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MacKay’s Poem

Und mmorgen|wird die Sonnelwieder|scheinen

Und puf demlﬂege,klen ich gehen werde,
Wird uns, die Glucklichen, sie|lwieder leinen
Inmitten dieser sonnenatmenden Erde ...

u dem Strand, dem weiten|wogenblauen,
Werden wir still und langsam|niedersteigen,

Stumm werden wir uns infdie Augen schauen,|
[Undbuf uns[sinktldes Gliickes stummes Schweigen ...

9 ¢¢ 3 ¢

Cyclical Space and Time: “again,” “waves,

3 ¢

Linear Space and Time: “tomorrow,

each other’s eyes,

path,” “descent”

And tomorrow|the sun will shineg again
And on thel path lhat | shall take

It will unite us, happy ones) again,
Amid this same sun-breathing earth ...

And to the shore, broad) blue-waved,
We shall quietly and slowly|descend,
Speechless we shall gaze intg each other’s eyes, |

And the speechless silence of bliss shall|talljon us ...

trans. Richard Stokes

Nature/Outer World

Individual/Inner World



Imagery of Linear
Space/Time

Functional Progressions

T5 Progressions

Imagery of Cyclical
Space/Time

Transformational
and Inversional
Relationships

Example 2. Tonal Structure of “Morgen™

/’ F-sharp Major \



“Morgen”

Piano Introduction
and

A section

Sophie Bevan
Malcolm Martineau
2016 Hyperiod Records Ltd

Singstimme

Morgen
tlohn Henry Maday? Max Reger, op. 66,10
Intro Ziemlich langsam, mit innigstem Ausdruck (nie schieppend)
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Example 2. Functional Interpretation of the Introduction in E-flat Major

LB

1 LF L

F 1 11 LF
N - Fr IAr

AT L

. ¥

Notated Form Fevised Form | Analvsis Hauptton(s) | Function 1n E-flat
D, F# A# Ebb, Gb, Bb Cb Ebb| Gb | Bb Db °Gb™ 25T of °Tp
D F# A Ebb, Gb, Bbb Ebb Gb Bbb Ebb™ °S of °Tp
C#£ E£. G, B Db, F, Abb,Cb | AbbCbEbb | Db F Ab Abb"/Db™ | °% /D of °Tp
F# A# C# E Gb, Bb, Db, Fb | Gb Bb Db | Fb AbbCh Ght/°Cb “5/D of °Sp
B.D# F# A Cb,Eb,Gb,A [AbCbLEL|Gb|EAC Cb™F* “Sp/(DofD)
D.F Ab, C BobDF | AbCEb Bb7/Ab™ S/D . . L .
E.G.Bb, Db CEG|BbDbE C+oF T: (SD) of Sp Example 3. Functional Interpretation of the Introduction in A Major
Bb, D F# Ab,C BbDE|DF#A|Ab CER | Bb/D7VADL™ | (SD/DofE) | o
Eb, G, Bb Eb G Bb Eb” T %
avy [ =
) I | |
Notated Form Fevised Form | Analvsis Hauptton(s) | Function in A
D, F# A# Bb, D F# GBbD | DF#A ‘D~ S/(°S of §)
Promising A Major D, F# A DF: A Dt 5

G, B, C# E# EGB|C#ESGE | °B/ICH “D/(D of Tp)

F# A% C# E F#A#C#|EGB | F#/°B (°S/D) of Sp (B minor)

B.D# F£ A BD#F#|AGCE BT°E (°S/D) of D (E Major)

D F Ab C D F G#B# |GEB#D#|DFA | GEFA °5/(D of E)

[A, C#. E] [AC#E] AT [T]

Klavier E.G.Bb, Db EGBbCx |ACEE|GBbE ATPD T (°S/D) of S
Bb. D F# Ab, C | Bb,D.F,G¥, |BbDF|DF£A| | Bb/DV/GE | °8 /S7/(D of E)
B# G#B£ D&
[A, C# E] [AC#E] AT [T]




Example 4. Tranformational Motives in the Introduction

descending descending fifths d maj3 d5
maj 3 prog. progression
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Example 5. Functional Analysis of the A Section

Example 6. Transformational Analysis of the A Section

el N T O N RS OO NN N N -
Simplified £y T perss Sofs DofS (D) S/T(S/D)ofS ST DofD D T
Analysis DofS
(evaded cad)

Notated Form | Eevised Form | Analvysis Hauptton(s) | Function in Eb

Eb. G, Bb Eb G Bb Eb™ T

G. D Bb GBbD D E

Eb,. G, Bb, Db Eb G Bb | Db E-Ab Eb"Db™ (S/D) of §

Ab_C_ Eb (Bb) EbGBb| AbCEDb Eb™/Ab™ 5

C# E. G# Db, Fb_Ab Db Fb Ab 2Ab 25 of §

C.E. G# Fb, Ab_ C DbFb Ab| AbCEb AbT (°S of S)/S

C#E.GB Db . Fb, G B DbFb AL | GB DR SAb/GT (°5/DofE) of 5

Bb, D _F Ab BbDF | Ab CEb BbT/AbT S/D

Gz B. D# F# | Ab Cb Eb Gb | Eb, Gb_ Bb | Ab Ch_Eb | “Bb/Eb 25/°T

E.G B Fb, G_B DEFbAL|GEBD 2Ab/GT (°S/Dof'E) of §

Ab, C_Eb, Gb EbGbEL | AbCEb “Bb/Ab™ &/°T

F.AC FAC E~ DofD

D F# A DFz A D+ Dof E

Bb D F Ab BbDF | AbGCEb Bb™/Ab™ s/

Eb. G.Db_Fb Eb GEb | Db Fb Ab Eb™/°Ab T (°S/D) of §

(Eb: T S S D D D T
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Example 7. Inversional Relationships in the A Section

