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CHAPTER I

INTRODUCTION
The purpose of this work, an analysis of the song ecycle,
Frauenliebe und Leben, (Op. 42) by Robert Schumann, is to recog-

nize the special features of the songs which will contribute to
their understanding and musical interpretation and performance.
The Ers ebe und Leben was chosen to be analyzed

because of its accepted value. Hugo Leichtentritt has commented

"it still remains among the most highly vrized achievements in
this line in the voeal literature of the Romantic period."l

The eight songs in this cycle (Op. 42) are set to the poems
of Chamisso. Though the lyrics are not unusually of a high
order . . . yety, as J. A. Fuller-laitland comments,

the music to which they are set reveals to us an extra-

ordinary depth of penetration inte . « . the intensity

and endurance of a pure woman's love. The master touch

appears at the end, in the instrumental coda which sum-

marizes all that has gone before and welds all the songs
into a whole.2

lHugo Leichtentritt, Musical Form (Cambridge: Harvard
?I’@SS' 1956), Pe 1650

2David Fwen, Music for the Millions (New York: Arco
Publishing Co., 1944)y pe 515. —



Lotte Lehmann discussing this song cycle has commented:

One often hears Chamisso's poems for this cycle

eriticized as being old fashioned. Perhaps for

those sophisticated ones who live one hundred per-

cent in the present, they are. But isn't this an

indication of a lack of imagination? The rather

sentimental maiden of this cycle may exaggerate her

feelings, and her way of expressing them certainly

is not 'modern' but isn't love always a romantically

exaggerated happiness or misery? Fach period has

its own peculiar expression. In this cycle try teo

forget the present and let yourself be free to enjoy

the romantic sentimentalist of a century wh%eh was

far less matter of faet than our own . +

The performance of this cycle should be uninterrupted.

Without the interruption of applause one can better maintain the
atmosphere which pervades this series of songs. FEven if these
songs differ in mood and each song demands flexibility in ex~
pression, still one should interpret the cycle with continuity
and coherence. The songs refer to the oneness of fate, life,

experience, joy, and sorrow, which, when united, seems indivis-
ible.?

Each of the eight songs will be analyzed according to
the following characteristics: melodie intervallic frequency,
tessitura, ambitus, rhythm, meter, tempo, dynamic levels, mode,
general harmonie structure, key, form, role of accompaniment,
and interpretation.

A brief resume of Robert Schumann's life, with more

emphasis on his songs and his mental malady, as well as an

3Lotte Lehmann, More Than Singing (New York: Boosey's
and Hawkes, 1946), p. 104. |

4Ibid.,
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introduction to the life and career of the poet, Adelbert von
Chamisso, vill provide a background which should be useful to
the performer of this cycle.

The further the performer advances in his art, the
higher the place which study takes in comparison with perform-
ance. Vocal ability and enterprise alone are not sufficient
without studying the intellectual, musical, and psychological
aspects of a song, as these are the equipment for interpretation,
the highest branch of the singer's art.’

Interpretation must be essentially individual. To that
end the interpreter has to work, and when he has reached it he
has begun to live musically. Interpretation is the highest
level of artistic endeavor after creation, but the performer
has certain privileges. It is given to him to interpret the
great emotions in the language of the poets ennobled by music.
But with these privileges there are responsibilities. In every
performance depends the life of musie. Any singer who has taken
part in bringing out a new work will appreciate the welght of
this prablcm.é

There are no short cuts to art, but if this treatise
contributes a little to the interpreter of this song cycle, it
will have served its purpose. The object is to give in the
shortest possible form, some information which may be found use-

ful. It is not the aim of this work to offer extensive formal

or harmoniec analyses of these songs.

SHarry Plunket Greene, Luteroretation in Sone
Macmillan and Co., Ltd., St. Hartin's Street, 194«

61916. 3 Da» 1.




