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F. Reger’s Later Munich Works (1903-1906) 

 

Year Title Instrumentation 

Nov 1902 – Early 1903 
(Munich) 

Zehn Stücke für die Orgel, Op. 69 Organ 

Jan-Feb 1903 (Munich) Siebzehn Lieder für eine hohe Stimme, Op. 70 Voice, piano 
Prior to 19/03/1903 
(Munich) 

Wiegenlied Voice, piano 

7/07/1903 (Berg am 
Starnberger See) 

Hoch lebe dies Haus TTBB choir 

Jun 1903 (Munich) 
Fünf leicht ausführbare Präludien und Fugen, 
Op. 56 

Organ 

Summer 1903 (Munich) 
Choral Cantata Vom Himmel hoch, da komm 
ich her 

Soprano, alto, 
tenor, bass, SSAA 
children’s choir, 
church choir, 2 
violins, organ 

Mar-Sep 1903 
(Berchtesgaden) 

Gesang der Verklärten, Op. 71 
SSATB choir, 
orchestra 

May-Sep 1903 (Munich, 
Berchtesgaden) 

Sonata in C major, Op. 72 Violin, piano 

18 Jul – 19 Sep 1903 
(Berchtesgaden) 

Spiritual Song Wohl denen 
Voice, organ or 
harmonium 

Aug-Sep 1903 
(Berchtesgaden) 

Variations and Fugue on an Original 
Theme, Op. 73 

Organ 

Sep 1903 
(Berchtesgaden) 

Four-Voice Canon in B major on Letzte Rose – unclear – 

End-Sep – 23/11/1903 
(Munich) 

String Quartet in D minor, Op. 74 String quartet 

Nov-Dec 1903 (Munich) 

Achtzehn Gesänge, Op. 75 Voice, piano 

Choral Cantata O wie selig seid ihr doch, ihr 
Frommen 

Soprano, alto, 
tenor, bass, SATB 
choir, church choir, 
strings, organ 

1903 (Munich) Postludium in D minor Organ 
Jan 1904 (Munich) Romance in A minor Harmonium 

Mar 1904 (Munich) 
Choral Cantata O Haupt voll Blut und 
Wunden 

Alto, tenor, SATB 
choir, violin, oboe, 
organ 

Apr 1904 (Munich) 
Schlichte Weisen, Op. 76, Vol. 2 (song no. 21) Voice, piano 
Serenade in D major, Op. 77a Flute, violin, viola 

Jan-May 1904 (Munich) Sonata in F major, Op. 78 ’cello, piano 

May-Jun 1904 (Munich) 
Zwölf Stücke, Op. 80 (no. 1,3, 5, 7-12) 

Organ 
Four Preludes and Fugues, Op. 85 

Jun 1904 (Munich) String Trio in A minor, Op. 77b Violin, viola, ’cello 

Jun-Aug 1904 (Munich) 
Variations on a Theme by J. S. Bach, Op. 81 

Piano 
Zwölf Kleine Stücke, Op. 81, Band 1 

Summer 1904 (Berg am 
Starnberger See) 

Two Canons – unclear – 

Aug-Sep 1904 (Berg am 
Starnberger See) 

Variations on a Theme by Beethoven, Op. 
86 

2 Pianos 
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Year Title Instrumentation 

Sep 1904 (Berg am 
Starnberger See) 

Vier Kirchengesänge SATB choir 

Sep-Oct 1904 (Munich, 
Berg am Starnberger 
See) 

Bläserserenade in B major 
Wind ensemble, 4 
French horns 

Feb-Oct 1904 (Munich, 
Berg am Starnberger 
See) 

Zehn Gesänge für Männerchor, Op. 83 (songs 
no. 1-8) 

TTBB choir 

Jan-Mar 1905 (Munich) Sonata in F# minor, Op. 84 Violin, piano 

Mar 1905 (Munich) Perpetuum Mobile in C# minor Piano 

Spring 1905 (Munich) Two Canons – unclear – 
Jan-Jun 1905 (Munich) Sinfonietta in A major, Op. 90 Chamber orchestra 

May-Jul 1905 (Munich) 
Schlichte Weisen, Op. 76, Vol. 2 (remaining 
songs) 