°D °F °Ab

bb

°Cb

Cb* Ab*

F* D'



“Morgen,” B section

B Phrase 1 Phrase 2
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Example 8. Functional and Transformational Analyses of the B Section’s First Phrase

—3

I__;J

G minor G# minor F# Major G minor F minor
Notated Form Eevised Form | Analvsis Haupttons(s) | Function in.__
Eb, G, Db, Fb EbGEBL|DbFbAb Eb"/°Ab G: (°5/D)of"%
A C.Eb G DEA|CELG DG G: *5/D
D F£ A C DF2A|CELG DG G: *5/D
E.G#.D.F EGEE|DFA E7/°A G#: (°S8/D) of °%
Ax C# E, G DeEx A2 | CHE G# D#1/eG# G#: *5/D
G, A# CE E Fx A# C& E |DeFxAz | CEEGs D&t /ReGH G#: °5/D; C#: °5/(Dofl))
Db F_Ab_Bb C# E#. GE A% | EX A8 C# | CEE# G# F#/C# C# S5/T.F# D/T
C.D.E, G# B D Dx G |GEB2D# | DEA G#/DT F#: °5p/(DofD))
F#, A# C# F# A& C# F#* F= T[]
F# Az D F# A# Cx DeF# A# | A% Cx BE# cAHT F#: Tp/(Dofs)
D# F# A# D# F# A# oAH F# &
B#. D# TF#, A# D# F# Az | GE B D# PARIGET F#: & /(Dofl))
ACEEG GED|ACEE GT/AT F#: (8/D) of °
F.A C.Eb E# Gx.B#. D+ | E# Gx B2 | D& Ev Az E#7/°A# F#: (°S/D)of E
C.Eb,. G, Bb GEbD|CELG DG G: 25/°T
D F£ A C DF2A|CELG DG G: *5/D
Bb. Db, F, Ab FALE|BbDbF 2C/°F E: °5/°T
C.E.G CEG Cr E:D




Example 9. Functional and Transformational Analyses of the B Section’s Second Phrase Phrase

"Tg"
_F"...-'_'—'_‘-'-q._‘_\\
3 3 .
T+
Notated Form | Eevised Form | Analvsis Haupttons(s) | Function in___
C.E.G CEG C C:T
G B D# F GBED| BD#E: | FAC GYBYET C: 5/D/(DofE)
E.G# B, D EG:#B|DEA E7°A C: (°8/D) of Sp
A C#E£ G AC#E|CEE£GE | GBD | AYCH#Y/GT | D: 5/D/(Dof E)
F# A# CE E FEA#CZ|EGE F#/°B D: (°S/D) of Sp
DEAC DFA|FAC SAFT D: ?T/°D; C: §/Sp
F# A C E DF£A|ACE D*°E C: 5/(DofD); E: *S/*Dp
E, G# B EG#B E” E: T; [C: DofTp]
D F£ A DF£A D* E: 5 of Sp; [C: DofD]
F.A C# C# E# A or |CEEFGE|F#ACEOr[F *C# or E: (DofSp)/Sp [C: S/°8 ]
[DbEFE Al AC|DbF Ab] [F+/Db']
C.E.G CEG c* C.T
C.Bb.D.F CEG|BbDF C*/Bb~ C:(SD)of S
A CE ACE °E C: &
B, D& F# B.D# F# B B: T
A# C# E# A# C# E# E# B:
F#, A .C.E DF#A|ACE B*°E B: (°S/Dp) of S; C: &
/(DofD)




Example 10. Inversional Relationships in the B Section Example 11. Inversional Resolutions of the Augmented Triad
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“Morgen,”

A’ section
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Example 12. Summary of Transformational ‘“Harmony-Motives” Throughout the Song

a = augmented triad. Tz — “transfiguration™ motive
b=Ts; — “tomorrow™ motive

c =T, Te— “world-path™ motive

d=Ti, Tz — “ascent” motive

g = T — “descent”™ motive

f=1—"reflection”™ motive

f
A ! T T 1
F#—D"—(G#/C# —F# —B"—=E"—A+—D")—Bb"—Eb*(—"D—F—°Ab—°Cb"—Ab"—F"—D")—Bb"™—Eb*
Tl I L ;o
1 S~ b P c b
.h,_H_‘__P 1-“""---._ a
B

(Eb* oG D) —(E™ °G# D7) (D# CE#N—(GHFTFEY) F2—°A# AT—F* (°G D")—(°F C*) (GTE")—(A" F#") F# —A E*—=C'—B~
| I I L il | i1 I J 1 Il ]
d b a a g d a a e

A *
(C#"—A") diatonic sequence (D¥"—B™) C#—AT—D"—A"

L a a | &  Plagal Cadence
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