CHAPTER II

ROBERT SCHUMANN
Early Life
The 1ife of Robert Schumann is the story of a simple

life. It was monotonous in appearance but in fact was full of
variety, and complexity. Because of deep experiences and
painful suffering, his life contained an inward drama whose
conflicts, clashes, victories, and defeats were simply the
viecissitudes of a soul developing freely or checked by obstacles.
Tragic elements latent in it from the first lead to tragedy.
Schumann's life wes a life of music with the elemental, spoantan-
eous, and sincere expression of all the emotions of a thrilling,
quivering, trembling heart.
On January 24, 1839, Schumann wrote to his fiancee,

Clara Wieck, as follows:

It often seems to me that you attach too little value

in music to what you yourself are as a girlj; namely, to

what is intimate, simple, lovable, and unartificial.

What you want most are s%arms and lightning flashes

all at once, and always what 1s new and never before.

But there are also, eternal conditions and moods which

govern us. The romantic does not lie in figures and

forms: it will be present in_any case, provided only

that the composer is a poet.l
‘In this message, Schumann is speaking about his life and defend-

ing it. Its interest does not lie in its "figures and forms,"

victor Baseh,

shumann, trans. C. A. Philips (New
York: Alfred A. Knoph,

MCMXXXI), pe vi.
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but in homely, domestic poetry which is so profound and arrest-
ing 1f one can but reveal it, and so intensely tragic if one
considers its concluding scenes.

If one has to enter into this life and make it live
once more, one must go back into the vanished and almost leg-
endary Germany of the beginning of the last century; a provincial
Germany to which the sounds of the great world penetrated so
faintly that the inner 1life could develop in full freedom and
its full extent; a 1litile town of Saxony where the countryside
was not yel unprofaned by factory chimneys, and men's souls hed
net bloomed by a feverish absorption in trade; where romanticism
had softened and enervated men's ninds and made nebulous, where
the sublime words and grave melodles of the hercves of literature
and musiec fell on attentive ears, where every day life, slow,
heavy, and caim, was shot through with the reminiscenses of the
verses of Schiller and Goethe and the melodies of Haydn, Hozart;
where the girls would gasge languorously at the heavens, while
cutting bread and butter for their little brothers, and where
the young men would rhapsedize in the exalted style of Jean
Paul's adolescent heroces, while draining innumerable glasses of

b@z‘@?aa

2It was a time when the old tales of romance and knight-
ly adventure were being revived in all their glamourj when the
new ideals of soclal and political freedom whre still morning-
fresh and thrilling with promise; when life itself seemed very
full of poetry. Literature and art, faithful reflectors of the
times, responded with what is known as the Romantic music. 1€
was a time of music which demanded broad general culture, lively
imagination, and quick human sympathy, as well as musicianship.
And because Schumann was better read and more intellectual than
the impulsive Schubert, more emotional than the conservative
Mendelssohn, more balanced than the erratic Berlioz, more manly
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The intellectual centre of these little towns was as
a rule, the book-shop, where the local budget of news took
shape and was talked over in the evenings, as the customers
turned pages of the latest literary novelties from Leipzig, and
exchanged comments with such dramatic diversity at the opening
of the nineteenth century.3

It was in such a city of books as this, Zwickau, that
Robert Schumann was born on June 8, 1810, He was the fifth of
the Schumann children, his mother's and father's dream child.
Nothing was quite good enough for this beautiful baby. His
family all loved and spoiled him and provided him with a very
happy childhood., The music of Schumann is alive with the mem-
ories of that happy childhood. As Victor Basch says: "He knows
how to speak of the very young and to the very young as no
musician before or after him has sp@ken,"4 It ig plain that

little Robert was that most precious and interesting phenomenon,

and wholesome than the exotic Choplin, and withal, an excellent
Bach bred musiclan, Schumann is the most representative of the
Romantie composers.

. Muslc

Lillian Baldwin, A kxgggag;'§ Antholog)
(CleVeland, Ohio: Kulas ?eundatiea, 540 5%3

Jean Paul was the idol of young Garmany in the early
nineteenth century. His languishing moods, his extravagant
- style and mannerisms were imitated !aithfuil Robert was an
ardent follower . . . much of the ecstatic saaring and melan-
choly brooding of Schumann's music may be interpreted as linger-
ing reflections of the romantic Jean Paul of his youth.

MU 3 pt 380

3The Schumann Brothers Book Shop established in 1806 by
Robert Schumann's father and an uncle, was the intellectual
centre of these little towns.