Voice, piano 

Jul 1905 (Munich) 

Vier Gesänge, Op. 88 Voice, piano 

Vier Sonatinen, Op. 89 (no. 1 & 2) Piano 

Ehre sei Gott in der Höhe (Weihnachtslied) 
Voice, piano or 
organ or 
harmonium 

Summer 1905 
Two Compositions, Op. 87 Violin, piano 

Prelude to the Chorale O Haupt voll Blut 
und Wunden 

Organ 

Oct-Nov 1905 (Munic) 
Suite in G minor, Op. 92 (movements 1 & 
2) 

Organ 

Aug-Dec 1905 (Munich, 
Kolbert) 

Seven Sonatas, Op. 91 Violin 

Feb-Mar 1906 (Munich) Suite im alten Stil, Op. 93 

Violin, piano 
(Largo also 
arranged for violin, 
organ) 

Dec 1905 – 13 Jun 1906 
(Munich) 

Der Dieb Voice, piano 

Prior to 13 Jun 1906 
(Munich) 

Der Maien ist gestorben Voice, piano 

Feb-Jul 1906 (Munich) Serenade in G major, Op. 95 Chamber orchestra 

Jun-Jul 1906 (Munich) 
Suite in G minor, Op. 92 (movements 3 & 
4) 

Organ 

Sechs Stücke, Op. 94 4-hand Piano 

Jul 1906 (Munich) Fünf Gesänge, Op. 98 Voice, piano 

Jul 1906 (Prien am 
Chiemsee) 

Vier Lieder, Op. 97 Voice, piano 

Aug 1906 (Prien am 
Chiemsee) 

Choral Cantata Meinem Jesum lass ich nicht 
Soprano, SATB 
choir, violin, viola, 
organ 

Aug-Sep 1906 (Prien am 
Chiemsee, Munich) 

Zwölf Kleine Stücke, Op. 81, Band 2 Piano 

Introduction, Passacaglia and Fugue in B 
minor, Op. 96 

2 Pianos 

Scherzo in F# minor Piano 

Caprice in F# minor Piano 

Oct 1906 (Munich) Piano Trio in D minor Violin, ’cello, piano 
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Year Title Instrumentation 

25 Oct – 3 Nov 1906 
(Munich) 

Abendfrieden Voice, piano 

10 or 11 Nov 1906 
(Essen) 

Cadenza for Mozart’s Piano Concerto in D 
major KV537 

Piano 

Dec 1906 (Munich) Prelude and Fugue in G# minor Organ 

 

G. Reger’s Later Mature Works (1907-1914) 

 

Year Title Instrumentation 

27/01/1907 (Leipzig) Allegro Moderato Piano 

Jun 1907 (Leipzig) Schlichte Weisen, Op. 76, Vol. 3 Voice, piano 

Jun-Jul 1907 (Leipzig) Sechs Lieder, Op. 104 Voice, piano 

Apr-Jul 1907 (Leipzig) 
Variations and Fugue on a Theme by J. A. 
Hiller 

Orchestra 

Jul 1907 (Leipzig) Six Preludes and Fugues, Op. 99 Piano 
19/07/1907 (Leipzig) In der Frühe Voice, piano 

Summer 1907 (Leipzig) Schlichte Weisen, Op. 76, Vol. 4 (song no. 40) Voice, piano 

Aug-Sep 1907 (Kolberg) 
Two Spiritual Songs, Op. 105 

Voice, organ or 
harmonium or 
piano 

Salonstück Piano 

Sep-Oct 907 (Leipzig) Wiegenlied Voice, piano 

1907 or 1908 (Leipzig) Allegro in A major 2 Violins 
End-1907 – Mar 1908 
(Leipzig) 

Piano Trio in E minor, Op. 102 Violin, ’cello, piano 

Apr 1907 – Apr 1908 
(Leipzig, Kolberg) 

Violin Concerto in A major, Op. 101 Violin, orchestra 

Jun-Jul 1908 (Leipzig) Weihegesang 
Alto, SATB choir, 
wind orchestra 

Jul-Aug 1908 (Leipzig, 
Berchtesgaden) 

