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Abstract 

This research project examines the processes of performance, and compares the 

experiences from two points of view – those of conductor and violinist. One has more complete 

control over the interpretation and direction of the ensemble, while the other, in a chamber 

music context, is more collaborative. The project focusses on Richard Strauss’s work 

Metamorphosen (1945), a work that exists in two different, equally accepted versions. The first 

is Strauss’s own writing, subtitled a Study for 23 Solo Strings; and the second is a 1994 realisation 

by Rudolph Leopold of Strauss’s original short score, for string septet. I am in a unique position, 

having studied both violin and orchestral conducting to a post-graduate level, to explore this 

work from the two perspectives. 

Over the course of my research, I rehearsed and performed the two versions of 

Metamorphosen with my colleagues at the Australian National Academy of Music, alongside 

auxiliary works. These were the second movement, Marche funebre, from Beethoven’s 

Symphony no. 3 in Eb major ‘Eroica’, and Strauss’s Sonata for Violin and Piano in Eb major. As a 

piece of artistic research, the recordings of my performances of these works represent core 

components of this submission. This supporting exegesis focusses largely on the processes of 

rehearsing and performing the works from the perspectives of both violinist and conductor, and 

how these compared. It also contains background information on the compositional history of 

Metamorphosen, as well as aural analyses of two notable recordings conducted by Wilhelm 

Furtwängler and Simone Young. I have also included supplementary material, which consists of 

the programme notes I have written for my performances along with extra details; copies of my 

personal scores of each work; and a list of all sources that I have referred to in preparation for 

this project. 
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Introduction 
This artistic research project focuses on Richard Strauss’s seminal work Metamorphosen 

performed from the perspectives of both violinist and conductor. The project was undertaken 

during my violin studies at the Australian National Academy of Music through their partnership 

with Griffith University. This research submission includes video recordings of my performances 

of Metamorphosen, in addition to this written exegesis. 

 

My Background 

Originally from a small town in the south of New Zealand, I began playing the violin at 

the age of three. Since then, I have completed a Bachelor of Music with First Class Honours from 

the New Zealand School of Music, Victoria University of Wellington. During my time there, I 

performed professionally as an orchestral musician in every major centre in New Zealand. I also 

began to study conducting; at first, just because I thought that it could be a useful skill to 

develop, but I discovered that, because of my orchestral experience, I showed some aptitude 

for it, and really enjoyed it. I went on to study at a post-graduate level, and, since moving to 

Australia, I have conducted both as an amateur and as a professional. I have just completed my 

time as a violinist at the Australian National Academy of Music (ANAM), and while there I had 

the opportunity to have conducting lessons with visiting artists. ANAM gave me the space to 

explore and grow my skills as both a conductor and a violinist. This duality puts me in a unique 

position to analyse and compare the processes of rehearsing and performing from both 

perspectives. To this end, this project focusses on one of my favourite works – Metamorphosen, 

by Richard Strauss. This piece exists in two versions; one for ’23 Solo Strings’, and one for string 

septet (Strauss’ original but unfinished instrumentation, arranged by Rudolf Leopold in 1994). 

 

Aim and Rationale 

My aim for this research is to fill a current gap in the literature surrounding 

Metamorphosen from the perspectives of performance. There are many resources providing 

information on Strauss’ life and the context in which he composed Metamorphosen, as well as 

some (but surprisingly little) analysis of the piece itself. Recognised internationally as one of the 

leading experts on Richard Strauss, Norman Del Mar (1972) presents an in-depth look into many 

of Strauss’ works, and, elsewhere, guidance on how to conduct the works of many great 

composers, including Beethoven (1992); but there is no literature that discusses the 
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performance issues involved in conducting or playing Metamorphosen. This exegesis, supported 

by my video recordings of my performances, will reflect upon my own experiences in 

interpreting the work. It is a large and complex piece, and can seem daunting to programme, 

which may contribute to why it is seldom performed. I think that another contributing factor as 

to why Metamorphosen is one of the less common of Strauss’ works to appear in concert 

programmes is the fact that it only uses the string section of the orchestra. It is much less usual 

for an orchestra to programme works that only feature one section of the orchestra (other 

examples of popular works that are still infrequently programmed in full orchestral concerts are 

Tchaikovsky’s Serenade for Strings and Grieg’s Holberg Suite). Perhaps the most common is 

Copland’s Fanfare for the Common Man for brass and percussion; one aspect of this work that 

might contribute to this is its duration, as it is only approximately three minutes long, as opposed 

to Metamorphosen’s 27 minutes. My aim is that my research will inform others of the personal 

processes that I underwent in preparing both versions of the work, in the hope that it might be 

helpful to others considering performing the work themselves. 

This project addresses the following central research question: 

x What are the interpretative issues arising from performing Strauss’s Metamorphosen as 

both conductor and member of a chamber ensemble? 

In doing so, it also considers the following secondary research questions: 

x How does an understanding of the work’s historical context inform the interpretative 

decisions? 

x What technical difficulties and challenges does the work pose for both violinist and 

conductor? 

x How did my performance conducting the work (where I largely had creative control) 

compare with that of playing within a chamber ensemble (where the process was more 

collaborative)? 

 

Methodology 

My research is based on the concept of Practice as Research as defined and explored by 

authors such as Nelson (2013) and Borgdorff (2012). It has been led by my own performance 

practice of Metamorphosen as both violinist and conductor. The research processes involved 

reflections on my own individual practice and preparation of both scores, and upon rehearsals 

with my colleagues throughout the first half of 2019. These are set out in this exegesis. As is 

widely accepted in the fields of Practice as Research, often referred to as Artistic research 
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(Borgdorff, 2012, Dogantan-Dack, 2017), the reflections on my practice are written unashamedly 

from a personal point of view to capture the experience as honestly as possible. However, the 

main outcomes of this research are two performances: the first, where I conduct the version for 

23 strings, and the second, where I perform as first violinist in the septet. 

My course at ANAM required me to perform two 50-minute solo recitals in 2019. The 

Septet version of Metamorphosen was presented in the first of these, on June 6th, but I needed 

to pair it with another work to meet the time requirements. As Metamorphosen was, in part, 

inspired by poetic writings of Goethe, I decided to find another piece inspired by poetry. To this 

end I performed Meditations on Michelangelo (2007) by New Zealand composer Jack Body, in 

which each of the seven short movements is based upon a sonnet by Michelangelo Buonarroti. 

A video recording of this performance is included in this submission and can be found under 

Other Material on page 65. To further exploit the connection between these very different 

works and create a sense of unity across the recital, I engaged an opera singer, Alexandra Ioan 

(because of her command of European languages) to read the sonnet in Italian for the Body 

before each musical movement. Then to help contextualise the performance of the Strauss, she 

then read one of the later Zahme Xenien from Goethe’s seventh collection of poetry, Niemand 

wird sich Selber kennen (Del Mar, 1972), and English translations of several quotations from the 

writings of Strauss in regard to the war and his response to it.  

My second solo recital of 2019 consisted of Szymanowski’s Mythes (1921) and Strauss’ 

Sonata in Eb major for Violin and Piano, Op. 18 (1888). As the Sonata was written near the start 

of Strauss’s career, and Metamorphosen at the end (1945), I wanted to include it as a part of my 

research to show the breadth of Strauss’ composition over the course of his life, as well as purely 

wanting to perform such a remarkable work. I paired it here with Mythes to demonstrate highly 

distinctive styles of late Romanticism in music and create a lush, programmatic recital. 

ANAM also gives its students the opportunity to programme their own lunchtime 

concerts, in a series called ‘Soundbites’. These are 50-minute time slots that occur throughout 

the year, in which one can program the entire concert, or collaborate with other students. I had 

taken part in Soundbites in both of these options in the past, and decided that my Soundbite in 

May 2019 would be the perfect scenario to conduct the larger version of Metamorphosen, while 

also having the opportunity to give audiences an experience with the work that they may not 

have had before. One of the main motifs in Metamorphosen is the ‘Beethoven quote’, which is 

hinted at throughout and then stated in full in the coda. The quotation is from the opening of 

the funeral march (movement II) from Beethoven’s Symphony no. 3 in Eb major, ‘Eroica’ (1804). 

Although this motif is explicitly stated in the coda and its use throughout the work then becomes 

clear, I rationalised that many people in the audience may not know the Eroica Symphony closely 
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enough to recognise it in a different context. Therefore, by pairing these works and hearing the 

movement of Beethoven directly before Metamorphosen, it gave the audience a point of 

reference and then an auditory cue when hearing the quotation in the Strauss.1  

Literature Review 

There exists a substantial amount of literature surrounding the life and works of Richard 

Strauss. Though much of it focuses in particular on his relationship with the Nazi regime 

throughout the 1930’s and ‘40’s, there is comparatively very little that looks specifically at 

Metamorphosen, which is surprising, as the two are intrinsically linked. The Second World War, 

and Strauss’ life and involvement in it, provide the very specific socio-historical context for the 

work. Given that Metamorphosen is absolutely a response to the War, it is therefore surprising 

that it is not considered in more depth in the literature, especially when discussing the 

controversial issue of Strauss’ at times unclear political allegiances.  

Particularly relevant written sources include an undergraduate thesis by University of 

Sydney graduate Antonioli (2015), which contains a structural analysis of Metamorphosen; an 

article by Jackson (1992) included in Bryan Gilliam’s book Richard Strauss: New Perspectives on 

the Composer and his Work, which focuses on new analytical and source-critical discoveries 

about Metamorphosen’s origins and composition; and a chapter in Norman Del Mar’s book 

Richard Strauss (Vol. III) (1972) which takes an in-depth look at Strauss’ life, works, and the 

historical context that informed their composition. 

The primary sources I have referenced in my research are the two sets of scores and 

parts, for the version for 23 Solo Strings published by Boosey and Hawkes (1946), and also the 

Hawkes & Sons edition of the Septet (1996), which was realised and edited by Rudolf Leopold. 

These have been useful for both the written and practical aspects of my research. I used them 

when rehearsing and performing both versions in my performances in 2019, as well as using 

excerpts from the scores in my written exegesis and the analyses of my performances. Among 

the many aural secondary sources I consulted, two of these were particularly influential and so 

I have included some analysis of them in my chapter on preparation. These are the Berlin 

Philharmonic conducted by Wilhelm Furtwängler (1952) on the Music and Arts Programs of 

America label, and the West Australian Symphony Orchestra conducted by Simone Young (2008) 

for the Australian Broadcasting Corporation. 

                                                           
1 I had two other ideas of how to programme this concert that were unrealistic in this setting – the first 
was to play the entire Eroica Symphony followed by Metamorphosen; the second, which I plan to do at 
some point in the future, is to play the Eroica Symphony, but substitute Metamorphosen for the second 
movement. 
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Tutelage 

While studying at ANAM, I was fortunate to work closely with my violin teacher, Sophie 

Rowell, on this project. Sophie is Concertmaster of the Melbourne Symphony Orchestra, and a 

member of the Teaching and Chamber Music Faculty at ANAM, as well as being a former first 

violinist of the Australian String Quartet. This wide sphere of experience enabled her to become 

a significant contributor to my research, and coach me on every aspect of rehearsal and 

performance of Metamorphosen. In private lessons, we worked on my preparation of the first 

violin part of the septet; she attended some septet rehearsals and coached us on our ensemble 

and collective preparation; and she also attended a rehearsal where I was conducting the 23 

String version, both to act as an external set of ears and mark places requiring more rehearsal 

in the score, and to observe my conducting. While not being a conductor herself, the knowledge 

she has gained from years working and performing as an orchestral musician have given her 

much of insight into the conducting profession, and from this, she was able to pass on to me 

much of valuable advice.  

I also approached visiting conductors and was privileged to receive mentorship, 

consisting of private lessons as well as masterclasses with the ANAM Orchestra, from 

international conductors Jose Luiz Gomez and Simone Young. These experiences informed both 

my interpretation of the work and my conducting technique. Simone Young was guest conductor 

at ANAM in August 2018, where she conducted us in a performance of Metamorphosen. My 

observation of rehearsals for this performance, as well as the conversations that I had with Ms 

Young, had a large influence on my rehearsal technique, conducting technique, and 

interpretation. 
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Chapter One – Preparation  
Historical Context and Compositional Process 

 Metamorphosen was composed in 1945, while Strauss was living in the town of 

Garmisch in South-east Germany. He had retired there in ill health towards the end of the war, 

and it was during his time there that he experienced the “greatest catastrophe which has ever 

been brought into [his] life” (Del Mar, 1972, p. 419) – the destruction of the Munich Hoftheater. 

He felt so desolate at this and the allied bombing of other major German theatres that he could 

not even bring himself to compose. Instead, he started sketching what he referred to as merely 

“journeywork and wrist exercises” (Kennedy, 1976, p. 113); the composer’s equivalent of 

practicing scales instead of repertoire. Out of these sketches came several ideas that would 

ultimately develop into Metamorphosen: these were titled Trauer um München (Lament for 

Munich), the Gelegenheitswaltzer (later the Gedächtniswaltzer), and lastly, the seminal idea for 

the work, Strauss’ choral setting of Goethe’s Niemand wird sich Selber kennen (No one can know 

himself). The Waltzen contain the ‘IN MEMORIAM’ inscription that will later be written in the 

coda of Metamorphosen, but that is largely where their similarities end. The Trauer um München 

sketch shares much more melodic material with Metamorphosen, and it is for this reason that 

Metamorphosen was thought of as being a response to the destruction in Munich. This is not so 

– while Strauss was devastated at the loss of the Hoftheater, rather than being a case of cause 

and effect, its destruction could more accurately be said to have put him in the right frame of 

mind for Metamorphosen to be born. The details of the title’s meaning will be discussed below. 

Once Strauss began working on the work in earnest, he gave it to his friend Paul Sacher, who 

had been seeking a commission from him for some time. Sacher was the founder of the 

Kammerorchester in Basel, Switzerland, and commissioned and premiered many works by highly 

regarded composers including Stravinsky, Bartók, and Hindemith. 

 During this dark time in Strauss’s life, he set himself the task of reading the complete 

works of the German poet Johann Wolfgang von Goethe. This included the Zahme Xenien, from 

which Niemand wird sich Selber kennen comes, and also Die Metamorphosen der Pflanzen (The 

Metamorphosis of Plants) and Die Metamorphose der Tiere (The Metamorphosis of Animals), 

from which Metamorphosen likely draws its name (Jackson, 1992). However, Strauss inverts the 

classical concept of metamorphosis, where man transforms into the godly by discovering the 

divine within; through Metamorphosen, Strauss undertakes a “Goethean probing of the 

underlying cause of war, namely of the bestial in man” (Jackson, 1992, p. 195), and asserts that 

in reality, a journey of self-discovery reveals the bestial rather than the divine. Strauss also 

subverts the Lisztian concept of metamorphosis, whereby musical motifs transform rhythmically 
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Fig. 3 – Richard Strauss, Metamorphosen, bar 18-22, Violas 1 & 2, Cello 1. 