Annie W, Patarsen, Schumann (New York: ¥, P, Dutton and
Coey INncs), pp. 67, i

4Baldwin, op.: eityy pd 363




a truly creative child. No soconer had he realized what a story,
a play or a piece of music was, than he wanted to make one too.
No one lured or goaded him into self expression or made him
self conscious about it., His imagination would go to work upon
what ever he read and dramatize it, after which there had to
be a performance by a neighborhood eastls

August Schumann, his father, took the keenest interest
in the dévelopment of his four sons, and spent many an hour
discussing literature and the importance of the study of for-
eign languages with them;é

In the years of adolescence Schumann's life was indeed
unusually difficult., Between the ages of fourteen and sixteen
his character underwent a profound modification. His joyous,
frank, opeh nature became melancholy, taciturn, and introspec-
tive. He appeared indifferent, inattentive, and indolent, with
a curious outward passivity. "He would abandon himself to
mystical reveries, which he loved to express by improvising at

the piano in the evenings, drawing sobs even from himself."”

51bid., p. 37.
6Ipid.

7121@*, p. 10

Later on, the tragedy of his hand in 1833 prevented him
from playing. He wrote Clara, May 31, 1840: "My lame hand makes
me wretched sometimes . . . I% grows worse too . . . 1 often be-
moan my fate and demand to know why Heaven sent me thls partieu-
lar trial. It would mean so much if I were able to play. It
would give utterance to all musiec surging within me! As it is
I can barely play at all, but stumble along with my fingers ali
mixed up in a terrible way. It causes me a great distress.”

Karl Stork (ed.) sters of Robert Schumapn, trans.
Han?gg (London: John Murray, Albermarle Street, W
Pe .
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But though outwardly he seemed passive, and continued to
appear so during his whole life, his inner nature was in a con-
stant state of ferment, and as it were, always aquiver. From
the age of seventeen on we can follow its every fluctuation in
the letters which he wrote to his friends and afterwards to his
mother and his fiance.®

His activity during these transition years was poetic
rather than musical, and even later wavered between poetry and
music. He started as a poet. Living amongst the books piled
upon the shelves of his father's bookstore, he wrote poems,
dramas, and stories.’

A youthful infatuation for two girls, Nanni and Lilly,
lent warmth and exalted mood to the poetic work of Schumann when
he was seventeen. But it was not until a year later that he
finally made up his mind to devote himself exclusively to music,
and, under the influence of a new love (Ernestine von Fricken),
he composed his variations on the theme, Ahggg.lo

Shortly prior to this he had entered in his diary: "I
do not know gquite clearly myself what I am really. I belleve
I have imagination, and nobody disputes that. 4 deep thinker I
am noty I can never follow logically the thread which I may have
started well. Whether I am a poet--for one can never become

one--posterity will judge."ll

8Baaeh, op. eit., p. 11

10Kax Graf, Erom g_em.?hm Lo £
Philosophical Library, 1947), p. 42,

111pid., p. 43.

ol ( New York:



Tven after Schumann turned to music altogether, his
poetic talent merely receded. He became a poetic musician and

a novelist in his symphonies and in much of his plano music.t?

The Romantic Composer

It is habitual to speak of the great Romantic composers
as poets of music, but few deserve this sobriquet as well as
Schumann. Whatever he wrote was deeply poetic, rich with imag-
ination, feeling, tenderness, and fancy. His gamut was wides
he could be not only lyric, but dramatic and epic as well. Gen-
tleness and tranquility are sometimes found in his slow movements,
but at other times, he could be passionate, intense, febrile,
and cogent, Only Brahms surpasses him in his capacity to suggest
many different moods and to express widely ranging emotions,13

Schumann was master of the song form and i1ts kindred
varieties. He had command of all romantic types of music with
the exception of the opera, and his pregnant individuality eman-
ates from every sentence. Strong threads however tied him to
' Beethoven and Schubert. One of his original traits was his pen-
chant for eempiicahsé rhythm, which fasecinated Brahms so much.
Occasionally he carried the relentless playing with a rhythmie

12§g1g,
Schumann was one of the principal composers of the 19th
century in song, plano, and symp oa{. He 1s also the most noted
19th century critic. As editor of the Neue Zeltschrift fur
(Hew Musgic curnal) he wrote many essays and valua
cisms championing the gause of good musiec and musicians through
the fictitious "Davidbundler® (i.e., the society of David against
the musieal Philistines).