Vier Sonatinen, Op. 89 (no. 3 & 4) Piano 

Aug 1908 
(Berchtesgaden) 

Sechs Vortragsstücke, Op. 103a Violin, piano 

May-Dec 1908 
(Berchtesgaden) 

Symphonischer Prolog zu einer Tragödie, Op. 
108 

Orchestra 

Jan-Feb 1909 (Leipzig) Preludes and Fugues, Chaconne, Op. 117 
(no. 1) 

Violin 

Dec 1908 – Apr 1909 
(Leipzig) 

Sonata in B major, Op. 107 Clarinet, piano 

Apr-May 1909 (Leipzig) 
Zwei kleine Sonaten, Op. 103b Violin, piano 

String Quartet in Eb major, Op. 109 String quartet 

May 1909 (Leipzig) Schlichte Weisen, Op. 76, Vol. 1 Voice, piano 

Jun-Jul 1909 (Leipzig) 

Schlichte Weisen, Op. 76, Vol. 4 (remaining 
songs) 

Voice, piano 

Three Duets, Op. 111a Soprano, alto, piano 

Drei Gesänge, Op. 111b SSAA choir 

Drei Gesänge, Op. 111c SSA choir 
Apr 1908 – Jul 1909 
(Leipzig) 

Der 100. Psalm, Op. 106 
SATB choir, 
orchestra, organ 
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Year Title Instrumentation 

Jul 1909 (Leipzig) Motet Mein Odem ist schwach SSATTBB choir 

Summer 1909 (Leipzig) 
Prelude to the Chorale Wie schön leucht’t uns 
der Morgenstern 

Organ 

Jul – 8/09/1909 
(Leipzig, Kolberg) 

Die Nonnen, Op. 112 
SATB choir, 
orchestra 

Sep 1909 (Kolberg) 
Preludes and Fugues, Chaconne, Op. 117 
(no. 2) 

Violin 

An Zeppelin TTBB choir 

Oct 1909 (Leipzig) 
Zehn Gesänge für Männerchor, Op. 83 (song 
no. 9) 

TTBB choir 

22/11/1909 (Leipzig) Es soll mein Gebet dich tragen Voice, piano 
Sep 1909 – Feb 1910 
(Leipzig) 

Vater unser SATB choir 

End-1909 – Apr 1910 
(Leipzig) 

String Quartet in D minor, Op. 113 String quartet 

May-Jul 1910 (Leipzig) Piano Concerto in F minor, Op. 114 Piano, orchestra 

Aug 1910 (Oberaudorf) 
Preludes and Fugues, Chaconne, Op. 117 
(nos. 3 & 4) 

Violin 

Episoden, Op. 115 Piano 
Aug-Sep 1910 
(Oberaudorf) 

Schlichte Weisen, Op. 76, Vol. 5 Voice, piano 

25/09/1910 
(Oberaudorf) 

Sonata in A minor, Op. 115 ’Cello, piano 

Sep 1910 (Leipzig) Zwölf Kleine Stücke, Op. 81, Vol. 3 (no. 2) Piano 
Sep-Dec 1910 (Leipzig) String Sextet in F major, Op. 116 Sting sextet 
Dec 1910 (Leipzig) Zwölf Kleine Stücke, Op. 81, Vol. 3 (no. 1) Piano 
19/11/1911 (Baden-
Baden) 

Three-Voice Canon in C major on Letzte 
Rose 

– unclear – 

Feb-May 1911 (Leipzig) Die Weihe der Nacht, Op. 119 
Alto, TTBB choir, 
orchestra 

Apr-May 1911 (Leipzig) Eine Lustspielouvertüre, Op. 120 Orchestra 

May-Jul 1911 (Leipzig) String Quartet in F# minor, Op. 121 String quartet 

Jul 1911 (Leipzig) 
Preludes and Fugues, Chaconne, Op. 117 
(no. 5) 

Violin 

Violin Sonata in E minor, Op. 122 Violin, piano 

Jul-Aug 1911 (Leipzig, 
Tegernsee) 