Fig. 4 – Richard Strauss, Metamorphosen, bar 82-86, Violas 1-3. 

Fig. 5 – Richard Strauss, Metamorphosen, bar 83-84, Violin 1. 

and harmonically into others. Metamorphosen contains six primary motifs [figs. 1-6] (Del Mar, 

1972, pp. 427-429) and while they are repeated frequently and appear in different keys, they 

never change from their original format. This is best summarised in Strauss’s own words, as he 

stated that he was “not one to compose long melodies [ . . . ] I can’t get beyond short themes. 

But what I can do is to utilise such a theme, paraphrase it and extract everything that is in it, and 

I don’t think there’s anybody today who can match me at that.” (Kennedy, 1976, p. 94)  

 

 

 

 

 

 

 

  

 

 

  

 

 

 

 

 

 

Fig. 1 – Richard Strauss, Metamorphosen, bar 1-4, Celli & Bassi. 

Fig. 2 – Richard Strauss, Metamorphosen, bar 9-14, the ‘Beethoven quote’, Violas 4 & 5. 

Fig. 6 – Richard Strauss, Metamorphosen, bar 134-136, Violin 1. 
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 One motif that is particularly interesting is the ‘Beethoven motif’ [fig. 2 above]. Strauss 

maintained that its inclusion was unintentional, and that it merely “escaped from his pen” 

(Kennedy, 1976, p. 202). Once he realised his subconscious reference near the end of the 

compositional period, he quoted it in full in the cellos and basses in bar 501, under which he 

inscribed ‘IN MEMORIAM!’ [figs. 7-8].  

 

Fig. 7 – Richard Strauss, Metamorphosen, last page of autograph manuscript. 

Fig. 8 – Richard Strauss, Metamorphosen, inscription at bar 501. 
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The quotation is from the funeral march of Beethoven’s Symphony no. 3 in Eb major, nicknamed 

‘Eroica’ (Heroic). Begun in 1802, Beethoven had originally dedicated the work to Napoleon 

Bonaparte, whom he greatly admired. However, by the time it was completed in 1804, Napoleon 

had declared himself the Emperor of France, and Beethoven was so horrified that he famously 

scratched out the dedication with such furore that he tore the manuscript (Del Mar, 1992). 

Instead, Beethoven dedicated the symphony ‘to the memory of a great man’, referencing 

Napoleon before this perceived fall from moral grace (Del Mar, 1992). It is likely that Strauss, 

realising the musical reference that he had made, decided to embrace this connection to 

Beethoven. Much as Beethoven had once looked up to Napoleon, Strauss, in the thrall of his 

“artistic estrangement from reality” (Potter, 1992), had not realised the threat that Hitler posed 

until his own family became threatened. And while Strauss did everything he could for German 

culture, within the regime but without capitulating to it, in the end he was persecuted by Nazis 

and Allies alike. Metamorphosen was written in response to his disillusionment (Jackson, 1992). 

 Metamorphosen is written in the style of a tone poem, although Jackson (1992) claims 

that it is “philosophical rather than tone-pictorial” (p. 195) in nature. In the same way that 

Strauss had written Also Sprach Zarathustra in 1896 as an homage to the philosopher Nietsche, 

whose writings greatly inspired its subject matter, Metamorphosen can be viewed very much as 

an homage to the poet Goethe. The two works share a lush, Romantic, and descriptive 

soundscape. Kennedy (1976) alleges that he has “no doubt that [Strauss] re-lived his youth as a 

form of escape and recaptured the buoyant spirit of his own past” (p. 202), which is why 

Metamorphosen can also be related so closely to Strauss’s Violin Sonata (discussed below). My 

interpretation of the piece is that it documents the rise and fall of both German and human 

culture over the course of history. It begins slowly, but steadily snowballs in complexity and 

character, capitulating at the height of the Romantic period with Strauss’s heroes – Richard 

Wagner, Gustav Mahler, and, of course, himself. In Metamorphosen, this is the Piu Allegro 

section (bar 345-389), where it seems to me that Strauss perceives there to be absolute freedom 

in terms of what can be done with music harmonically and expressively. But then, possibly in a 

passage that to me suggests the First World War, it falls literally and figuratively. Strauss depicts 

this after the music has risen higher and higher, by returning suddenly to the low, slow, dense 

music of the opening (Adagio Tempo Primo, bar 390) [fig. 9]. The music attempts to rise once 

more, but again is cut off; here we have the nadir, or Tiefpunkt, where, despite the music being 

low in pitch, it feels like it’s screaming. (To me, it seems to do so as loudly as Penderecki’s 

Threnody to the Victims of Hiroshima). From there, after granite-like canonic pile-ups of 

superimposed entries [fig. 22, pg. 52], as if it were struggling to climb out of a deep hole, the 

music dissipates into an almost resigned acceptance. It loses hope, speed, and dynamic, until 
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the Beethoven motif that has proliferated subtly throughout is finally heard in full to herald the 

beginning of the end, the coda. The version for septet has an extra bar added four bars before 

the end; I haven’t been able to discover the reason underlying this decision, but I personally 

prefer the added twist of the knife that this bar provides [figs. 10-11]. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Aural Analysis: Wilhelm Furtwängler 

Wilhelm Furtwängler was principal conductor of the Berlin Philharmonic Orchestra 

between 1922 and 1945, and then from 1952 until 1954. Much like Strauss, Furtwängler lived in 

Germany under the Nazi regime without ever capitulating to it, although he was much more 

Fig. 9 – Richard Strauss, Metamorphosen, bar 390, Celli 1-4. 

Fig. 11 – Richard Strauss, Metamorphosen, version for 
septet, bar 507-512, score. 

Fig. 10 – Richard Strauss, 
Metamorphosen, bar 507-
510, Celli 2-4, Basses 1-3. 
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outspoken in his opposition to Hitler. Not only would he refuse to give the Nazi salute or ever 

say ‘Heil Hitler’, he fought against the anti-Semitic policies where they related to the arts, as he 

believed that the Jewish race was supremely talented and the arts could not flourish without 

them. Despite his obstinacy, the widespread recognition of him as the outstanding German 

conductor of his time enabled him to escape overt persecution by the Nazis, although his 

position, politically and culturally, remained delicate. In these ways, Furtwängler’s position in 

Nazi German was very similar to that of Strauss, which is why I consider his recording of 

Metamorphosen a primary source, as they came from the same historical and political 

backgrounds.  

Furtwängler’s recording of Metamorphosen with the Berlin Philharmonic Orchestra 

(1952) is short in comparison to many other recordings, lasting a mere 23 minutes (usually 

approximately 27-28 minutes). This is largely determined by his choices of tempi. He begins the 

work with an opening tempo between crotchet = 56-60, but immediately begins moving the 

tempo forward. By the time the violins entered in bar 29, it is at crotchet = 72. By having faster 

and more flexible tempi, Furtwängler achieves a performance that has a lot of momentum, and 

is very flowing throughout. With such a piece that maintains such a high level of intensity 

throughout, which can make it feel long to the performer and listener, this is one method of 

achieving an overarching structure. 

His concept of tempo in general is also much more flexible. Rather than following 

Strauss’s printed directions, Furtwängler interprets the score to serve his vision of the piece. 

This means that, in some instances, Furtwängler chooses to ignore Strauss’s instruction to 

increase the tempo, and instead takes the next section at the same speed or even slower. For 

example, at the etwas bewegter in bar 134, Furtwängler’s tempo is crotchet = 100; it then slows 

down to crotchet = 96 at the appassionato in bar 145, before returning to crotchet = 100 at the 

Agitato in bar 216. 

 While I think that this is an excellent recording, Furtwängler’s interpretation of the work 

differs drastically to my own and indeed to most more recent performances. Overall, his concept 

of shaping is very different, and I think that this is due to his more matter-of-fact approach. I 

prefer a much more indulgent approach, but Furtwängler’s interpretation may be seen to be 

reflective of the socio-economic context in which it was made. In the late 1940’s to early 1950’s, 

Germany was still trying to recover from the war, both economically and emotionally. They were 

facing an enormous amount of negativity from the rest of the world, but still needed to mourn 

their own losses, even if they were de-legitimised abroad (Jackson, 1992). Metamorphosen feels 

so much like a lament that it gave Germans a focal point for their own anguish; Furtwängler 

combines this ideology with a practical, straightforward interpretation that does not wallow. 
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Aural Analysis: Simone Young 

Ms Young’s recording with the Western Australian Symphony Orchestra is a more 

standard length in relation to recordings of other orchestras and conductors, at almost 28 

minutes. As I experienced when she worked with us at ANAM, she achieves a sense of flow 

through always sustaining the sound, as opposed to Furtwängler using adjustments of tempo. 

Throughout the recording, there are very few moments of silence outside of the marked General 

Pauses, and this is one way in which she maintains tension in the work. One place where I would 

have expected to hear a breath is before subito pianos (sudden softs), where there are both 

musical and practical reasons to take a moment. The musical reason is to give the notes in the 

louder dynamic the chance to ring so that the sound has dissipated and doesn’t cover the softer 

notes. Practically, string players sometimes need a moment to physically adjust themselves in 

order to change from producing a louder dynamic to a softer one. However, having these 

breaths constantly through the work, as there are many subito pianos, can interrupt the flow 

and, at worst, make it sound stilted, and so by sustaining the sound through them the flow and 

tension are maintained. As the texture of Metamorphosen is inherently extremely thick, Ms 

Young uses that as a starting point to create a very rich sound and texture throughout the work2. 

In terms of tempi, Ms Young’s recording is more true to Strauss’s directions than 

Furtwängler, but still has a looser interpretation of them than mine did. Instead of strictly 

adhering to the score, she had the confidence to move the tempo where she felt it was required. 

For example, at the second iteration of the Beethoven motif in the violas at bar 17, she begins 

to move the tempo forward. I understand this decision to have been to provide more contrast 

between the first and second statements of this motif, rather than having an exact repetition. 

There is no change in tempo at the etwas bewegter at bar 134, but then a small increase in 

tempo at the appassionato change into E major going into bar 145. Despite not changing the 

tempo, Ms Young’s recording still manages to convey an increase in intensity that makes it feel 

true to Strauss’s markings by having the musicians use slower bows and faster vibrato.. This was 

a useful observation for me later when I was rehearsing with the ANAM Orchestra and having 

difficulty achieving the tempi that I had originally planned, as it showed that there were other 

ways of achieving the same effect. The physical act of using a slower bow produces a denser 

sound with more core, while faster vibrato means that the soundwaves produced are oscillating 

more rapidly which makes the overall sound more resonant. 

                                                           
2 This was something that I later tried to depart from in my own conducting process, as I wanted to find 
a variety of sounds and textures as one method to create more light and shade. 



Master of Music (Research) Laura Barton 

22 
 

Throughout the recording there is a great blend of sound, and melodies are passed 

seamlessly from one instrument or group of instruments to the next. This is a credit to both Ms 

Young and the West Australian Symphony Orchestra that gives the impression of one large 

instrument playing as opposed to 23 individual ones. Another aspect of this recording that I 

particularly admired was the balance across the ensemble; of course, with modern recording 

technology it is difficult to know whether this was a true quality of the performance or 

something that was manipulated through the recording process. For my taste, I would have liked 

more bass in the balance but that is just my own personal preference. I felt that some of the 

concertmaster’s solos sounded a little forced, for example at the duet with the first cellist at bar 

145. I’m uncertain if this was an intentional decision, or a necessity to be heard over the rest of 

the ensemble. I also noted that the concertmaster in particular uses a lot more separate bows 

(as opposed to slurs) than the other musicians, in order to help his lines cut through the texture 

when necessary3. 

 

Violin Sonata  

There are few of Strauss’ early works that express the exuberance and innocence of 

youth like his Sonata in Eb major for Violin and Piano (1888). While less often included in canonic 

violin recitals because of its monstrously difficult piano part and awkward violin writing, the 

work is a gem filled with beautiful, soaring melodies, and the complex textures and harmonies 

for which Strauss is known. While musically coming full circle in the return to this style, 

Metamorphosen is also the antithesis of the Sonata in many respects. Written at opposite ends 

of Strauss’s life and while he was in a completely contrary state of mind, these two works 

represent two extremes at both ends of Strauss’s creative life; and further than that, a wide 

gamut of human emotion. 

The Violin Sonata was written in 1888, when Strauss was twenty-three years old and in 

the throes of his first and subsequently enduring love, as he was courting the soprano Pauline 

de Ahna, whom he later married. Strauss, with his whole life and career ahead of him, produced 

a work that is bursting with joy and beauty. The second movement in particular is reminiscent 

of a romantic serenade, and is often performed as a standalone work. 

While Strauss’ works are expressive without exception, and many of them are inspired 

by his own life and surroundings (Sinfonia Domestica, Aus Italien, etc.), few are as brimming with 

personal emotion as Metamorphosen and the Violin Sonata. Strauss was often accused 

                                                           
3 I also used this in my performance of the septet arrangement, as detailed in Chapter Three. 
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throughout his life of being callous and insensitive, but these works are indisputable proof that 

this was not so. As a human, he experienced love, loss, joy, and grief, like everyone else; but, 

unlike most others, he was then able to transform these emotions into exquisite music, in order 

that others can feel, and share, it too. 

I believe that it has been useful for me to learn and perform the Sonata in preparation 

for, and in addition to, my performances of Metamorphosen, as it provides an added layer of 

context for the work. It is often recommended that musicians research the context in which a 

piece was written as well as looking at other works by the composer to see how the one they 

are preparing fits into his or her oeuvre. By learning the Sonata, a work which is so different and 

yet so similar to Metamorphosen, I have been able to gain further perspective on Strauss as a 

whole – both the man and the musician. The programme notes for my second recital of 2019 

that include a description of the Violin Sonata can be found in Appendix D. 
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Chapter 2 – Conducting 
“A conductor must have the measure both of [Metamorphosen]’s emotional pulse and 

of its difficult ensemble, for if over-pressed the clear lines of the meticulously adjusted 

structure become obscured.” (Kennedy, 1976, p. 203). 