Miller, Hugh Milton, History of Music (New York: Barnes &
Noble, Ineo’ 1%53), Po 164,

13Ewen, ops gitey pe 506.
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pattern to great excess, and while certaln passages-~often whole
movements~--are unquestionably monotonous and even irritating,
one can simply dispose of the practice by calling 1t a stylis~
tic, symbolie peculiarity which even had a constructive function.
His harmonic language is original and varied with such charac-~
teristics as the chromatic passing tone and the unorthodox
resolution of a foreign tone. 14

Some of the distinguishing characteristics of Schumann's
music are: poetic content and the ideas and imagination that lie
behind it, variety and intimacy of mood, and a plcturesqueness
rather than a formality of musical expression. In other words,
Bach, Haydn and Mozart were musiclans, while Schumann was, in
the fullest sense of the word, a tone poet.

How people regarded Schumann's music in 1840 is shown in
an extract from a letter by Franz Liszt:

I enjoyed daily an hourly intercourse with Schumann
while in Leipzig (especially at the beginning of 1840)
and my knowledge of his works thus became still more
intimate and deep. Since first becoming acquainted
with his compositions, I had played several of them in
private circles of Hiian Vienna, . » . but without
being able to win any atéentien. They did not suit
the publie, and few pianists understood them. The
musicians . . « who considered themselves connolsseurs,
had too dull ears to comprehend this charming, taste-
ful "Carnaval," so full of harmonious and artistic
faney. 1 do not doubt that time when this work will
be unanimously awarded a place « « « The repeated
failure of my performances of Schumann's compositions,
both in private and in public, discouraged me from
entering them on the programmes for my concerts . . »
which I but seldom planned myself partly from negli-
gence and weariness when at the height of my fame . .
This was the error which I afterward recognized . . .
that, for an artist who would deserve the name, it is

14%. 8« B, Mathews, How Understand Music (Philadelphia
Theodore Presser éo., 18885,‘p. g%‘. ‘ R ’
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far better to displease the public than to let himself
R SIS Ed
’

Only the sheer merit of his musical ideas, thelr roman-
tic charm, their freshness of mood, their sincerity and profundity
have enabled his symphonies to live.lé Their melodic content
is often exquisitely lovely, though not so frequently overworked
as in the case of Schubert, but his rhythmic and harmonic con-
tributions are surpassingly beautiful and original. Schumann's
constant study of Bach gave him a facile command over the
resources of fugue, counterpoint, and canon, and often Schumann
himself was surprised to cateh himself unconsciously casting
his musical thoughts into contrapuntal forms. "In my latest
composition," he remarks in 1838, "I often hear many things I
cannot explain. It is most extraordinary how I write almost
everything in canon, and only detect the imltation afterward and
often find inversions, rhythm in contrary motiea."17 His mastery
of counterpoint proved invaluable in the larger works, hence we
discover in Schumann a much higher degree of thematic develop-
ment, coherence of musical thought, and ¢climactic effects than

in the case of Sehﬁbertnla We S+ B. lMathews comments:

§

15yon Wasielwski, Life of Robert Schumann, Trans. A. L.
Alger (New York: Entered according to the Act of Congress in the
office of the Librarian of Congress, at Washington, by Oliver
Ditson & Ge.), UPe 269=270.

16pavid Frie Berg, Fundamentals
The Carter Institute, 192%} 1]

17&&9 3 Do 123.

18rrnest Hutcheson, The Literature of Piano (New York:
A. A, Km.ff, 1943), P 59

of Musical Art (New York:
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It is Schumann who has in one effort taught the musi-
cal world two lessons: that there is poetry in music
and there is music in the pianoforte. HHis creativity
busied itself along lines where poetry and music join.
Although an imaginative and fanciful person, he had a
true instinet for valid and logical expression in
music. S0, even in most far-fetched passages, the
melodie and harmonic sequences, although new, are in-
herently right, and entirely compatible with those of
Bach and Beethoven. Hence whatever ground his music
has gained, it has held. On the other hand, he had
also a fancy in which every fantastic idea found con-
genial soil. The proper, the conventional, the allow-
able meant nothing to him. He gave loose rein to his
humor and followed it wherever it led. For at the
bottom he had the key to the riddle--the relation of
music to emotion. 4nd so while his faney took him far,
into many new paths, his fine musical sense kept him
from passing beyond what was inherently right in musiec,
as such. That he often passes beyond the agreeable, we
can afford to forgive for the sake of the vigor of his
imagination, and the inherent sweetness and soundness
of his disposition. And it is these whigh on the whole
have supported and justified his works.

