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Richard Strauss 18641019
Enoch Arden op. 38

A Melodrama for Piano after Alfred Lord Tennyson

PART I

Prelude. Andante

“So these were wed”
Allegro appassionato
Tranquillo

Annie’s dream. Langsam.
PART II

(6] Prelude. Allegro moderato
“Thus over Enoch’s early-silvering head”
Allegro agitato

[9] Langsam
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Glenn Gould piano
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Enoch Arden was written in 1890 when its twenty-six-year-old composer was
fast becoming the most talked about young musician in Central Europe. In
ten years or so of intense activity he had managed to acquire two respectable
conducting appointments (Meiningen and Munich Opera), to acquire a most
formidable mentor in the person of Hans von Biilow and to turn out a daz-
zling succession of compositions - each one of which spoke the language of
romantic tonality with an ever more singular Bavarian accent - culminating
in the three most accomplished symphonic poems of his generation: Don
Juan, Macbeth and Death and Transfiguration.

It was a stimulating time in which to be a musician - the Nineties in
Germany. Richard Wagner, though now gone from the scene, still cast a hyp-
notic twilight glow upon most of the musicians of the younger generation. For
those who could resist his sorcery there was the accomplished virtuosity of
the masterful academician, Johannes Brahms. And for young people of vision
there existed the hopeful thought that in the not-too-distant future these two
opposing forces might in some mysterious way seem to have mutually par-
ticipated in the great tradition of German romanticism. It was an age in which
sheer size of the musical canvas or of the participating forces could at times
be mistaken for grandeur. And yet, curiously, it was also an age in which an
acute analytical perception was highly prized. It was an age in which a
thrilling future of new musical forms and new sonorities seemed close at
hand but also in which the terror of the unknown lurked. It was an age of
unparalleled accomplishment of musical technique and yet an age in which
the tonal order was irreparably in decay.

Into this age came the dynamic figure of Richard Strauss - cocky,
ambitious, politically wily and supremely talented. Strauss was not one who
chose sides in the Brahms-Wagner dispute, for, though he began his career
as a symphonist of a particularly straight-laced order, modeling himself after
Mendelssohn (he considered even Brahms too radical in his teens), he early
revealed a unique appreciation of timbre and tonal eccentricity which pre-
vented his being just another post-romantic symphonist. Similarly, his
enormous admiration for Wagner in his later twenties was compromised by
the fact that he himself was a somewhat bourgeois personality, a man less
passionately committed. His own special artistic vision was that of a style
which would have both the exaltation of Wagner and the solidity and security
of Brahms. There was a measure of the corrective disciplinarian about Strauss
and his music (the currently fashionable view of Strauss as a glutton who
revelled in the voluptuous excesses of sound is a good instance of confusion
between period and participants). And if one compares almost any of Strauss’s
early works with those of his contemporaries, one notices that along with
the sheer technical wizardry goes a most remarkable concern for the stability
of the structure.

With all this, Strauss was not really a deeply intellectual artist and though
his literary comprehension was by no means as limited as Hugo von Hof-
mannsthal’s jibes in later years would indicate, he was on occasion - especially
in the choice of subject matter - the victim of too much facility and too little
reflection. Certainly, it seems difficult to imagine what could have attracted
him to Tennyson’s drawing-room epic Enoch Arden. To be sure, the melodrama



setting was a vogue much admired in those days and it is possible that the
young Strauss, who was never averse to picking up a fast mark, may have
seized the opportunity of setting Adolf Strodtmann’s translation of the Tenny-
son poem in order to provide himself with concert fees from his restricted
piano playing ability. At any rate, the least that can be said of Enock is that
the score is nothing if not appropriate, since it certainly contains Strauss’s
most uncomfortably sentimental music.