Motet Ach, Herr, strafe mich nicht, Op. 110, 
no. 2 

SSATTBB choir 

Aug 1911 (Tegernsee) Zwölf Kleine Stücke, Op. 81, Vol. 3 (nos. 3-6) Piano 
Sep 1911 (Leipzig) Responsories Mixed choir 

Oct 1911 (Leipzig) Lasset uns den Herrn preisen SSATB choir 

Mar 1912 (Meiningen) 
Zehn Gesänge für Männerchor, Op. 83 (song 
no. 10) 

TTBB choir 

Apr-May 1912 
(Meiningen) 

Konzert im alten Stil, Op. 123 
Violin, chamber 
orchestra 

May 1912 (Meiningen) An die Hoffnung 
Alto, chamber 
orchestra 

May-Jul 1912 
(Meiningen) 

Romantic Suite, Op. 125 Orchestra 

Jul 1912 (Meiningen) 
Motet O Tod, wie bitter bist du, Op. 110, no. 
3 

SSATB choir 

Drei Lieder nach Gedichten von Elsa Asenijeff Voice, piano 
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Year Title Instrumentation 

Jul-Aug 1912 
(Berchtesgaden) 

Zwölf Kleine Stücke, Op. 81, Vol. 4 Piano 

Aug 1912 
(Berchtesgaden) 

Schlichte Weisen, Op. 76, Vol. 6 Voice, piano 
Preludes and Fugues, Chaconne, Op. 117 
(nos. 6 & 7) 

Violin 

31/08/1912 
(Berchtesgaden) 

Two-Voice Canon in C major – unclear – 

Aug-Sep 1912 
(Berchtesgaden, 
Meiningen) 

Römischer Triumphgesang, Op. 126 
TTBB choir, 
orchestra 

Sep 1912 (Meiningen) 
Preludes and Fugues, Chaconne, Op. 117 
(no. 8) 

Violin 

End-1912 (Meiningen) 
New Year Canon – unclear – 

Eleven-Voice Canon in G major on Hoch sol 
er leben 

– unclear – 

20/01/1913 (Jena) Four-Voice Canon in B major on Letzte Rose – unclear – 

Feb-Apr 1913 
(Meiningen) 

Night Thoughts 
Voice or unison 
children’s choir, 
piano 

The Snow 
Two-voice 
children’s choir, 
piano 

Good Night SATB choir 
Apr-May 1913 
(Meiningen) 

Introduction, Passacaglia, and Fugue in E 
minor, Op. 127 

Organ 

May-Jul 1913 
(Meiningen) 

Vier Tondichtungen nach A. Böcklin, Op. 128 Violin, orchestra 

Aug-Sep 1913 (Kolberg) 
Neun Stücke, Op. 129 Organ 

Zwölf Chöre aus dem Volksliederbuch SATB choir 
Summer-Sep 1913 
(Meiningen, Kolberg) 

Ballet Suite, Op. 130 Ochestra 

 

H. Reger’s Wartime Works (1914-1916) 

 

Year Title Instrumentation 

Apr 1914 (Meran) 
Preludes and Fugues, Op. 131a Violin 

Drei Duos (Canons und Fugen) im alten Stil, 
Op. 131b 

2 Violins 

26/04/1914 (Meran) Marsch der Stiftsdamen Piano 
May-Jul 1914 
(Berchtesgaden, 
Meiningen) 

Variations and Fugue on a Theme by 
Mozart, Op. 132 

Orchestra 

Abschiedslied Voice, piano 
Jul-Aug 1914 
(Meiningen) 

Piano Quartet in A minor, Op. 133 
Violin, viola, ’cello, 
piano 

Aug 1914 (Meiningen) 

Variations and Fugue on a Theme by 
Telemann, Op. 134 

Piano 

Hymnus der Liebe, Op. 136 
Baritone or Alto, 
orchestra 
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Year Title Instrumentation 

Aug 1914 (Meiningen) Twelve Spiritual Songs, Op. 137 
Voice, piano or 
harmonium or 
organ 

Aug-Sep 1914 
(Meiningen) 

Eight Spiritual Songs, Op. 138 Assorted choirs 

Sep 1914 (Meiningen) Eine vaterländische Ouvertüre, Op. 140 Orchestra 
Aug-Nov 1914 
(Meiningen) 