Hs Songs
In the first and incidentally the richest year, 1840,

Schumann's greatest creative period, he brought forth no less
than one hundred thirty eight compositions. The sudden trans-
ition into a branch of composition with which he had seldom
meddled was caused by a special influence--his happiness with
his wife, Clara. From then on when he gomposed songs they were
Lieder of the purest romantic character. He did not wish to
pursue a rational interpretation of the word; rather, he wished
to "liberate the word from the curse of reason and, by means of
unity of feeling between the language and music to fuse them

into something like a universal art-work,"20

19Mathews, op. g¢it., p. 193.

20p1fred Finstein, Music in R Q@gg%;g Era (New York:
W, W. Horton and Campany,’lnc., 1947), pp. 186-187.
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Jenny Lind (1820-1887), was Clara and Robert Schumann's

favorite interpreter of his songs:

« « « Her enthusiasm for Schumann's genlus . . . in
1846 . . . seems to have let her, instinctively, in-
side his music and even Madame Schumann was surprised
at the speed with which she took possession of his
songs, at the delicate security of the interpretation
of his mind. 'Ah! who was it that made the sun shine?'
she rejoined when the composer sald that her singing
made him feel it warm on his back. She felt her whole
being moved under his sensitive hand; and she felt all
the vibrations of his sentiment. At the close of her
life, while she lay on her deathbed . . . in weakness
and misery, once as her daughter opened the shutters
and let in a ray of morning sun, she just let her lips
shape the first bars of the old song she loved, ‘An
den SGggensehein!' They were the last notes she sang
on earth.

In Clara's diary, March, 1850: All Robert's
songs she sang in the manner which I have pictured
them sung. She does not pass by any delicate point,
which others overlook, in the same way it is a real
pleasure to watch her . . . for nothing escapes, not
even the softest, most subtle harmonic change . . .
She whispered to me one day: 'What a genius your hus-
band is, how much I revere him.' How pleased she
always was on noticing that she had sung his songs to
his satisfaction! But let this suffice, for words are
but a poor reproduction of the feelings.2l

In the matter of texts Schumann began where Schubert
left off, with Heine.22 The great German poet who stands in
the midst of Schubert's work, Goethe, contributed only a few
passages from the West-Ostlicher Diwan and, in Schumann's later,
brooding years--the songs from Wilhelm Meister. There was a
generation of poets filled with a somewhat more penetrating

2lol1land and Rockstro, Je the Artist (New
Yorks: Seribner's Sons, 1893), ;’ap.:”fz% 4'%3“.

22gchumann wrote: "I have a horror of setting verses to
masie. It is not that I insist on a great poet, but I must have
beauty of language and sentiment. Well, I shall certainly not
give up my fine idea, for I feel I have the dramatic talent.”
atﬁrk, Lif) e m" pa 228.
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conception of the Romantic era, which kindled Schumann's ardor.
Among them was Joseph von Bichendorff, with his original feel-
ing for everything natural, full of secrets of night; the
Swabian Justinus Xerner, a mixture of simplicity and mysticism;
and the fine and sensitive Adelbert von Chamisso.23
Schumann was master of the song form. Hadow has writ-

ten of the Schumann songs: "As illustrations of lyric poetry,
they are unsurpassed in the whole history of art." With him
the terms "words" and "setting," "melody" and "accompaniment,"
lose thelr distinctive meanings; all are fused into a single
whole in which no part has the prominence. He follows every
shade of the poet's thought with perfect union of sympathy, he
catches 1ts tone, he echces its phrase, he almost anticlpates
its issue. It is not too much to say that no man can under-
stand Heine who does not know Schumann's treatment of the Buch
der Lieder.2*