 

Conducting the Septet 

In April of 2018, I put together a septet of ANAM students for a day, to give me and idea 

of how it would feel to conduct Metamorphosen. It was obviously a very different experience to 

conducting twenty-three musicians, but it was a useful introduction. I divided the day into three 

calls – two 2.5 hour rehearsals with an hour break between them, and then a 30-minute 

recording session at the end of the day. I had planned our rehearsal, not so much in increments 

of time, but in tasks to complete in each call. I optimistically wanted to start the session by 

running the work through, and then work through it in sections. It became apparent early on 

that this would not be possible, as both myself and the musicians needed rehearsal to become 

familiar with the work in a practical setting. Instead, I talked the members of the ensemble 

through all of the tempi and transitions, which took much longer than I expected – almost an 

hour. We then worked through the piece, and this was when I first discovered that beating in 

two rather than in four (within a Common Time signature throughout) would not be viable until 

the Piu allegro at bar 345; even then, when we ran the piece at the end of the day, I stayed in 

four for the entire work. 

Because it was such an informal process, the musicians had understandably not 

prepared extremely thoroughly. Some had not listened to a recording of the piece, but I was 

very grateful that they had all learnt the notes. We had four hours of rehearsal including a break, 

and then another short break before we did a ‘performance’ of the work. As this was the only 

run we were able to do that day, it was pretty rough. I think that the main problem was stamina; 

it had been a long day for all of us and they underestimated the physical and mental fatigue 

caused by playing the entire work. This is why, in the performance of the 23 String version that 

I conducted in May 2019, I made sure that we ran through it several times before the 

performance; so that the musicians and I could get used to the scale of the work and maintaining 

the mood and intensity for so long. A lot of the transitions didn’t work very well, but this was 

useful for me to have an idea of how to manage this in context. 
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Tuition 

When conductor Jose-Luiz Gomez was working with the ANAM Orchestra in April 2018, 

I approached him and asked for a conducting lesson. This was my first outing with my 

Metamorphosen score, and I was very nervous. I had prepared for the lesson, but was out of 

practice at conducting in general and had not prepared the score as well as I would have liked. I 

conducted the opening section until the etwas fliessender (bar 82) for him, and he gave me some 

advice on the way I move and what that conveys to the musicians. He mostly worked with me 

on my technique and trying to release tension in my body. I didn’t realise just how tense I 

actually was until he made me relax. He showed me how to create flow in my movements in a 

slow tempo and how to move without tensing up. This is a long-term problem I have in both 

conducting and violin, so hearing a new perspective on it was helpful. The main idea he 

presented was to start from a relaxed, neutral position, and then target one specific movement 

at a time. For example, the act of raising my right hand so that my elbow creates a right angle: I 

found the most economical way to move my arm, so that I used a minimum of effort and the 

smallest number of muscles so that I didn’t have to work too hard. Once this was comfortable 

and began to feel natural, we added another movement, like raising my hand to head height (as 

if preparing a beat) or opening my arm by moving my hand out beyond the right side of my body. 

While time consuming, this has proven to be very effective in reducing tension in both my 

conducting and violin playing when I practice it consistently. 

Mr Gomez also looked through my score and pointed out things of note. As he was also 

a violinist and had played as well as conducted this piece, he noted places that were particularly 

difficult and where the violins would need some extra support; he showed me technical details 

such as where he would beat in two and in four; and pointed out some musical quotes that I had 

missed, such as a quote from Strauss’ orchestral work Ein Heldenleben [figs. 12 and 13].  

 

 

 

 

 

 

 

Fig. 12 – Richard Strauss, Metamorphosen, 
bar 182-183, Celli 2, 3, 4. 

Fig. 13 – Richard Strauss, Ein Heldenleben, 
figure 5, Celli & Bassi. 
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 He also drew my attention to Strauss’ use of sevenths, both rising and falling. This motif 

is identified by Norman Del Mar (1972) as one of main motifs that Strauss uses throughout 

Metamorphosen, and both Mr Gomez and Del Mar stated that it is a reference to King Mark’s 

address from Act II of Wagner’s opera Tristan und Isolde (1859) [figs. 14-16]. 

 

 

 

As previously mentioned, Simone Young conducting Metamorphosen at ANAM in 

August 2018 was the most inspiring and influential aspect of my preparation for rehearsing and 

performing the 23 strings version of Metamorphosen. I was fortunate to be able to interview Ms 

Young about her own experiences conducting Metamorphosen. Something that I was very 

conscious of throughout my rehearsal and performance processes was ensuring that everyone 

Fig. 14 – Richard Strauss, Metamorphosen, bar 179-180, Violins 5 & 6. 

Fig. 15 – Richard Wagner, Tristan und Isolde, Act II Scene III, King Mark. 

Fig. 16 – Richard Wagner, Tristan und Isolde, Act II Scene III, King Mark. 
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involved was aware of the history of Metamorphosen, because I think that it is important to 

know this in order to truly appreciate and understand it. Ms Young agreed, but phrased it with 

a different emphasis: the musicians need to have the same knowledge in order to have the same 

approach, which will create a unified sound and interpretation. As for the audience, she said 

that the music can function on its own as an abstract work, but she has had better responses 

when the audience has knowledge of it, as the audience’s collective experience informs their 

reception of it. 

During the rehearsals of Metamorphosen with Ms Young and the ANAM orchestra, I 

made notes of her interpretation and comments in my score. Some of these were technical, and 

included tempo markings, some bow directions, and the type of sounded she wanted to 

produce. I also noted what I thought to be excellent rehearsal advice and musical knowledge, 

such as the concept that syncopation is not a rhythmic device – instead, it’s about the melodic 

line and the harmonic suspensions that it creates. 

As well as observing her musical and technical decisions in rehearsals and interviewing 

her about her experiences with the work, Ms Young also gave me a small lesson in rehearsal 

with the ensemble. With her guidance, I conducted from Tempo Primo (bar 433) to the end, and 

this was fortunately videoed by a member of the ANAM staff so that I could observe and reflect 

on the experience again later. The most important thing I gained from this was Ms Young telling 

me to ‘open my hand’, which I did not understand at first. She was referring to my right hand 

which held the baton. Instead of curling all my fingers around it like a pencil, she suggested 

releasing my middle, ring, and little fingers to create a softer shape. This was a general comment 

for more tender passages, but was specifically brought up in relation to the violin and viola duet 

at bar 449. Having a more open hand not only helps to relax my arm, but by extending the fingers 

it helped to include the violist in the circle of music we were creating at that time. 

 

My violin teacher, Sophie Rowell, was also the biggest influence on me during the 

rehearsal period. Sophie offered to watch one of my conducting rehearsals, which was very 

useful for myself and the ensemble. Her advice was to make my beats bigger and for me to 

generally be more overt in my expression, but also not to be too ambitious with the tempi. She 

worked with me on sections in rehearsal with the ensemble, but also marked up a score, noting 

places where there were issues with balance, ensemble, and blend. I then went through this and 

made notes in my rehearsal plan to cover these issues.  

Although I had been videoing my rehearsals, having someone physically there to watch 

and provide immediate feedback was very valuable. Although Sophie is not a conductor, she is 
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a highly experienced orchestral musician, who has worked with many conductors and seen what 

does and does not work. I find that hearing feedback from this perspective to be just as valuable 

as from the perspective of a conductor, as instrumentalists can have different experiences being 

under the conductor’s baton as perhaps one conductor can have when observing the effect of 

another on the ensemble. In addition to this, Sophie had a different way of phrasing her 

comments to conductors that I had worked with. Therefore her insights, while sometimes 

repeating comments I had heard previously, were presented in a different way that 

communicated differently to me because of our shared violinist background and relationship. 

 

Rehearsals 

The first rehearsal was terrifying. I was shaking, I was flushed, and I felt like I was going 

to be sick – a form of performance anxiety that have experienced a lot in my violin performance, 

and that some of my colleagues have stated that they share. In this instance, it was the 

additional pressure that all these people were giving their time and energy to help me that was 

almost unbearable. I said to the ensemble that I was open to comments and feedback about my 

conducting, and really regretted it. In later rehearsals it was actually welcome, but at first I was 

just too delicate to handle it. One musician who was at the first couple of rehearsals, missed a 

couple and then came back, said that the difference in my “skill, my control of the ensemble, 

and my entire demeanour, was astonishing”. At first, she told me that she had been thinking, 

we’ll never make it, this is going to be a disaster, Laura’s not ready for this. I think that the reason 

for this change was my confidence. Once I was able to feel more comfortable and confident, it 

meant that I was able to stand up taller and open my shoulders out so that my arms 

encompassed the entire ensemble. This made everyone feel included and like they had contact 

with me, so I was easier to follow. This meant that I had much more control and was able to 

implement more of the nuances and details that I wanted. The other factor was simply that of 

getting used to having people in front of me, and they respond differently to how I might have 

expected. This is why it is so important to be conducting as frequently as possible. Of course, 

every ensemble will respond differently, but more experience would mean that I would be able 

to adjust faster to them. Confidence and comfort also came with time and exposure, but it did 

take me some time to acclimatise. 

Another reason I discovered it is important to be conducting as much as possible is to 

train one’s ear. A conductor should be able to be aware of everything happening aurally – this 

is something that I have observed with the best conductors I’ve worked with – but especially at 

first I found the number of things I needed to listen to very overwhelming. I found myself able 
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to focus on only one or two musical lines at a time. This was difficult in the Strauss because of 

the sheer number of parts; it was also difficult in our Beethoven rehearsals because, as a string 

player, I am naturally more inclined to listen to and direct the strings, and pay less attention to 

the wind and brass. The most effective way that I have found to train my ear when not in front 

of an ensemble is to become as familiar with the score as possible. For me, this meant listening 

to the works many times, and each time following a different line of the score (e.g. listen to the 

whole piece and follow just the seventh violin part, then listen to it all again but following the 

eighth violin part, etc.), and then marking in moments when that line has a melody or primary 

accompaniment. Also useful was visualisation, and being aware of where that player would be 

sitting in relation to me, so that I knew where to expect different sounds from and, as a 

continuation of that, if a sound was missing or not what I expected. In a 2019 rehearsal of 

Stravinsky’s Petrushka with the ANAM Orchestra and visiting conductor Eduardo Strausser, Mr. 

Strausser would stop me if something had gone wrong in the orchestra. He asked me what had 

happened, and if I didn’t know then he directed me to conduct the same section again and listen 

out for it. Even this small act of pointing out that there was something I should be listening for 

that I had missed was generally enough to direct my ear to what was wrong. 

A dichotomy for me throughout the process was the size of my beat. Some of the 

musicians asked me to make it really big, so that they could always see it whether they were 

looking at me or at the music. However, a bigger beat encourages a louder dynamic. Others said 

that my beat was too big, and was difficult to follow because it was not clear how much I was 

moving. I personally feel more comfortable with a smaller beat; however, I spent three years of 

tuition at university being emphatically told to ‘be more overt!’, in terms of my self-expression 

and size of my beat. In her article Epistemic stance in orchestral interaction, Katherine Parton 

(2014) discusses the concept of relative gestures. There needs to be a range of motion, but also 

a range of intentions. I have come to understand that it’s not about what a gesture means, but 

what the orchestra understands by it. If all gestures are the same or similar, they lose impact. 

So, if all gestures are large, when one wants to particularly emphasise something, there is no 

further gesture available. Parton states that gestures exist in relation to one another; for 

example, the first dynamic that you show becomes the benchmark, and every dynamic after that 

will be in relation to it, either how much more or less. 

It was difficult to find the median between the different feedback I was receiving. As 

much as I would have liked to keep my beats quite small, theoretically if it's bigger then it will 

catch people's eyes and they are more likely to follow. I disagree with this; if people aren't 

watching, if they're too buried in their music, then it’s extremely difficult to get their attention, 

and that's something that is hard to come to terms with. I feel like as conductor I should have 
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total control, but as Parton (2014) states, it is about creating an interactional space in which to 

have a conversation, and sometimes in conversations people don't listen to what the other is 

saying. In general, I forced myself to make my beat much larger than is comfortable for me, 

which isn't actually that big, but felt like it. This was especially the case in rehearsals, but in the 

concert I tried to relax a bit more and do what felt better for me. I was able to rely on the players 

to keep more of an eye on me as they were all more engaged in a performance situation, so I 

think we came to a good compromise in the moment. One suggestion that I received from a 

member of the woodwind section for the Beethoven was to lift my elbows higher. This 

automatically widened my beat, and allowed for it to encompass more of the ensemble. While 

this was particularly useful in the Beethoven, as I was not used to directing an ensemble of that 

size, I found that it also helped me in the Strauss, as it enabled me to connect more easily with 

the back desks of each section. 

 

I prepared detailed rehearsal plans ahead of time. These began with issues that I had 

noted in the previous rehearsal [fig. 16], and then how to rehearse the next part of the piece 

[fig. 17]. Because of our limited rehearsal time, I decided to work through the piece section by 

section in each rehearsal, while also reviewing what we had already done. My rehearsal plans 

took quite a lot of time to put together, but made it much easier for me with the ensemble. For 

each section, I went through the score and identified the primary and secondary melodies, and 

the accompanying parts. I then listed which instruments were playing each. In rehearsal, I would 

then ask each group of players to play their line together, before combining them. This was in 

order to show the ensemble firstly who was playing the same line as them, and also to help them 

make sense of the very thick textures we were working with. By finding the primary, secondary, 

and tertiary lines, it helped to give the musicians an idea of where they sat in the balance, and 

adjust their dynamic accordingly. As dynamics and balance were one of the biggest issues that 

we had to deal with, I found this process effective in addressing it. 
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Fig. 17 – Rehearsal plan excerpt for April 30th. 
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Negotiation and Interpersonal Relations 

People approached me both in and out of rehearsal with feedback and suggestion. They 

were always very respectful, except for one. He was only there for the very first rehearsal, as he 

was filling in for someone. Unfortunately, this was when I was still extremely nervous and 

uncomfortable. In a section where the tempo was dragging and I was trying to work out how to 

get the players to follow me, he just told me to “be better”, and that if I was “better” they would 

be able to follow me. I tried to explain that we were getting slower because no one was watching 

me and therefore it didn’t matter what I did; but he just said to make them watch me, which 

obviously I can’t do (it is worth noting that he did not offer a suggestion or solution). After that 

rehearsal, I went to a practice room and cried for an hour before I was able to go home. I was 

hurt by the criticism, as it did nothing to assuage my insecurities and fear of inadequacy. Several 

people came up to me after that encounter to reassure me that I was doing fine and not to listen 

to him, and this helped me to put these negative comments into perspective. Although I was 

still upset, it provided me with the opportunity to work on my resilience and learn how to 

overcome similar hurdles without them turning into setbacks. 