Enoch does not really own any specific architectural ambition in the ordi-
nary sense. It is more closely allied with the manner of improvisation than
with the developing structure. One of the great things about Strauss’s music
is that most of it does possess a miraculous sense of the spontaneous and an
ability to suggest the extemporaneous, while in fact holding tight rein on
every facet of the architectural concept. But in Eroch Strauss only wishes to
extemporize and has no desire to disguise thereby a more intense structure.
Enoch quite simply was a relaxation - a diversion - for Strauss, however
unaccustomed our age may have become to a composer deliberately setting
aside some part of the deliberate calculations of his craft. But if there is not
any real attitude of development in Ernoch, the whole work certainly is based
upon the recurrence of identifiable and continually altering leitmotivs.

The piano accompaniment is a demonstration of Strauss’s prideful pleas-
ure in his ability to parallel extra-musical events musically; thus, the leitmotiv
associations are heavily indulged and the symbols which are constructed
for various primary and secondary states of mind provide quite a fascinating
revelation of Strauss’s concept of the interrelation of motive and key. The chief
characters are depicted as follows:

Enoch Arden -

Philip Ray -

EX.B

(A

Annie Lee -

EX.C B N i

o
v or

Strauss’s tonal preoccupations, like those of many other nineteenth-
century composers, were inextricably bound to a peculiarly absolute concept
of the physically relative functions of key signature, and to a large extent his
peculiar associations with the individual character of keys remained with him
throughout his lifetime. Thus, Enoch - the daring - the determined - the man
capable of selfless renunciation - is accorded E-flat major - the hero’s key of
Strauss’s imaginings; Philip Ray - quiet, comfortable, reliable - Enoch’s friend
and rival - E major; and Annie Lee - “The little wife to both” - G major - a
key which seems to have manifested a certain quality of gentle forbearance
to many other composers as well.

The most interesting parts of Strauss’s tonal wanderings are the trunca-
tions by modulation and the contrapuntal elisions of the score, even though



they exist here at a rather rudimentary level. Thus, the death of Annie’s child
(Annie’s motive in E minor):

On a slightly higher or at any rate more ambiguous level are the disguised inter-
lockings in the original motives accorded Philip and Enoch:

PHILIP RAY ENOCH ARDEN
EX.G 4 .

and best of all at the very opening the mysterious wave symbol in G minor,
through which a disembodied version of Enoch’s motive is perceived imprisoned in
the murky depths of the sea.

GLENN GOULD

Tennyson published Enoch Arden in 1864 in a volume entitled Idylls of the Hearth.
The poems in this volume, which also included the surprisingly tough and satirical
“Northern Farmer” group, represented a change of pace for the poet, who interrupted
work on his Idylls of the King in order to turn his attention to more contemporary
and realistic subjects. Enoch Arden was an immediate and overwhelming success,
going through countless editions, some of them folio volumes with copious
illustrations. It inspired (and continues to inspire) many imitations, reverent and
irreverent; it has been subjected to five-act dramatizations and has been treated as
an opera by the German composer Viktor Hansmann (1894). Richard Strauss wrote
his “Melodrama for Piano” to a translation of the poem by Adolf Strodtmann,
having been encouraged to do so by the famous actor Ernst von Possart. According
to Henry Finck, Possart “enraptured thousands by the declamation of Tennyson’s
story” when he made an extensive tour in 1897-1898, Strauss himself serving as
accompanist at the piano.

Analogues for the Enoch Arden legend go back as far as the Odyssey, but
Tennyson’s immediate inspirations were two: a real-life story told him by the sculp-
tor Woolner and a narrative poem by George Crabbe, The Parting Hour. Lacking
Crabbe’s ability to face ugly fact without sentimentality, Tennyson is still infinitely
the finer poet, one of the great virtuosos of the English language. Enoch Arden is
not among his finest work (although the tropical description inserted in the poem
is), but with the aid of Strauss’s musical vignettes and the declamatory powers of
a great actor, it can still send down the spine that singular chill which was for A. E.
Housman the supreme test of a great poem.