His songs are interesting also in certain matters of

form. He was the first composer who ventured to end

witb an 1mperfecs eaaenee. if uhe words were abrupt

ana ™ en

too, he ends his earlier verues with a hal cadence

and so makes the song cantineua througheut as in
Mondnacht and the Zuleika. &nather is his
curious use of dec tory Paasa es, nelther exact
melody nor exact recitative, as in 5§9LL§
But no exact analysis can de justice to the beauty
the varieties, and the pra!usi@a Gf his lyrics. ﬁﬁ
anﬂ_ﬂ;g Belden Gr adlier Two .renadiera ’ of
Schbne Wiege and &z, der has

Herrlichste von
aasuraély some claim to be considered the most poeti~
cal of musiclans.25

23Finstein, gps Site«, ps 187
Z%QH, Ohs s&‘! Ps 5'14‘ 2§IELQ~
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Actually most of his songs are duets for the plano
and voice; the piano plays a more prominent role in the early
songs, but the latter songs lend equal importance to the plano
and vmice.26

It was highly important for Schumann that he had
already in his background twenty three piano works--a world of
instrumental poetry, pianistic virtuosity, and great original-
ity. From the beginning, the plano, the "accompaniment," had
to play a different role in his songs than 1%t had in Schubert's.
In Schubert, an equilibrium prevails; in every gentle fluctua-
tion of the balance, the word always leads, the plano subordin-
ates itself. In Schumann, the plano plays a new role. It is
more refined in sonority and more cunning in technique, although
i1t seems to be simple. To it falls the task of emphasizing the
finer traits of the poem, creating transitions, of rounding out
a group of songs, of supplying a commentary in the prelude and
particularly, the postlude, of giving final expression to the
surplus feeling--in short, as Schumann himself has expressed 1t,
of contributing to a "more highly artistic and more profound
kind of songe"27

Einstein wrotes

Schumann loved cycles. Often~--as in the Heine song se-
quancea Op. 24--the connection 1s as little manifest

as in the Carnaval or the Krelsleriana piano cycles;

2éﬁutehesan, op+ gite, p. 155.

The increased sonority of the plano over the earlier
ke{board instruments provided an adequate support for the solo
VO.LC@e

Millﬁr’ OB mn, Pe 151»

27rinstein, op. git., p. 187.
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nevertheless, it is perceptible in the relation beiween
the keys and contrasts. Contrasts often permit
Schumann to achieve epigrammatic brevity, which is
at once extreme in tension and fulfilment. Schumann
set t? musgﬁgne of Heine:)s 1§2n1§ qug?raixizgh(
yggé}.; ) xfz zagens Op. 24. No. y W prelude
and repetition of the emphatic question at the end,
in eleven measures; and it requires no indication of
the manners of delivery, so perfect is the musical in-
vestiture of the word. The next cyecle lyrthen, Op.
25, is marked by a dedication and an epilogue ( Zam
Sehluss) as a gift for his "beloved bride,” Clara Wieck.
This eyele contains no less than twenty six numbers
by various poets--Goethe, Riickert, Byron, lioore, Heine,
Burns, and Mesen. It is kalelidoscopic and yet anified,
forming a compendium of Schumann's complete lyrical
expression, with nocturnally tender eroticism of the
W :;he mysterious exuberance of the Lotugblume,
the high spirits of the second song out of the
schenkenbuch, the intimaey of the Suleika song from

e West- ; ran of Gnetge, or the folk quality
of the Highland songs of Burns.2

Three ballads (Op. 31) to texts by Chamisso are marked

with a naturalism that anticipates by deveral decades comparable

pieces of Hussorgsky.@
Finstein again comments:

Again and again, until creative exhaustion nade its
appearance, he succeeded in producing solitary pleces
of this sort. Most of these pleces, to be sure, are
of overpoweringly Romantic fullness and beauty, espec-
ially when Schumann came upon a poet possessed of a
spiritual kinship with him, like Justinus Kerner, Op.
35, where are fourd the enchanting Mondnachb and the
mysterious Zwielicht. Shortly thereafter, in his
Frauenliebe, Op. 42, he recalled the two Schubert
tdramas in pictures,' the Millerlieder and the

‘ . But we have even greater delight in his
songs when he relaxes to the novelistic bond of con-
nection, as inQichterliebe, from Heine's ' *

, Op. 48, in which the composer exceeds the
whole gamut of emotion heretofore exhibited in his
lyries, from pathos, from intimacy, %o irony, and to
grim humor.