 

Other than that, everyone was kind and respectful. Rehearsals became more productive 

and enjoyable for both myself and the musicians as they got to know the work better, and 

Fig. 18 – Rehearsal plan excerpt for May 5th . 
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people started making suggestions about phrasing and bowing. Some of these I adopted and 

some not, depending on if it was consistent with my overall vision of the work. In this manner, 

the process was a lot more collaborative than most conductor/orchestra relationships, but I still 

had the final say and was confident enough in my knowledge of the piece to enforce or reject 

ideas as needed. The musicians also took it upon themselves to sort out issues in their own 

section, or with whoever was playing the same line as them. The first violist in particular was 

very vocal, which I appreciated, as in a ‘normal’ orchestra the section principals would generally 

take a more active role. She also pointed out ensemble issues that I hadn’t noticed because I 

was too focussed on something else, which was very useful, and we were then able to rehearse 

these spots and fix them. This provided a welcome contrast to the overly-critical guest player 

discussed above. It shows that it is possible to craft comments in a positive and constructive way 

that can be to the benefit of both orchestra and conductor. In particular, her comments were 

phrased in such a way that left room for her to be wrong and also not placing blame on anyone. 

(I think this is important for a conductor too – even if one knows specifically who is making a 

mistake, singling them out might only serve to embarrass them and not end up being 

constructive). For example, “Something is happening with the ensemble around bar x, I’m not 

sure if the cellos are rushing or if we are dragging or if it’s something else entirely, but could we 

check that?” While pointing out an issue, it remains respectful of fellow musicians and ultimately 

defers to the conductor. Most of the time I was very open to these comments. (Sometimes they 

came from players at the back of their sections; ordinarily I dislike this behaviour in an orchestral 

setting, but because of the slightly more informal context and the fact that they were all my 

friends and I have great respect for them all, I welcomed it). However, towards the end of the 

rehearsal period, when I was beginning to feel the performance deadline looming, I occasionally 

had to shut down such comments. I would try to do this in a positive way – thank them for the 

comment and acknowledge it, perhaps make a note to the ensemble to be wary of a particular 

section, but also say, not in so many words, that it was not important enough for us to rehearse 

it. I made the decision to prioritise overall familiarity of the piece over fixing details, even when 

they were important. In this way, in the later rehearsals, I endeavoured to work through as much 

of the piece as possible, and run it through (with stops where necessary) to help us all grasp the 

overall shape. I would have preferred to work on the details more, but time is a luxury that no 

conductor ever has enough of, and I was grateful that the musicians respected my decision when 

I had to say no. 
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Rehearsing Beethoven 

The most useful aspect of conducting Beethoven in terms of my technical development 

was having the opportunity to work with wind and brass musicians. As a string player, I am less 

knowledgeable about these sections of the orchestra, and because of this I do not feel as 

comfortable when instructing them. It is also the largest group of musicians that I had conducted 

in a performance, and this forced me to confront some of my bad habits: slouching, watching 

my score, and wanting to keep my arms close to my torso. As discussed above, these issues stem 

from a lack of confidence, and were difficult for me to address. One of the musicians from the 

woodwind section made the suggestion to keep my elbows up, and I found that to be a useful 

and less complex aspect to focus on. By keeping my elbows up, I was able to include the entire 

ensemble in my gesture, and it made it much easier to give cues to those who were further 

away. I had a habit of only focussing on the strings and almost ignoring the other sections of the 

orchestra, and this was something that I needed to continuously remind myself about, both in 

terms of communicating with them during the performance and paying attention to them 

aurally in rehearsals. My ears naturally focus on the strings, and I needed to work harder in order 

to listen to the wind and brass and provide them with feedback. 

I had difficulty judging the opening tempo, as I was still working on connecting what I 

could hear in my head and how to accurately articulate that non-verbally to the musicians. I 

realised that my tendency was always to be too slow, and awareness of this enabled me to 

correct this in the performance. As in the Strauss, tempi and dynamics were the biggest 

challenges. As there was a tendency for both myself and the ensemble to slow down, I found 

places in the score where we could pick the tempo back up, and had the orchestra mark these 

in their parts so that they would know to be aware of my beat there. I think that having this 

safety measure in place really helped us to maintain the overall tempo, even if it fluctuated a 

little. I tried to show soft dynamics as much as I could, with body language, left hand gesture, 

size of right hand gesture. A challenge for me was finding a way to maintain a higher energy level 

in the confined space of a piano dynamic, as a softer dynamic does not necessarily mean that 

the music is less intense.  

 

How to handle crises 

The day before the performance, my concertmaster had to pull out due to illness. I could 

have rescheduled, but the effort it had taken to get all thirty-seven players free at the same time 

(without pay) had been too great and I didn’t know if it would be possible to arrange it again in 

the foreseeable future. The staff were very helpful, calling everyone they could think of, as did 
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I. But no one was available at such short notice to take on such a monumental part. I managed 

to stay pretty calm while this was going on, only panicking once I was back home alone. I think 

that projecting this sense of calm was paramount to the success of the performance. I ended up 

asking the second violinist to step up, as the music was the most similar between those two 

parts. The ninth violinist then stepped up to play second violin, and we brought someone new 

in to play the ninth violinist, which is a much less demanding part and easier for someone to 

learn at short notice when they don’t know the piece. As my new first and second violinists were 

very nervous, it was very important for me to be calm, so as not to add to their stress. They told 

me that the fact that I believed in them and didn’t seem concerned was a great comfort and 

made them feel a lot more settled. 

This change in personnel meant that I had to change some things in the way I was 

conducting as well. While they already knew the piece very well from the previous rehearsals, I 

needed to give them a little extra attention so that they felt supported. I gave them more cues, 

and tried to turn my body to them to express support with my body language. We also were a 

little less free in tempo in some of their solos (such as bar 299-314 of the first violin, and bar 

326-333 of the second violin), as they didn’t have the same familiarity with those passages. This 

meant that, while supporting the soloists, I had to also control the ensemble a little more. This 

ended up happening solely in the performance, as we didn’t really have time to discuss anything 

beforehand. It was very easy to get distracted thinking about these in the performance, and 

focus on purely getting through it rather than expressing the music. I felt my old nerves coming 

back as my body tensed up and I physically shrank. Slowing my breathing and trying just to exist 

in the moment was good for clearing my mind and maintaining my calm exterior. My posture 

became more open as I relaxed through the performance. Audience members remarked to me 

how calm and in control I seemed, which was appreciated as I didn’t feel either of those things 

at all. This experience is very similar to what I go through when performing as a violinist, and I 

think that my years of dealing with performance anxiety with the violin helped me to quickly 

address it and calm myself in this performance. People watching you, whether audience 

members or the ensemble you are conducting, can sense fear and discomfort, and therefore as 

a performer and as a leader I have found that it is imperative to put them at ease by showing 

that you feel comfortable and in control. 

 

Speaking 

Part of my plan for this concert had always been to speak about the piece in addition to 

my printed programme notes. I wanted to do this in order to create the atmosphere in which 
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everyone would experience the concert in the hope that it would enhance their appreciation 

and understanding of the music and its significance. This gave me three options: first, my original 

idea was to give a pre-concert talk for both the audience and the musicians involved in the 

Strauss. This would have been a thirty-minute prepared presentation that discussed my research 

so far, my experiences in preparing for this concert, and would also have delved into 

Metamorphosen in greater depth than I had space for in my programme notes. One of the 

reasons I preferred this option was because pre-concert talks are becoming more popular and a 

much more common part of orchestral concerts, possibly as an effort to make the audience feel 

more involved in the world of classical music than if they were only viewing a performance. 

Giving a pre-concert talk in this style would emulate this experience, and give me the 

opportunity to experiment with it as a presenter. In consultation with the ANAM staff, we 

decided against this for reasons of practicality, mostly in regard to the audience. Potential issues 

included ensuring that concert-goers were notified, and then of course whether or not they 

would attend; other concerns were things such as parking restrictions – would there be 

sufficient parking on the day, and would people need to move their cars during the concert? All 

of these things were aspects of the concert day that I had no control over, so in order to limit 

the number of things that could go wrong, we thought it best to try a different plan. 

The second option was a combination of the other two: give a shorter prepared speech 

during the concert, after the Beethoven and before the Strauss. For this, I thought that it might 

be appropriate to include more personal anecdotes in addition to a short summary of my 

research. Facts that might be of interest but that people might not know about me, such as how 

and why I began conducting, what role I would like it to have in my career, and the personal 

significance of Metamorphosen to me. After abandoning the idea of a pre-concert talk, I tried 

desperately to write a speech that would encompass all of these aspects, and remain interesting 

to the audience while not detracting too much from the surrounding music. This proved 

impossible for me to summarise in my self-imposed time limit of ten minutes (any longer than 

that I felt would lose their concentration in the middle of a concert), and so this too was 

abandoned. 

The third option, and the one that I settled on, was speaking extemporaneously in the 

middle of the concert, after the Beethoven and before the Strauss. I thought that giving myself 

the opportunity to speak freely might provide a little respite from the intensity of the works we 

were performing. The downside to this was that, although I anticipated being nervous, what I 

did not count on was the intense emotions I was feeling even before we played the Strauss. I 

found the generosity of the musicians who had given up their time for me overwhelming, and 
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this hit me towards the end of the Beethoven; so while I was already apprehensive about 

speaking, I had the added pressure of holding back tears to contend with.  

My speech was very informal and conversational in tone, and the audience seemed to 

enjoy it and appreciate a little levity – there were some chuckles, and it was nice to feel the 

atmosphere relax slightly. While I did not cover everything I wanted to talk about (another 

danger of extempore speaking – I was easily side-tracked), I still believe that this was the best 

option and proved to be very effective. One of the most important things for me is 

communicating my own deep love of the piece, and I definitely achieved this. I have found that 

opening up and showing personal connections then inspires other people to do the same where 

they might otherwise not have. I was also able to provide some extra historical context, and 

mention that Strauss’ quoting of Beethoven Eroica was unintentional, as I had forgotten to 

include that in my programme notes. Unfortunately, due to a miscommunication with the stage 

managers, my speech was not recorded. 

 

Initial Impressions 

I was very happy with how the Strauss went, both in terms of the ensemble and my own 

conducting. I didn’t feel as physically inhibited as I had at the last rehearsal, but despite that I 

was able to communicate pretty effectively, and the musicians were all very responsive to it. For 

instance, I think that the accelerandos were the most successful that they have ever been, partly 

because everyone had more of an eye on me, but also because they were being more aware of 

their surroundings and proactive about taking charge when they knew that their line was leading 

the change (for example, the canonic entries of the first violin, and fourth cello and first bass in 

bar 239-241 [fig. 19] that control the beginning of the marked accelerando).  

Fig. 19 – Richard Strauss, Metamorphosen, bar 239-241, Violin 1, Celli 4 & 5, Bass 1. 
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Both audience members and performers told me that they felt a lot more connected to the 

piece, and that the performance felt more powerful than when the ANAM Orchestra performed 

it with Maestro Simone Young in August 2018, even though that was the more technically 

accurate of the two. I think that this was due to my own heightened emotions and connection 

to the piece; there were tears in my eyes for most of the concert, and several people told me 

they were almost in tears too. This is why I think that the concert was a success. In spite of my 

own fears and technical issues getting in the way, we were able to create a shared experience 

and an atmosphere that made people really feel something.  

There were several ideas that I had had initially that proved untenable in the context of 

an ensemble. I had wanted to change from beating four in a bar to beating two in a bar at bar 

134, but eventually decided that it was best if I stayed in four until the Piu Allegro at bar 345. 

We experimented with me going into two at various different places between those two points, 

as I felt it gave the music more of a sense of flow, but with fewer beats for the players to latch 

onto it was harder to maintain the tempo. However, I was adamant that I would be in two at the 

Piu Allegro. This started off as a musical idea but developed into a personal challenge – I had 

wanted to beat two in a bar from a much earlier point in the piece but was unable to do so, and 

here I felt that it was an obstacle that the ensemble needed to overcome in order to create the 

desired effect of joyous abandon. To achieve this, we moved the tempo forward in the four bars 

preceding this as in Simone Young (2008), and I switched to beating in two, two bars before the 

Piu Allegro. Within this section of beating two beats in a bar, I beat bar 376 and bars 377 to 380 

in four; the first to show a ritardando, and the second to establish the syncopations in Cellos 2, 

4 and 5, before going back into two for the accelerando, which we started early at bar 381. 

The tone of the performance was actually aided by a large thunderstorm, which caused 

us to start late and for half of the ANAM building to be closed due to roof leaks. I felt that this 

appropriately set the scene for the solemnity of the works we were playing.  

 

Performance analysis 

I began the opening of Metamorphosen slowly, at crotchet = 50 instead of crotchet = 60 

as I had planned. This doesn’t surprise me, because although I know that 60 is a very reasonable 

speed and probably more appropriate to keep the tempo from dragging, it has always felt a little 

fast to me. Conducting at 50 was naturally more comfortable, which is why I would have reverted 

to it under pressure. There was a minor ensemble issue with the quavers in the third and sixth 

violins not sounding together at bar 38.  
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I also, unfortunately, had several issues with one of my musicians. This was not a 

personality clash, as they are a good friend and an incredible musician. It is only that they are 

deeply affected by music, and tends to do what will bring them the most joy instead of what 

might be best for the ensemble. I brought this up several times in rehearsal, but was unable to 

keep them in check during the performance. This caused several issues with balance, blend, and 

ensemble, because they weren’t always in contact with me or the other musicians and often 

played very soloistically.  

However, there was some really beautiful blending of sounds; a good example of this 

was bar 55 into bar 56 [Video ex. 1 – https://youtu.be/7AHqypmAm1o at 4:24]. The melody is 

passed from the first and seventh violinists to the eighth and ninth violinists and first and second 

violists, and this was very impressively tailored in response to my gestures so that the dynamic 

and tone colour were consistent from one group to the next. 

The ensemble’s ability to sustain dynamics both loud and soft was much better than it 

had been in rehearsal, but was not always successful. One moment that this consistently 

occurred in bar 79. Instead of sustaining the forte from the half bar of 77 to the half bar of 80, 

they always began the diminuendo one bar early, as soon as they landed on the C-sharp major 

resolution in bar 79. No matter how much I waved my arms or beckoned for more or explicitly 

told them not to, they always did. 