Dreißig kleine Vorspiele zu den 
gebräuchlichsten Chorälen, Op. 135a 

Organ 

Oct-Dec 1914 
(Meiningen) 

Requiem 

Soprano, alto, 
tenor, bass, SATB 
choir, orchestra, 
organ 

Dec 1914 – Jan 1915 
(Meiningen) 

Three Suites, Op. 131c ’Cello 

Apr 1915 (Jena) 
Sonata in C minor, Op. 139 Violin, piano 
Serenade in G major, Op. 141a Flute, violin, viola 
String Trio in D minor, Op. 141b Violin, viola, ’cello 

Apr-May 1915 (Jena) Fantasia and Fugue in D minor, Op. 135b Organ 
May 1915 (Jena) Fünf neue Kinderlieder, Op. 142 Voice, piano 
Jun-Jul 1915 (Jena) Träume am Kamin Piano 
Jul 1915 (Jena) Sieben Stücke, Op. 145 (nos. 1-3) Organ 

Jul-Aug 1915 (Jena) Der Einsiedler, Op. 144a 
Baritone, SSATB 
choir, orchestra 

Aug 1915 (Jena) Requiem, Op. 144b 
Alto or baritone, 
SATB choir, 
orchestra 

21-23/09/1915 (Jena) Altniederländisches Dankgebet Organ 
Oct 1915 (Jena) Sieben Stücke, Op. 145 (nos. 4-6) Organ 
Nov 1915 (Jena) Prelude in E minor Violin 
Nov-Dec 1915 (Jena) Three Suites, Op. 131d Viola 
1915 (Jena) Fughette über das Deutschlandlied Piano 

Feb-Mar 1916 (Jena) Sieben Stücke, Op. 145 (no. 7) Organ 

Feb-Apr 1916 (Jena) Suite im alten Stil, Op. 93 Orchestra 

Apr-May 1916 (Jena) Andante und Rondo capriccioso in A major Violin, orchestra 

Summer 1915 – May 
1916 (Jena) 

Clarinet Quintet in A major, Op. 146 
Clarinet, string 
quartet 
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APPENDIX 4: TRANSLATIONS OF REGER’S TEMPO MARKINGS906 
 

 

Reger uses the following terms in the tempo markings of the lieder discussed in chapters 

seven to nine: 

 

German Term English Translation 

Anmutig 

Ausdrucksvoll 

Bewegt 

Doch nicht allzusehr 

Doch nicht schleppend 

Doch nicht zu schnell 

Doch nie schleppend 

Doch nie zu langsam 

Einfach 

Etwas bewegt 

Etwas langsam 

Im freien Tempo 

Im Volkston 

Immer ausdrucksvoll 

Langsam 

Lebhaft 

Leise 

Leise bewegt 

Mäßig bewegt 

Mit tiefschmerzlichem Ausdruck 

Neckisch 

Nicht schleppend 

Nicht zu langsam 

Nie schleppend 

Graceful 

Expressive 

Moving 

But not too much 

But not dragging 

But not too fast 

But not dragging 

But not too slow 

Simply 

Somewhat fast 

Somewhat slow 

In a free tempo 

In a folk style 

Always expressive 

Slow 

Fast 

Quiet 

Gently flowing 

Moderately agitated 

With deep sorrowful expression 

Playfully 

Not dragging 

Not too slow 

Not draging 

 

                                                   
906 General sources: Mercier and Nold. 
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German Term English Translation 

Nie zu langsam 

Sehr anmutig 

Sehr ausdrucksvoll 

Sehr einfach und schlicht 

Sehr frisch und lebhaft 

Sehr innig 

Sehr lebhaft 

Sehr ruhig 

Sehr zart 

Übermütig 

Zart bewegt 

Ziemlich langsam 

Ziemlich lebhaft 

Ziemlich rasch 

Not too slow 

Very graceful 

Very expressive 

Very simple and smooth 

Very fresh and fast 

Very heartfelt 

Very fast 

Very peaceful 

Very tender 

High spirited 

Delicately moving 

Somewhat slow 

Somewhat fast 

Somewhat quick 
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