283pid., pp. 187-188.
291bid., p. 188.
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With the years--beginning as early as 1840-~his ex~-
clusiveness changed; he wished to descend to the
level of the people. He composed an entire album
of songs for the young (Op. 79), without at times
being able to prevent its simplicity from becoming
highest refinement, as for example in Mérike's Er
ist's (No. 23, Eriihling'lHast ggxﬁ Band) .

In the setting of th text even Hugo Wolf can hard=-
ly be said to have excelled him. A folk quality
became the hallmark also of Schumann's later ballads
and romances. Nothing is more significant of this
tendency than his die %Op. 49), the text
of which, in a French translation, was also set to
misie about the same time by Wagner. Out of Heine's
ballad, Wagner made a great operatic scene, with
recita%iva and orchestral tremolos, without any re-
gard for the strophic form of the poen; and he
placed the melody of the ligrselllaise, which is a
kind of elimax of the song, in the accompaniment.
With Schumann, it is presented by the volcej every-
thing is simple, compelling, completely aware of the
1limits of the ballad.

Later, in the years of his failing powers, his
simplicity became more , s wWith a corres~
ponding loss of the sureness of his literary
instinct, and, on the other hand, he fell into a
manner, that telltale sign of weakness--into the
brooding and the psychologistic, as in the songs
and other vocal works from Goethe's Meister
(Ope 98a), or in some of his ballads where he made
so much o} the description and yet nelther achieved
complete pietorial vividness nor gave the whole pic~-
ture by suggestion--as he had so often succeeded in
doing before,30

His Mental Illness and Death

The uncertainty of Schumann's health and the fact that
his only sister died insane greatly alarmed Frederick Wieck,
father of Clara. This is one of the reasons why he opposed
their marriage. Nevertheless, they were married September 12,

1840, in Leipzig.

BOM', P 189-
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In 1845, Schumann's health suddenly failedj; he was
forced to discontinue all works Careful nursing restored him,
but left him with exeruciating premonitions.

A relapse in 1846 confirmed his gloomy forebodings.

To distract his mind he resumed his work with lncreased fer-
vor, only to further aggravate his condition.31

In the year 1853, the night was indeed falling--a
thiek darkness full of unspeakable terrors. Impeccable fate
was silently working itself out. For months Schumann had been,
or rather appeared to be, in perfect health. His wife had
noticed a state of well-being, gayety and good spirits in him,
which inspired her with nothing but joyful confidence.

Apart from three great nervous crises through which
he passed in the years 1833, 1838, 1844, we have
noted in Schumann « « « a mental inatahility an
alternation between good spirits and depression in
which the depressed mood predominated, an uneasiness,
a mental anguish, a disinclination to talk, and at
times, a curious passiveness, which were no doubt a
necessary part of his artistic temperament, and, as
it were, the price which he pald for it a é for the
overstrain to which he subjected himself.

During the later years these had been aggravated by
auditory hallucinations of a somewhat alarming nature. But
there was another and more alarming symptom. It concerned his
intellectusl faculties. Schumann had a sane intelligence and

a firm understanding, devoid of any mystical element. Iu spite

318erg, op+ cits, pe 120.

327he death of his brother and sister-in-law threw him
into the profoundest melancholy during which the first alarm-
ing symptoms of his nervous malady agpeared. Little by little
he recovered and resumed work. In 1834, he founded the "Neue
Zeitschrift fdar Musik."

mo 3 D 121.
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of idealism, he never lost touch with reality. A4s he advanced
from youth to maturity, he turned away from Jean Paul's ecstatlc
reveries and Hoffmann's visions, and became more attached to
Goethe and Shakespeare.33 On October 17, he wrote among his
notes in his diary: "Attempt to call up spirits, which did
not succeed." Clara recorded three seances without seeing
anything extraordinary or alarming in them: "Robert was quite
happy (to oecupy himself with table turning as he always lis
when he is not feeling very well). As soon as he begins to
practice it, he feels well and pleasantly overexcited." A4nd
again she writes quite seriously: "Robert is delighted with
miraculougs force and has ended by becoming fond of the little
table and has promised it a new cover," She had not grasped
the faet that this denoted a weakening of his intellectual
power, just as she had not noticed that he now spoke, not only
infrequently, but slowly, thickly, and with aifficulty.3*