There were surprisingly few balance issues across the entire work, but I thought that the 

balance was particularly good in this opening section. My tempi were also pretty accurate 

throughout – I was around 84 crotchets at the etwas fliessender (bar 82), and the transition into 

this was successful. The tempo slowed a little from the second violinist’s solo at bar 97. We were 

also unable to take as much time into this at bar 94 as I would have liked; these events were 

most likely because of the new soloists and our lack of rehearsal time with them. The moving 

quaver lines at bar 117 weren’t audible at all, but given the marked dynamics and thickness of 

the texture this is unsurprising; the visual of the musicians belting them out was still effective. 

After this, the tempo was still a little mechanical, and we also didn’t take much time into bar 

126, but did manage more at bar 130. This little section generally didn’t have as much flexibility 

as I would have liked.  

The transition into the poco piu mosso started well, with the basses giving a strong 

indication of direction in the bar before, but at the barline the first violinist and first cellist didn’t 

quite line up. We did, however, reach my desired tempo of crotchet = 100. The tempo relaxed a 

little at the appassionato key change into E major. This was unplanned, but actually worked 

nicely, and the ensemble was tight here with the violin/cello duet. The semiquavers in the violas 
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at bar 162 were not audible, but they somehow still managed to influence the quality of the 

texture and make it sound bubbly; even though we couldn’t hear them, they still fulfilled their 

purpose. I would have liked to do more of a slow up in bar 182, but the rallentando in bar 186 

worked well. The tempo was a little unsettled after, with the first violinist wanting to take a 

slightly slower speed than the celli/bassi, but it settled back into our previous tempo of crotchet 

= 100. I noted “(slightly under tempo)” this point in my score from when ANAM performed with 

Simone Young in 2018, so it would have been fine had we continued at the first violinist’s more 

relaxed pace, but the faster speed felt appropriate in the moment. It is dangerous to indulge too 

much in this piece, and I was aware that I needed to keep it moving forwards. Amazingly, for the 

reasons stated above, the semiquaver runs from bar 209 were audible. This was probably 

because there was more than one player per line, at this point, but it was a section that I had 

focussed on for balance in rehearsals.  

The transition into the Agitato at bar 216 began well, but the new tempo was very 

unsteady for the first eight bars, probably due to the new violin soloists. Because the notes were 

less familiar, they needed to be more focussed on their scores and less on communication. At 

first, the first violinist was behind, and then the first cellist was ahead in bar 219. I tried to make 

all of my beats very precise and give clear cues, and it settled down into crotchet = 116 by bar 

221. The accelerando beginning in bar 239 was successful, with the interplay between the first 

violinist, and the fourth cellist and first bassist, working well to nudge the tempo forward. The 

first violinist also gave it the final push with her entry of the Beethoven motif. However, the 

tempo we arrived at for the noch etwas lebhafter (bar 246) was a little slower than planned – 

crotchet = 116 rather than 124. The semiquaver flourishes in bar 252 and then 262 were all 

audible for the first time, as were the demisemiquavers after bar 270. The extended semiquaver 

passage for the fourth and sixth violinists and first violist beginning at bar 278 stayed together 

very well. I asked them to emphasise the top note of every run, and I think that this helped to 

keep them more grounded, as well as giving the other musicians more of an aural cue to latch 

onto. During this section I kept my beat very rigid, indicating only tempo and no phrasing, to try 

and keep everyone together. They lost a little ensemble in bar 291, and in the final two bars of 

the section, but everyone arrived together at the downbeat of bar 299. One of the most-feared 

moments for the first and second violins are the solos in bars 307 to 332. The second violin solo 

at bar 326 is especially awkward in terms of notes and intonation, and particularly because it 

comes out of nowhere. With new players on both of these parts, I think we were all a little 

apprehensive about this section; however, they both did very well, and I was able to relax after 

that. 
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The following transition into the Piu allegro was successful; I think we could have 

produced an even bigger contrast in the four bars before that, but it was still effective and we 

created a good accelerando to reach crotchet = 124 at the tempo change. This again was slightly 

slower than planned, but fitted in with the slower tempi in the sections leading up to it. One 

aspect of ensemble playing that we worked particularly hard on here was the balance. There are 

three thematic ideas occurring simultaneously at any given point [fig. 20], as well as 

accompanying lines. The entire ensemble is marked fortissimo, and so the challenge was to 

maintain the dynamic and have everyone playing feel like they were playing fortissimo (this was 

important to me because I wanted the musicians to embody this outburst of joy and freedom 

rather have to hold back) instead of feeling the need to play less to let another line through. In 

particular, I felt that it was important to have the Beethoven motif heard every time it occurred, 

but especially when it was ascending instead of descending as in bar 360 [fig. 21], as this occurs 

sparingly throughout the piece (other instances including bars 461-465). One method of 

articulating each motif clearly was to change the printed bowing. Most notably, in the 

Beethoven theme (delineated in blue below), the musicians used a separate bow for each beat 

in the second half of both bars 347 and 348. This enabled them to accent each semiquaver, and 

this more jagged articulation stood out as being different in the long and singing phrases of the 

other motifs. 

 

 

 

 

 

 

 

 

 

Fig. 20 – Richard Strauss, Metamorphosen, bar 345-348, Violins. 
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I was very pleased with how this went in performance, as one is able to hear the lower melodic 

lines in the cellos and basses without us having to sacrifice the dynamic of the upper parts. I 

talked the ensemble through this section in great detail and experimented with having only the 

people with the Beethoven theme play, then only people with the triplet quaver figure play, and 

so on. Their knowledge of the score and when they were more or less important enabled them 

to bring out the more important figures over the ensemble while not dropping below a 

fortissimo dynamic when they were less important. There was an ensemble issue at bars 355-

356 and 358-360, between the musicians with triplet crotchets (the ninth and tenth violinists, 

first and second violists, and first cellist) and the others. The aforementioned players got behind 

in the triplet crotchets, meaning that the downbeats of bars 357 and 361 were uncertain. 

However, as there are only three players (the first three violinists) who move at the start of bar 

360, it was easy to regain ensemble immediately. I would have liked to have taken more time in 

the last half of bar 368, but it proved too difficult to stretch it as much as I wanted and then 

regain the tempo in bar 369. This was the same going into bar 377 – I beat my inserted 

rallentandos in bar 376 in four, and then stayed in four until bar 381 to re-establish the faster 

tempo. I decided to start the accelerando three bars earlier than it is printed, at bar 381, and 

this is when I went back to beating in two. This was in order to create a bigger overall 

accelerando but one that still felt natural, rather than only having six bars to do it if starting from 

where it is printed. Over the course of the accelerando, I wanted to reach double tempo 

(crotchet = 248) by the end of bar 389, and we achieved this through listening to the driving 

syncopation lines played by the seventh and ninth violinists and the second and fifth violists. 

Fig. 21 – Richard Strauss, Metamorphosen, bar 360, Violas 4 & 5, Celli 1 & 2. 
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I didn’t handle the Adagio, tempo primo at bar 390 especially well. The placement of my 

second beat was not clear and because of this the musicians weren’t sure when to play it [Video 

ex. 2 – https://youtu.be/7AHqypmAm1o at 18:34]. Although we had rehearsed this transition 

many times, I panicked in the moment and forgot what I had planned to do. The blend of sound 

when the rest of the ensemble comes in at bar 391 was good, except that the first cellist was 

still playing with a very prominent and soloistic sound. The tempo in this section fluctuated 

between crotchet = 44 to crotchet = 56, which matches my Tempo primo of crotchet = 50. The 

third violist’s solo that begins at bar 417 was excellent and easily audible; this had been a difficult 

moment for us because they are quite shy and possibly felt uncomfortable playing this solo line 

as they had always played it very softly in rehearsal. As such, I was pleased at how it went in 

performance. The intonation when the first violist joins this line at bar 421 was not consistent, 

but it settled. We did not have a lot of time to work on intonation in general in the rehearsal 

period as my priorities were more towards ensemble and dynamics, and so it is natural that it 

was one of the less polished aspects of our performance. In saying that, the skills of the individual 

musicians are such that they fixed many intonation issues naturally or by discussing it amongst 

themselves, for which I was grateful, and lucky to have such talented colleagues. 

The allmählich etwas fliessender (always somewhat flowing) (bar 421) and following 

accelerando (bar 429) were successful in creating a general flow, rather than abrupt changes of 

tempo at each marking. The G.P. at bar 432 that they lead to was another moment, like bar 490, 

that I was never fully comfortable with leading. I felt physically awkward about it and was not 

sure of how to move my arms. I had decided that my left hand would mainly show the final beat 

of bar 431 and cut the musicians off, ending with my left arm raised. This allowed my right arm 

free to be lowered at the beginning of the G.P. bar, meaning that it was in a good position to 

give a clear upbeat to the tempo primo at bar 433. This was another place where I panicked in 

the performance, and a moment where I would have benefitted from both more rehearsal time 

and more recent conducting experience in general, in order to become more comfortable with 

these movements. Because of my lack of clarity, bar 433 did not begin together, with the left 

side of the orchestra coming in earlier than the right side. It also began still slower than even my 

previous tempo primo, sitting at crotchet = 44. I prefer having a marginally slower tempo at this 

point; it feels like every note falls into place like a block of granite, and every inch of bow has to 

be pulled through treacle. In short, it’s the exact opposite of the Piu allegro: nothing should 

seem easy, everything should seem effortful.  

Beginning at bar 436 we have the three crotchet motif entering canonically each bar in 

different groups of instruments, piling up with clashing minor seconds [fig. 22].  

 



Master of Music (Research) Laura Barton 

44 
 

 

 

 

 

 

 

 

 

 

 

Each entry here should be at the same dynamic level, but there was an issue with this in bar 433, 

where the eighth, ninth, and tenth violinists enter with this figure on a Bb. Not only were there 

only three musicians playing this rather than four or five, as in every other instance, but because 

of the layout of the ensemble they were all at the back, so there was also the problem of 

distance. It’s a small moment, but in future I would consider a different seating plan in order 

that one of them be closer to the front. 

The tempo actually picked up slightly with the duet of the first violinist and first violist 

at bar 449, but with the accompanying syncopations I think that this worked well as it gave it a 

lilting feel, like a sombre lullaby. The blend of sound of the syncopations was excellent and 

worked as we had discussed, with the upper instruments blending into the second cellist, who 

lead the sound. There was a touch too much crescendo from the second cellist, but they dropped 

back again after that and the balance resumed. There was an issue in the ensemble between 

the upper and lower instruments in bar 474. This is already a very audibly jarring bar, as there is 

a clash of a minor ninth between the triplet crotchets. As after the G.P. at bar 432, the lower 

instruments were behind the upper instruments. As this has now occurred multiple times, it 

perhaps indicates an error on my part and something that I need to address in my conducting 

technique.  

Everything went very smoothly from here to the end, with a well-controlled ritardando 

from bar 498 into the final coda, the molto lento (very slow) at bar 501. My planned tempo here 

Fig. 22 – Richard Strauss, Metamorphosen, bar 436-439, Violins. 
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was crotchet = 44, but as that was our previous tempo, our molto lento was crotchet = 40, which 

felt appropriate. The ending was magical, and I was so proud of all of my musicians for the work 

they had done and the performance we were able to achieve.  
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Chapter 3 – Septet 
 

Chamber Music 

Having performed Metamorphosen in my Soundbite concert in May 2019, I was keenly 

anticipating exploring this piece in the more collaborative setting of chamber music. In particular 

I looked forward to incorporating the different approaches and interpretative ideas that my 

colleagues would bring to our performance of the work. Because all of the musicians 

participating in this performance had played it in my conducting recital, they were familiar not 

only with the work, but with my concept of it. During that process, they were likely to have 

formed their own thoughts and ideas, and it was very important to me that the rehearsal process 

allowed these to be brought up and tried. I tried to take very much a back seat in rehearsals; I 

did not want to tell them how to play it this time – I wanted it to be truly collaborative, as I 

believe that the most important aspect of chamber music is everyone working together and 

taking equal responsibility to create the musical outcome. And it was: we discussed phrasing, 

tempi, articulation, and many different approaches before finding solutions that worked the 

best for everyone, or at least the closest compromise. I appreciated everyone taking a very 

active role in the rehearsals. Mostly the ideas were the same as we played the version for 23 

strings, but we found that we had more freedom in the smaller ensemble with our tempi in 

particular. Because of this, we were able to achieve my original plans for the tempi that were 

discussed in the previous chapter. All the transitions were much easier to navigate because the 

individual musicians took more responsibility to lead them but also to follow whoever was 

leading. As there was no one standing up the front to dictate tempi, we had to be a lot more 

responsive to our surroundings. It was much harder to get things done because there was no 

hierarchy. Just because I have researched the historical context of the piece for this project 

doesn’t necessarily make my opinion more valid than theirs. There were a few things that I was 

resolute about keeping, but the others also had ideas that they felt strongly about. In this 

democratic way, we worked through the piece. Because it was such a busy time of year for 

everyone, we did not have as much rehearsal time or performance opportunities as we would 

have liked. We also did not have the chance to rehearse in the performance space. The 

performance hall at ANAM is notoriously overly-resonant, and it is much more difficult to project 

articulation and phrasing there than in a drier acoustic. We had rehearsed with this in mind, but 

it was still a shock when we got into the hall for our sound check. It is very important to rehearse 

in the performance venue if at all possible, or at the very least research to find out what it's like 

so that one can be prepared. 
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The concept of breath is also deeply important throughout the work, as it is a non-verbal 

method of communication that musicians can use. I found that the hardest part of the piece for 

me to give up control was the very opening. Because the violins do not play for the first 28 bars, 

the opening was led by another musician, in our case the first cellist. This meant that he 

ultimately dictated the tempo, the dynamic, and the overall mood. However, we were 

determined it was not to be a case of ‘follow the leader’, but instead we resolved that everyone 

must breathe together. The breath was initiated by the first cellist, but we found that if everyone 

breathed and felt the breath together, it increases the chances that all of those factors (tempo, 

dynamic, mood) will be consistent across the whole group. Even when these matters are 

discussed in rehearsal, there is always some uncertainty in performance, but this is minimised 

by feeling the breath together. I found it the most useful in accelerando passages where we 

were using the musical entries to move the tempo forwards, as in fig. 8 below. Before each entry, 

if each musician breathes with the speed and energy that they are about to play with, it makes 

it much easier to gather momentum, to jump onto the moving train, as it were; with a running 

start, rather than from standing still. The sense of breath together with the communicative body 

language also confirmed their intention, which had been discussed in rehearsal, to the others. 

 

The other methods of communication that we have available to us are listening and 

looking, but these are both more passive. When listening, for example, one is only receiving 

information, but not giving any. We found listening to be the most useful when one’s own music 

becomes more difficult and one is less able to look away from one’s instrument or sheet music. 

However, relying on one’s ears too much can be unwise, especially when there is considerable 

distance between the musicians in a less than ideal acoustic. As we did not have the chance to 

play in the performance venue before the soundcheck, I was taken aback by how far away I was 

from the first violist. I found that, if I only used my ears to follow her and responded accordingly, 

I was already behind, because of the time it took for the sound to travel. Because of this, 

especially in fast passages it can be more reliable to watch as well as listen. The perfect example 

of this is from bar 278 (fig. 30 below), where the first violist has the long semiquaver passage. In 

order to keep the tempo of the group under control and maintain ensemble between us, I kept 

my eyes on the first violist the whole time (as I had already memorised the passage in my part), 

and played with her bow changes. I also tried to move my scroll and lead a lot, so that the other 

musicians might be able to see me in their peripheral vision, even if they were unable to look 

up.  
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Preparation 

Most of my preparation of the first violin part was spent building and maintaining a 

consistent sound; one with a good tone that could project over the group but still have enough 

different colours to shape phrases and create different moods. I mainly achieved this through 

work with my bow, focussing on bow division, speed, and contact point. Often I was aiming to 

use the whole bow, or a slow bow close to the bridge, and I found these to be the most effective 

solutions. I had to be very conservative with my bow use, and keep it compact, as well as not 

playing anywhere near the fingerboard as there is not enough power there for a solo instrument 

to match the rest of the ensemble. Vibrato is an effective tool to show colour and phrasing that 

doesn’t need to influence dynamic. I found that I used a slow, wide vibrato for more romantic 

or grand lines; a fast and narrow vibrato for intense, soft sections; and a fast and wide vibrato 

for loud passagework and climactic moments. 

 

For the most part, I decided on the bowings for the entire ensemble, so that we had a 

common point to start from. I had marked these into the parts ahead of beginning rehearsals, 

and while they were similar to the bowings we used for the 23 strings version, I often added 

more bow changes for the individual musicians to enable each of us to produce more sound. 

This was especially true for my own part, where throughout the rehearsal process I ended up 

changing almost all of my own bowing from what I had originally planned, which was already 

more bows than the first violinist used in the 23 strings version. I virtually doubled the number 

of bow changes I used across the whole piece to aid in my sound production, which generally 

equated to two bows per bar for much of the piece. There were also several instances where we 

collectively made the decision to change a certain bowing, generally to make the phrasing more 

natural. Because we all had the same bowings marked in the parts, we did not have to talk too 

much about our bow use and matching our sounds; it mostly came naturally to everyone. We 

talked a little more about vibrato, as there were instances where we were non-vibrato and times 

when we wanted a very specific or continuous vibrato, like in the bars leading up to Piu Allegro 

(fig. 31 below) where we were non-vibrato, or at the Adagio Tempo Primo (fig. 35 below) where 

we had a unified slow, wide vibrato. 

 

 

Rehearsals 

Most of our rehearsals were spent just trying to piece the work together in terms of 

ensemble. We did not have as much time as I would have liked, so having all the parts working 

together in the right relationship was the top priority. Much of the first rehearsal was spent 
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ensuring this, and learning who had each different lines, as they sometimes came from different 

instruments than people were used to from the 23 strings version. Also in the first rehearsal and 

into the second, we discussed how to navigate the transitions between sections. This involved 

deciding which tempi we would be in before and after the transition, and who would lead each. 

(This is detailed below).  

 

Another major topic that took up a lot of time in the later rehearsals was that of balance. 

Because the texture is constantly so thick, everyone was concerned about the balance and 

dynamic levels. We checked the score to see who had the principal line throughout the entire 

piece, and then determined the relative dynamic levels in relation to that. For example, if 

everyone was marked mezzo forte, the player with the melody might play at forte while the 

others drop to mezzo piano. The overall impression was still one of mezzo forte, while the ear 

was directed to the main melodic line. 

 

 

Tuition 

We also received two tutorials from my violin teacher, Sophie Rowell. A lot of her advice 

was directed at me given that the performance would be in my recital, and further enhancing 

the things we were working on in my individual lessons. These comments were largely about 

balance and making sure that my sound could be heard at all times. Especially in the first violin 

solos in the Septet, the dynamics were an issue, as my part was frequently marked piano or 

pianissimo but there were another six people playing with me. This was a matter of concern 

because most of time when I was playing I had the principal line in the texture. I therefore 

decided that my minimum dynamic for the whole work had to be closer to mezzo forte, even 

when it was marked pianissimo; otherwise there was just no way that I would be heard. There 

were many times in rehearsals where I or someone else had a mezzo forte solo line and asked if 

everyone else could play their printed dynamic (usually piano or pianissimo), and everyone said 

that they already were. We all needed to take a lot of individual responsibility for this, and I 

think that, watching back the performance recording, we achieved this. I still felt as though I had 

to play many of my solos fortissimo and was constantly battling to be heard, but much of that is 

the nature of such a thickly scored and textured work. We also discussed my approach in this 

context, as I was also being academically assessed in this recital for my performance 

requirement, and therefore I should play with a more soloistic sound that I otherwise might. 
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Sophie also brought up issues for the ensemble, such as general balance, and technical 

things such as articulation and blending our sounds, which we hadn’t had a chance to think 

about yet. The biggest articulation issue was consistency in the three-crotchet motif (as in the 

first violin and first viola lines in fig. 14 below). Blending our sound was mostly a problem when 

instruments were playing in unison with each other; we addressed this by having the lowest 

sounding instrument (for example, this would be the cello if a violin and cello were playing in 

unison) play a little more strongly, creating a solid base for the higher instrument to blend into. 

 

 

The Speaker 

As mentioned previously, I engaged a speaker, Alexandra Ioan, to read the poems for 

each movement of the Jack Body (the work that opened my recital). Before the Strauss, she also 

read the poem that inspired Metamorphosen, as well as some quotations by composer. As I had 

introduced the speaker in the first work in my recital, it provided good continuity to use her for 

the Strauss. This was important in creating both a context and an atmosphere for the work. 

Including a speaker who had a clearly defined, separate function and was not also involved in 

playing the music changed the experience for both performers and audience members. 

 

The poem that was read before the Strauss was 'Niemand wird sich selber kennen' (No 

one can know himself) by Goethe. Alexandra read it in German, with the English translation 

being printed in my programme notes [Appendix A]. The same was done with the Body in Italian. 

I received feedback that it would have been preferable to have the original German and Italian 

printed alongside the translations. I had not done this because the ANAM programmes have a 

word limit that would have been prohibitive, and I thought that, if I had to sacrifice one language, 

then that would be the best option. The quotations from Strauss that the speaker read (in 

English) were taken from several texts. They express Strauss' views of, and situation during, the 

Second World War, and the hopelessness and despair that he felt at its conclusion. Again, these 

were writings that I could have printed in my programme notes, but I wanted the audience and 

also us as performers to get inside Strauss' world in the moment by experiencing hearing them 

read aloud. While the music can speak for itself, by utilising the speaker, the scene could be set 

more vividly and we could get into character before the first notes were played. I believe that 

this way enabled us to collectively experience the entire work in that context, rather than having 

a period of settling in. Providing even just this small amount of context before it starts also leaves 

audience members free to focus on the music if they chose to disregard, the programme notes. 

Certainly the notes provide a much more in-depth description of Strauss' historical and socio-
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political context, but they already have gained a sense of what the piece is about and the 

emotional landscape that they were about to enter.  

 

 

Leading 

While it is true that everyone in a chamber ensemble should move together and takes 

individual responsibility, there are times when nominating one person to take the lead is 

necessary to achieve a unified approach. As discussed, this is often to draw attention to a new 

musical idea or entry, or a tempo change; or it can be to maintain ensemble within the group. 

In our rehearsal process, we worked out the moments where we needed someone to lead, and 

then noted in our individual parts who that was so that we knew where to direct our eyes or 

ears. 

 

 

 

 

 

 

 

 

 

 

 

 

 

The very opening at bar 1 is led by the first cellist [fig. 21] (outlined in red). Ordinarily, if 

possible I would like that a ‘da spalla’ (on the shoulder) instrument to lead an entry, as it is 

easiest to follow the movement of the scroll. However in this case, because the first cellist 

enters with the melody line, we decided that it made sense for him to lead, giving a visual 

cue with his bow and his breath. 

Fig. 21 – Richard Strauss, Metamorphosen, version for Septet, bar 1-2. 
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Fig. 22 – Richard Strauss, Metamorphosen, version for Septet, bar 82-83. 

The first tempo change occurs at bar 82, where we move into the etwas fliessender (rather 

flowing) tempo. The first violinist prepares this change by indicating the upbeat in the new 

tempo, but this is taken up at the tempo change by the second cellist [fig. 22] (outlined in 

red), who gives the auditory cue with his moving quaver line. 

The transition into the etwas bewegter (somewhat moving) begins two bars earlier, at bar 

132 [fig. 23]. The second violinist gives the first impulse (outlined in red), which is followed 

through the quavers in the first cellist and bassist (both outlined in green), and further taken 

up by the second violist and second cellist (both outlined in blue) to move us into the new 

tempo. This is then firmly established by the quavers of the second violinist [fig. 24] (outlined 

in red). 

Fig. 24 – Richard Strauss, Metamorphosen, 
version for Septet, bar 134-135. 

Fig. 23 – Richard Strauss, Metamorphosen, 
version for Septet, bar 132-133. 



Master of Music (Research) Laura Barton 

53 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 26 – Richard Strauss, Metamorphosen, version for Septet, bars 185-187. 

There is a temporary relaxing of the tempo and mood which begins in the half bar of 181, 

but is predominantly in the two bars leading into bar 187 [fig. 26]. This is shown visually with 

the scroll of the first violinist (outlined in red), while the first cellist then stretches the four 

quavers leading into 187 (outlined in green) before it re-establishes the previous tempo of 

the etwas bewegter, or a slightly more relaxed tempo, along with the bass (both outlined in 

red from bar 187). 

When given here (bar 144) [fig. 25], I view the direction appassionato, (with passion), as not 

necessarily a tempo change, but a renewal of tempo. If it has slowed at all in the previous 

section, this is an opportunity to re-establish the speed with a fliessender (flowing) affect. It 

should be led by the first violinist (as outlined in red) at the appassionato direction, which is 

given the half bar before the key change into E major, and establishes a more joyous mood.  

Fig. 25 – Richard Strauss, Metamorphosen, version for Septet, bar 144. 
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Fig. 27 – Richard Strauss, Metamorphosen, version for Septet, bar 213-214. 

There is another increase in tempo at the Agitato (agitated) in bar 213 [fig. 27]. The first violinist and first 

cellist (both outlined in red) start the new line in the new tempo on the second quaver of the bar, but it 

is really indicated by the length of the first violinist’s first quaver and the timing between that and the 

second. The first cellist needs to judge the length of that first quaver and breathes with the first violinist 

to know the exact timing of his entry, if they are to establish the new tempo together. 

Fig. 28 – Richard Strauss, Metamorphosen, version for Septet, bar 239-240. 

At bar 239 [fig. 28], there is a poco accelerando leading into the next tempo change eight bars later. 

This is begun by the second violinist (outlined in red) and echoed canonically by the second cellist and 

bassist (outlined in green). I found that it was important to kick off the accelerando immediately, in 

order to give it the momentum to reach the new tempo, which I felt in two rather than in four beats 

in a bar, ahead of arriving at it in bar 246. 
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The section beginning at bar 278 [fig. 30] is the most difficult part of this work in terms of 

ensemble. The first violist (outlined in red) has continuous running semiquavers, and although 

they are marked fortissimo, they are fighting against six others also at fortissimo. It is almost 

impossible for the other players to hear the Viola over the sound of their own instruments; my 

solution to this was to memorise the first violin line so that I could keep my eyes on the bow of 

the first violist throughout this passage. The first violinist (outlined in green) has the melody, 

Fig. 29 – Richard Strauss, Metamorphosen, version for Septet, bar 246-247. 

The noch etwas lebhafter (still rather more lively) at bar 246 [fig. 29] is where the tempo really 

takes off. We found that it helps to feel it in two rather than four beats in a bar as this will help 

keep the forward momentum. As all the musicians are in unison here (except for the bassist 

which joins one bar later), there is no auditory cue to latch onto. The accelerando leading to this 

point [fig. 28] establishes the new tempo, so that by the time the musicians arrive here they need 

little direction. As the first violinist and leader in this section, I indicated the half bars with my 

scroll to ensure that everyone changed exactly together. 

Fig. 30 – Richard Strauss, Metamorphosen, version for Septet, bar 278-280. 
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and should be the most prominent voice, so audibly and visually (by indicating with the scroll of 

the violin) they lead the ensemble to maintain contact with both the first violist and all other 

musicians. 

 

 

 

 

 

 

 

 

The moments before the Piu allegro are the eeriest of the work, as previously discussed. The 

final two bars (from bar 343) [fig. 31] are a re-acceleration of tempo, momentum, emotion, 

preparing for one last triumphant outburst. Strauss has given a written-out accelerando, as the 

minims in the bar before become triplet crotchets. We added a further accelerando to this, with 

impetus from me as first violinist, to really launch into the climax of the piece. 

 

 

 

 

 

 

 

 

 

At the Piu allegro [fig. 32], all musicians except the second cellist have a minim on the first beat. 

It therefore falls to the second cellist to give the auditory indication of the tempo in the first half 

of the bar, which shows the other musicians when to change to the second minim. 

Fig. 32 – Richard Strauss, Metamorphosen, version for Septet, bar 345-346. 

Fig. 31 – Richard Strauss, Metamorphosen, version for Septet, bar 343-344. 
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Fig. 33 – Richard Strauss, Metamorphosen, version for Septet, bar 376-378. 

We implemented a small ritardando in bar 376 [fig. 33], trying to stretch out every last 

millisecond of music for expressive effect at this climactic moment. I indicated this visually 

with the movement of my scroll (my part is shown in red, upper). The second half of this bar 

was directed aurally by the first violist (whose part is shown in green), whose semiquavers 

dictate how long the last crotchet of the bar would be. In the following bar, syncopations in 

the second cellist and bassist (shown in red, lower) renew the tempo of the piu allegro with 

a sense of added vigour.  

Fig. 34 – Richard Strauss, Metamorphosen, version for Septet, bar 381-384. 

We chose to start the accelerando three bars early, at bar 381 [fig. 34], when the 

syncopations move from the second cellist and bassist, to the second violinist and second 

violist, which then switches to the first violist where the accelerando is marked. These 

syncopations drive the tempo forward until the G.P. (general pause) at bar 389. 
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Fig. 35 – Richard Strauss, Metamorphosen, version for Septet, bar 390-392. 

We decided that the ‘fall from grace’ at the Adagio, tempo primo in bar 390 [fig. 35] would 

be led visually by the first cellist, and through breath on the first beat of the bar. Breath is 

especially important for the second violinist, who enters on the second crotchet. The 

placement of the second crotchet would be further indicated by the timing of the slight 

glissandi for the first and second cellists, which is unavoidable if keeping the line fully legato. 

The ensemble should breathe together before the remaining musicians enter in bar 391, 

which would ultimately be led by the first violinist. We decided that I, as the first violinist, 

would also give a visual indication for the downbeat of bar 392, so that everyone could move 

together on the second crotchet. 
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Fig. 37 – Richard Strauss, Metamorphosen, version for Septet, bar 429-432. 

The allmaehlich etwas fliessender (gradually somewhat more flowing) at bar 421 [fig. 36] was 

led by the first violist, whose moving line shows the other musicians how to move the tempo 

forward. The first violist continued to lead through the accelerando at bar 429 [fig. 37] until 

the G.P. (general pause) in bar 433. 

Fig. 36 – Richard Strauss, Metamorphosen, version for Septet bar 421-422. 
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Fig. 38 – Richard Strauss, Metamorphosen, version for Septet, bar 433-434. 

As the ensemble finished with an up bow and a dramatic upward motion, I found that the best 

way to handle the G.P. in bar 432 was for the musicians to continue the circle of their bow arm 

around and down, until the first violinist can give a clear upbeat into the tempo primo at bar 

433 [fig. 38]. This is not only a suitable amount of time for the pause bar, but also gives the 

musicians the chance to prepare for their next entry. After they enter, the first violinist pulses 

crotchets with their scroll to show the half bars for everyone to move together. 

Fig. 39 – Richard Strauss, Metamorphosen, version for Septet, bar 498-501. 

The final ritardando in bar 498 [fig. 39] begins straight away, with the first violinist (shown in 

red) delaying the placement of their second crotchet. It is picked up by the first violist and 

second cellist (shown in green), whose quavers are used to slow down the second half of 

each bar. 
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Reflections 

The process of rehearsing and performing Rudolf Leopold’s Septet arrangement of 

Metamorphosen was a valuable experience for both myself and my colleagues. I think that 

coming to the work with prior knowledge and understanding of it was very helpful, and was 

crucial in being able to prepare it in such a short time. We received some performance feedback 

that we lacked a sense of overarching structure, which I think we could have achieved with more 

time. Overall, I enjoyed the rehearsal process and felt that we gave a very convincing 

performance. We had a very positive response from the audience, and I spoke with many 

attendees who also appreciated the structure of my recital and the performative aspect of the 

speaker to provide continuity. It was very satisfying for me, both personally and musically, to be 

able to give a performance of this work as the first violinist, and I believe that it enhanced my 

musical capabilities as a whole, as well as my technical capacity on the violin. Planning how to 

manage tempo changes and phrasing without a conductor was a rewarding challenge; it is much 

easier to do this in a smaller ensemble, like a quartet, but having seven musicians was more 

difficult. It was useful for all of us, and we developed a heightened awareness of ourselves and 

each other through our need to listen and respond. The level of communication required, both 

Fig. 40 – Richard Strauss, Metamorphosen, version for Septet, bar 501-503. 

The upbeat to the sehr langsam (very slow) [fig. 40] is given by the first and second cellists 

and the bassist, and is in the new, slower tempo. They breathe and move together in the new 

tempo to ensure that they feel the held quaver before the barline together. 
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verbally in rehearsals, and non-verbally in performance, was much higher, and is a skill that we 

are much more competent in because of this experience. 
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Conclusions 
Comparisons 

In the course of my research, I rehearsed and performed the two versions of Richard 

Strauss’s Metamorphosen alongside related works. A primary outcome of this was video 

recordings of these performances, where I participate as both a violinist and a conductor. Each 

experience had its own challenges, but there were also many similarities. The interpretative 

issues that arose were largely the same, but I was able to handle them differently in each 

ensemble. The main issues we faced were tempi, pacing, dynamics, and balance. Because of the 

smaller number of musicians and physical space that we needed, I found that it was easier to 

keep to my original tempo plans in the septet than with the 23 strings. One aspect that really 

helped both this and the other challenges was the collaborative nature of chamber music; 

because there was no definitive leader, each musician took more responsibility for the direction 

of the ensemble. In the version for 23 strings, because I, as the conductor, directed the ensemble 

and was in charge of both rehearsals and performance, it was easier for the musicians to have a 

more passive role. This contributed to many of the issues that we had in both rehearsal and 

performance.  

 

The other unforeseen element that influenced our tempi in both groups was the 

acoustic of the performance space, which I had not considered before. As both performances 

were in the same venue, we faced the same challenges in each. I knew that the venue was very 

resonant, and therefore we collectively made the decision with both ensembles that taking the 

faster sections slightly under tempo was wise, as it is very easy for the sound to become muddied 

with echoes. The decisions we made regarding tempo also affected the overall pacing of the 

work. My original plan for both versions had been to give the impression of a very gradual 

accelerando from the beginning until the end of the Piu Allegro (bar 389), and then a gradual 

rallentando from the Adagio, Tempo Primo (bar 390) to the end. I believe that we were able to 

achieve this with both groups, although to a lesser extent than I had hoped. Especially in the 

version for 23 strings, each new tempo in the first half of the work did increase, but merely in 

smaller increments than my original markings. In the septet, as previously discussed, where 

there was generally only one musician who was able to take charge of an accelerando or 

rallentandos, these changes of tempo were more significant than I had been able to achieve in 

the larger ensemble.  
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This is shown definitively by the fact that the septet performance was 27 minutes and 15 seconds 

long, whereas the performance of the 23 strings was 28 minutes and 10 seconds long. This is 

demonstrated visually below [fig. 41], where the wavelength patterns of each performance are 

depicted starting at the same point, with the half-way and end of the version for septet (shown 

in red) both significantly earlier than these points in the version for 23 strings (shown in blue). 

Again, the challenges of dynamics and balance were similar in each process. In each instance, 

the work is scored so thickly that it is difficult to judge relative dynamics within the ensemble. 

While in the version for 23 strings there were generally groups of instruments playing each line, 

there was often only one person in the version for septet. Strauss composed in such a way that 

every single part often feels like the melody, and so it is natural for the musician to want to bring 

it out of the texture. It was difficult for me in both sets of rehearsals to convince my colleagues 

to play softer, but again in the septet, because everyone took more individual responsibility, 

they would call each other out on it too. Of course, some lines did have to be sacrificed aurally 

so as to not detract from the main one, two, or even three melodies, and in the version for 23 

strings I had to decide which parts were the least important. I found this difficult, but, on the 

evidence of the recordings, I think that my decisions were acceptable and that they made for a 

convincing performance. There were some issues of balance that were caused by the distance 

between players; for instance, at bar 436-439 [fig. 22], the melodic line sound disjointed purely 

Fig. 41 – Wavelength patterns of performances by Laura Barton of Richard Strauss’s Metamorphosen. 
Above: Version for Septet, recorded June 6th 2019. Below: Version for 23 strings, recorded May 10th 

2019. 
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because the musicians playing the Ab in bar 437 were all at the back of the ensemble, and this 

naturally caused the note to be weaker.. As discussed in Chapter Three, as first violinist in my 

performance of the version for septet I faced many challenges in terms of balance and my own 

dynamics that were different from my experience when conducting. My solution was to play at 

a consistently louder dynamic in order to be heard above the other musicians, and I achieved 

this by using more changes of bow than had been necessary for my counterparts in the version 

for 23 strings, as they often were being doubled by other members of the ensemble. 

 

 

My aim for this research was to fill a current gap in the literature surrounding 

Metamorphosen from the perspectives of performance. In this exegesis, supported by my video 

recordings of my performances, I have reflected upon my own experiences in interpreting the 

work. It is my hope that my research will inform others of the personal processes that I 

underwent in preparing both versions of the work, and can be used as an aid in their own 

preparations. 

 

 Using the concept of Practice as Research, otherwise known as Artistic Research, I 

addressed my central research questions as set out in my Introduction. My written exegesis 

speaks in depth of the interpretative issues arising from performing Richard Strauss’s 

Metamorphosen from the perspectives of both conductor and violinist in a chamber ensemble, 

and the various ways in which they compare and differ. I outlined the historical context in which 

the work was composed, and summarised my programmatic interpretation of Metamorphosen 

as it was informed by this. I have also written of the technical challenges that the work poses for 

each a violinist and a conductor, and how I dealt with and (largely) overcame them. 
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Appendices 

Appendix A 

Soundbite Programme Notes 

 

Symphony no. 3 in Eb major, ‘Eroica’, Op. 55 (1804)      Ludwig van Beethoven (1770-1827) 

 

ii. Marcia funebre – Adagio assai 

 

Beethoven wrote his Third Symphony at the outset of the 19th-Century, a time of much 

political unrest in Europe. Napoleon Bonaparte had come to power as a leader of the French 

Revolution, and Beethoven saw him as the embodiment of the democratic ideals that he had 

fought for. Beethoven admired this so much that he compared him in his role of First Consul to 

the most esteemed consuls of Ancient Rome, and titled his third symphony ‘Bonaparte’. 

However, when Napoleon declared himself Emperor of France, Beethoven saw this as a betrayal 

of the man’s anti-monarchic stance and took an almost personal offence. He was so angry that 

he scratched out the dedication in his manuscript with such furore that he tore the parchment. 

Instead, he named the symphony ‘Eroica’ (Heroic) and euphemistically dedicated it “to the 

memory of a great man”. 

 

The second movement is a funeral march, mourning the death of an ideal in the wake 

of a tyrant. As such, from the very opening it has a rather sinister feel that lingers throughout. It 

takes the form of a loose rondo, with a refrain that occurs between episodes. These include a 

Trio marked Maggiore (major), a fugue, and a strident development section that shocks the ear, 

before the oboe brings us to the coda. The strings herald the return of the march, before dying 

down, retreating, until finally silence takes over. 

 

 

Metamorphosen, Study for 23 Solo Strings, TrV 290 (1945) 

   Richard Strauss (1864-1949) 

 

At the end of the Second World War, Richard Strauss had lost his reputation – not as a 

composer, but as a man. He was persecuted both out of Germany, for supposedly supporting 

the Nazis, and within, for defying them. He was so desolate that he stopped composing. When 
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he finally found the strength to start again, it was ‘journeywork’ and exercises. Out of these 

sketches arose the beginning of a setting of Goethe’s poem, Niemand wird sich selber kennen 

(No one can really know himself), for what was most likely male choir. Indeed, quotes from 

Goethe were written throughout Strauss’s sketchbooks, as well as possible titles, such as Trauer 

um München (Lament for Munich). Other sketches included an earlier written piece, München, 

which he was expanding, and the start of what he labelled an ‘Adagio for Strings’. 

Metamorphosen grew out of the strands of these three sketches, and is a lament for the physical 

and spiritual destruction of a nation and its culture through its own folly. Although it was 

originally conceived for string septet, the final version of Metamorphosen was subtitled, ‘A Study 

for 23 Solo Strings’. Although the section leaders have the primary solo roles, in fact every player 

has their own separate part that holds importance and contributes to a maddeningly thick, 

complex texture. 

 

While the destruction of the Munich Opera House may certainly have prompted Strauss 

to start thinking about writing some sort of threnody, it certainly was not Metamorphosen’s 

ultimate theme. It became his elegy for the destruction of German culture and a Goethean 

investigation into the underlying cause of war – the bestiality of man. The classical idea of 

metamorphosis is attaining the divine through knowledge of oneself; here, Strauss inverts so 

instead of advancing towards the divine, man actually regresses into bestiality. There is, 

ultimately, no chance for redemption. The musical definition of metamorphosis is the 

transformation of one motive into another. Again, Strauss subverts this concept: there are six 

motifs in Metamorphosen, and yet every time they are repeated they remain exactly the same. 

This could be representative of how German culture, instead of progressing and flourishing, 

grew stagnant under the regime, and was unable to move forward. 

The work opens stoically, with a great weight of despair felt in the lower strings. It is 

heavy, being almost dragged through to the entrance of the violins. Although it is in a loose 

sonata form, the majority of the piece (the development section) takes the form of a free 

fantasia. Throughout this, the tempo is constantly changing and becoming more fluid, a great 

crescendo towards a triumphant climax where the music erupts with a joy that then comes 

literally crashing down to a reprise of the opening material. A lengthy coda, winding down in 

both tempo and pitch, leads to the poetic crux of the piece. It is only here, at the very end of this 

monumental journey, that one motif is finally revealed to be the theme from Beethoven’s Eroica 

as we now hear it quoted in full. Inscribed in the score at this point are the words ‘IN 

MEMORIAM’; just as Beethoven dedicated Symphony no. 3 to the memory of a great man, 

Strauss acknowledges the faith that the German people had once had in Hitler. The musical 
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definition of metamorphosis is the transformation of one motive into another. Strauss subverts 

this concept: there are six motifs in Metamorphosen, and yet every time they are repeated they 

remain exactly the same. This is representative of how German culture, instead of progressing 

and flourishing, grew stagnant under the regime, and withered. 

Metamorphosen was premiered in Zürich in January 1946, under the direction of Paul 

Sacher. Sacher had been trying for some time to commission a work from Strauss for his string 

ensemble, and was now finally presented with a work. Strauss did not want to attend the 

premiere, but went instead to the dress rehearsal. He asked Sacher if he could conduct it; Sacher 

stepped down and Strauss assumed the podium. He conducted the work; when it was over, he 

simply stood there for several moments, then handed back the baton and left without a word. 

 

16’ – 25’ 
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Appendix B 

Soundbite Information 

Metamorphosen Septet 

Violin 1 Laura Barton 

Violin 2 Liam Oborne 

Viola 1 Cora Fabbri 

Viola 2 Ruby Shirres 

Cello 1 David Moran 

Cello 2 Jeremy Garside 

Bass Giovanni Vinci 

 

Metamorphosen 23 String 

Vln 1 Liam Oborne 

Vln 2 Kyla Matsuura-Miller (alumna) 

Vln 3 Mia Stanton 

Vln 4 Josef Hanna 

Vln 5 Claire Weatherhead 

Vln 6 Natasha Hanna 

Vln 7 Hana King 

Vln 8 Karla Hanna (alumna) 

Vln 9 Arna Morton (guest) 

Vln 10 William Huxtable 

 

 

 

 

 

 

 

Vla 1 Cora Fabbri 

Vla 2 Ruby Shirres 

Vla 3 Dasha Auer 

Vla 4 Jared Yapp 

Vla 5 Alex McDonald (alum) 
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Beethoven 

Violin 1 Violin 2 Viola Cello Bass 

Hana Mia  Cora  David  Caroline  

Claire Josef  Ruby  Caleb  Giovanni  

Natasha Arna  Dasha  Nick  Isabella  

Karla Kyla  Jared  Jeremy   

  Alex  Vicky   

 

FLUTES 

Lilly Yang 

Andrew Baird (alum) 

OBOES 

Emmanuel Cassimatis (alum) 

Ennes Mehmedbasic 

CLARINETS 

Andrew Fong 

Jarrod Linke 

Vlc 1 David Moran 

Vlc 2 Caleb Murray 

Vlc 3 Nick McManus 

Vlc 4 Jeremy Garside 

Vlc 5 Vicky Zhang (alumna) 

Db 1 Caroline Renn 

Db 2 Giovanni Vinci 

Db 3 Isabella Brown (guest) 
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BASSOONS 

Carol Wang 

Jye Todorov 

HORNS 

Emily Newham 

Billy Tanner 

Maraika Smit 

TRUMPETS 

Sophie Spencer 

Chris Grace 

TIMPANI 

Alison Fane 

PROJECT SCHEDULE 

Date Time Activity Location Repertoire 

April 11 4-6 Rehearsal Ballantyne Strauss 

April 18 4-5 Reh CANCELLED Council Chamber Strauss 

April 30 4-6 Rehearsal Hall Strauss 

May 5 10-11 Rehearsal Hall Strauss 

 11-12 Rehearsal Hall Beethoven 

May 7 3-4 Rehearsal Ballantyne Beethoven 

May 9 3-5 Rehearsal Ballantyne Strauss 

May 10 11-11.20 Soundcheck Hall  Strauss 

 11.25-11.45 Soundcheck Hall Beethoven 

 1-2 Concert Hall Beethoven, Strauss 
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Appendix C 

Recital One (June) Programme Notes 
 

Meditations on Michelangelo (2009)                  Jack Body (1944-2015) 

Laura Barton – Violin 

Aidan Boase – Piano 

Alexandra Ioan – Speaker  

i. No. 32 – Love’s Expostulation 

ii. No. 57 – Carnal and Spiritual Love 

iii. No. 21 – The Silk Worm 

iv. No. 54 – Love Lifts to God 

v. No. 27 – No Escape from Love 

vi. No. 46 – Love’s Flame doth Feed on Age 

vii. No. 78 – My Dear is Sleep 

Jack Body was one of New Zealand’s most eminent composers from the mid-1960s until 

his death in 2015. He spent a lot of time in Indonesia towards the beginning of his career, and 

much of his music since then was inspired by the tonal quality of Indonesian music and 

instruments, particularly the gamelan. Much like Bartok, he took field recordings of indigenous 

people creating music and found new ways to notate this to be performed by Western 

musicians. For his work towards enhancing New Zealand musical culture and composition, he 

was the first composer to be named a New Zealand Arts Icon in 2015 – the highest award given 

by the New Zealand Arts Foundation. 

Meditations on Michelangelo is based on Body’s 1982 setting of the love sonnets of 

Michelangelo for two female voices. These sonnets, that honour male beauty and lament the 

ravages of age, resonated Body throughout his life, and inspired him to reimagine them for solo 

violin and string orchestra. In this iteration, commissioned by Japanese violinist Rieko Suzuki, 

the solo line interacts with and joins the texture of the ensemble. Today, it will performed in 

Body’s arrangement for violin and piano, where the two parts are still equal but the violin takes 

a more soloistic role. Body worked to intensify the emotional quality of the music to convey the 

essence of Michelangelo’s words. Each movement is inspired by a particular sonnet; these will 

be read before the movement is played to evoke the imagination and atmosphere from which 

the music emerges. 
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Translations of the text: 

No. 32 – Love’s Expostulation 

If love be chaste, if virtue conquer ill, 

If fortune bind both lovers in one bond, 

If either at the other’s grief despond, 

If both be governed by one life, one will; 

If in two bodies one soul triumphs still, 

Raising the twain from earth to heaven beyond, 

If Love with one blow and one golden wand 

Have power both smitten breasts to pierce and thrill; 

If each the other love, himself forgoing, 

With such delight, such savour, and so well, 

That both to one sole end their wills combine; 

If thousands of these thoughts, all thought outgoing, 

Fail the least part of their firm love to tell: 

Say, can mere angry spite this knot untwine? 

 

No. 57 – Carnal and Spiritual Love 

Swift through the eyes unto the heart within 

All lovely forms that thrall our spirit stray: 

So smooth and broad and open is the way 

That thousands and not hundreds enter in. 

Burdened with scruples and weighed down with sin, 

These mortal beauties fill me with dismay; 

Nor find I one that doth not strive to stay 

My soul on transient joy, or lets me win 

The heaven I yearn for. Lo, when erring love –  

Who fills the world, howe’er his power we shun, 

Else were the world a grave and we undone –  

Assails the soul, if grace refuse to fan 

Our purged desires and make them soar above, 

What grief it were to have been born a man! 
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No. 21 – The Silk Worm 

Kind to the world, but to itself unkind, 

A worm is born, that dying noiselessly 

Despoils itself to clothe fair limbs, and be 

In its true worth by death alone divined. 

Oh, what that I might die, for her to find 

Raiment in my outworn mortality! 

That, changing like the snake, I might be free 

To cast the slough wherein I dwell confined! 

Nay, were it mine, that shaggy fleece that stays, 

Woven and wrought into a vestment fair, 

Around her beauteous bosom in such bliss! 

All through the day she’d clasp me! Would I were 

The shoes that bear her burden! When the ways 

Were wet with rain, her feet I then should kiss! 

 

No. 54 – Love Lifts to God 

From thy fair face I learn, O my loved lord, 

That which no mortal tongue can rightly say;  

The soul, imprisoned in her house of clay, 

Opened by thee to God hath often soared: 

And though the vulgar, vain, malignant horde 

Attribute what their grosser wills obey, 

Yet shall this fervent homage that I pay, 

This love, this faith, pure joys for us afford. 

Lo, all the lovely things we find on earth, 

Resemble for the soul that rightly sees, 

That source of bliss divine which gave us birth: 

Nor have we first-fruits or remembrances  

Of heaven elsewhere. Thus, lovely loyally, 

I rise to God and make death sweet by thee. 
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No. 27 – No Escape from Love 

I cannot by the utmost flight of thought 

Conceive another form of air or clay, 

Wherewith against thy beauty to array 

My wounded heart in armour fancy-wrought: 

For, lacking thee, so low my state is brought, 

That Love hath stolen all my strength away; 

Whence, when I fain would halve my griefs, they weigh 

With double sorrow, and I sink to nought. 

Thus all in vain my soul to scape thee flies, 

For ever faster flies her beauteous foe: 

From the swift-footed feebly run the slow! 

Yet with his hands Love wipes my weeping eyes, 

Saying, this toil will end in happy cheer; 

What costs the heart so much, must needs be dear! 

 

No. 46 – Love’s Flame doth Feed on Age 

If some mild heat of love in youth confessed 

Burns a fresh heart with swift consuming fire, 

What will the force be of a flame more dire 

Shut up within an old man’s cindery breast? 

If the mere lapse of lengthening years hath pressed 

So sorely that life, strength, and vigour tire, 

How shall he fare who must ere long expire, 

When to old ago is added love’s unrest? 

Weak as myself, he will be whirled away 

Like dust by winds kind in their cruelty, 

Robbing the loathly worm of its last prey. 

A little flame consumed and fed on me 

In my green age: now that the wood is dry, 

What hope against this fire more fierce have I? 

 

 



Master of Music (Research) Laura Barton 

79 
 

No. 78 – My Dear is Sleep 

Dear is the sleep, and more the being of stone, 

While that damage and shame endures; 

Not to see, not to feel great fortune; 

But do not arouse me, ah, speak low. 

 

 

Metamorphosen TrV 290 (1945 arr. 1996)       Richard Strauss (1864-1949) arr. Rudolf Leopold  

 

Laura Barton – Violin 

Liam Oborne – Violin 

Cora Fabbri – Viola 

Ruby Shirres – Viola 

David Moran – Cello 

Jeremy Garside – Cello 

Giovanni Vinci – Bass  

 

At the end of WWII, Richard Strauss had lost his reputation – not as a composer, but as 

a man. Persecuted both out of Germany, for supposedly supporting the Nazis, and within, for 

defying them, he was so desolate that he stopped composing. When he finally found the 

strength to start again, it was ‘journeywork’ and exercises. Out of these sketches aose the 

beginning of a setting of Goethe’s poem, Niemand wird sich selber kennen (No one can really 

know himself), probably for male choir. Indeed, quotes from Goethe appear throughout 

Strauss’s sketchbooks, as well as possible titles, such as Trauer um München (Lament for 

Munich). Other sketches from this time included an earlier piece, München, which he labelled 

an ‘Adagio for Strings’. Metamorphosen grew out of the strands of these sketches, and is a 

lament for the physical and spiritual destruction of a nation and its culture through its on folly. 

Although it was originally conceived for string septet, as evidenced when Strauss’ short score 

was discovered in 1990, the final version of Metamorphosen is subtitled, ‘A Study for 23 Solo 

Strings’. 

While the destruction of the Munich Opera House may have prompted Strauss to write 

some sort of threnody, it certainly was not Metamorphosen’s ultimate theme. It became his 

elegy for the destruction of German culture and a Goethean investigation into the underlying 

cause of war – the bestiality of man. The classical idea of metamorphosis is attaining the divine 

through knowledge of oneself; Strauss inverts this, so instead of advancing towards the divine, 
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man actually regresses into bestiality. The musical definition of metamorphosis is the 

transformation of one motive into another. Again, Strauss subverts this concept: there are six 

motifs in Metamorphosen, yet every time they are repeated they remain exactly the same. This 

could be representative of how German culture grew stagnant under the Nazi regime instead of 

progressing and flourishing. 

The work opens with a great weight of despair felt in the lower strings. Although in a 

loose sonata form, the majority of the piece (the development section) is a free fantasia. The 

tempo throughout is constantly changing and fluid, a great crescendo towards a triumphant 

climax where the music erupts with joy but then comes crashing down to a reprise of the 

opening material. A lengthy coda, winding down in both tempo and pitch leads to the poetic 

crux of the piece. It is only here, at the very end of this monumental journey, the one motif is 

finally revealed to be the theme from the funeral march of Beethoven’s Eroica, as we now hear 

it quoted in full. Inscribed in the score at this point are the words ‘IN MEMORIAM; just as 

Beethoven dedicated Symphony no. 3 to the memory of a great man, Strauss acknowledges the 

faith that the German people had once had in Hitler. Strauss claims that the Beethoven quote 

was not intentional, but rather that it had ‘escaped from his pen’. 

No one will know himself, 

Separate himself from his own ego; 

Still he tries every day, 

What outwardly is finally clear: 

What he is and what he was, 

What he can do, and what he likes. 

    Johann Wolfgang von Goethe 
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Appendix D  

Strauss Quotations read in Recital One 

“I didn’t want the war. On my account, no one had to die!”  

“I was slandered as a servile, selfish anti-Semite, whereas in truth I have always 

stressed at every opportunity to all the people that count here that I consider the Jew 

baiting as a disgrace to German honour, as evidence of incompetence, the basest 

weapon of untalented, lazy mediocrity against a higher intelligence and greater 

talent.” 

“I am not a hero, I haven’t the necessary strength. I prefer to withdraw.” 

“On 1st May 1945 ended the most terrible period for mankind – 12 years of the rule of 

bestiality, ignorance and illiteracy under the greatest criminals…” 

“I too am in a mood of despair! The Goethehaus, the world’s greatest sanctuary, 

destroyed! My beautiful Dresden—Weimar—Munich, all gone! This was the greatest 

catastrophe which has ever been brought into my life, for which there can be no 

consolation and in my old age, no hope.” 
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Appendix E 

Recital Two (October) Programme Notes 

 

Sonata in Eb major for Violin and Piano, Op. 18 (1888)            Richard Strauss (1864-1949) 

 

i. Allegro ma non troppo 

ii. Improvisation 

iii. Finale 

 

German composer Richard Strauss is most well-known today for his operas and 

orchestral tone-poems, but there is a slew of comparatively unexplored repertoire from earlier 

in his life. These include his violin concerto (the work with which he gave his first public 

performance, playing the piano reduction of the orchestral score), two piano trios, and a set of 

three sonatas for each violin, piano, and cello. While he was still honing his compositional style 

at this point, in each piece you can hear an unrestrained exuberance that is perhaps missing 

from some of his more ‘mature’ works. Still ever-present however, is the mastery of harmony 

and form that Strauss is renowned for. 

 

Strauss' effulgent Violin Sonata was the last piece of chamber music he wrote. It was 

written when the composer was just 23, and it was during its composition that he met the love 

of his life – the soprano Pauline de Ahna. Strauss' youthful fervour and the heady waves of the 

young-and-in-love can be heard throughout the work. As Strauss was proficient on both violin 

and piano, he knew their virtuosic potential, and exploited it here, pushing both performers to 

their limits. This is perhaps the reason that the work has not entered the well-known canon of 

violin repertoire, although its mellifluous harmonies and soaring melodies should earn it a place 

there. 

 

The work opens reflectively in the piano, before the violinist joins the melody, 

immediately establishing the two instruments as equals. Although reflective, it feels restless, 

and has trouble settling too frequently. This creates extremely long lines which are well-suited 

to the cantabile (singing) and dolcissimo (very sweet) directions throughout the movement.  

 

The second movement is titled Improvisation, which is somewhat misleading as it is very 

clearly notated and does not contain flighty candezas that you might associate with this heading. 
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The ‘improvisation’ refers more to the freedom of expression granted to the performers. After 

a turbulent development, we settle back into a delicately sweet grazioso, which continues in the 

piano as we return to the opening theme.  

 

Following a moody piano interlude that sounds like it belongs in a Brahms sonata, the 

music erupts and the violin enters with virtuosic runs that are bursting with joy. Moments like 

this are reminiscent of Don Juan, which was written at the same time. Alternates between open, 

expansive melodies, a playful scherzo, and unbridled exuberance. The work concludes with one 

last burst of Eb major, bringing my time at ANAM to an end. 

 














































































































































































































































