The erisis, then, was more imminent than the friends
immediately surrounding the sick man believed it to be. How-
ever that may be, it was cruelly abrupt. It started during
the night between February 10 and 11 (1854) with "violent and
painful auditory symptoms" which Schumann noted in his pocket-
book. Clara wrote: "On the night between the 10th and
Saturday, the 1lth, Robert suffered so much from an infection
of his hearing that he did not close his eyes all night. He

33victor Baschy, op. cik., p. 213.
341pid., p. 214.
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heard the same note sounding all the time." On the 1llth,
~ Schumann wrote: "4 wretched night (suffering from my hearing
and my head). WVent with Dietrich to the library." On the
12th he wrote: "Still worse, but in a wonderful way." The
word wonderful (wunderbar) as used by Robert Schumann means
gstrange and marvelous. These sounds which he could no longer
help hearing, seemed to him wonderfully lovely after he had
ceased to be obsessed by them. These hallucinations were
accompanied by visions which produced an emotional reaction
of joy and happiness. A4fter ﬂnticing.that the night between
the 1lth and 12th had been as before, and that Robert's
sufferings had ceased only for two hours during the day, Clara
wrote: "My poor Robert suffers horribly! All noises sound
like musiec to him! The doctor said he could do absolutely
nothing." The following nights (after the 12th) were very
bad. He hardly slept. 1In the day time he tried to work, but
succeeded at the cost of terrible effort.? He said several
times that if this did not stop, it could destroy his reason.
The anditory hallucinations have become so intense that he
heard whole pleces, as though played by an sreheatra.36 On
the night of the 17th when théy had no% long gone to bed,
Robert got up again and wrote down a theme, which he sald the
angels were singing to him. When he had finished writing he
went back to bed, and his fancy wandered during the whole night,
his eyes being opened, gazing to heaven all the time, he was firml

351bid., p. 215.
361p14., pp. 215-216.
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convineed that angels were hovering round him and giving him
the most glorious revelations, all in wonderful music. "They
were calling us to welcome us," he said., In the morning

there was a terrible change. The angelic voices turned to
demon vaicab, accompanied by horrible music. He screamed with
pain for, as he told Clara afterward, they had fallen upon him
in the form of tigers and hyenas, and seized hold of him. Twe
doctors fmt him to bed for a few hours. Then he got up again
and corrected his violin concerto. By doing this he sald "he
got a little relief from the incessant sound of noises.” On
the 19th, he spent the day in bed, terribly tormented by evil
spirité. At eleven o'clock he became quietery the angels had
promised him sleep. On the 20th Robert spent the whole day
listening to angel voices.37 His eyes were full of rapture.
On the 2lst he was delirious all night. His condition was
generally more agitated when he read the Bible. He was col-

n and he had perhaps

lecting passages for his Dichtergarte
steeped himself too deeply in things which confused his mind,
for his sufferings were almost consistently of a religious
order, The delirium continued on the following days. The
mechanical impulse towards artistic work was so strong in him
that he composed variations on a theme in E flat major which
he had composed during the night of the 10th. He also wrote
two letters. But that night he asked Clara to leave him, for
fear he might harm her, He said farewell to Clara and made

37%. s P 21?.
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arrangements for the disposal eof his fortunes and works. On
the 25th he felt better, and played and ate his supper with
good appetites In the evening he asked for his clothes, he
wanted to go to a lunatic asylum. He sald "he was no longer
able to control himself and could not answer for what he might
do.“38 The doctors persuaded him to go to bed and send for a
male nurse. On the next day, the 26th, he got up, in a state
of profound melancholy. He was in the middle of copying out
the last Variations of the E flat Major Theme when, taking
advantage of a momentary absence of his wife, who had gone out
with thelr elder daughter, he rushed out without boots or
waistcoat into the pouring rain. Driven by mental anguish,
Schumann went straight to the bridge over the Rhine and threw
himself into the river. Some boatmen had jumped in after him,
and managed to reach him and bring him ashore. The necessary
precautions were at last taken. Clara was not allowed to see
him and the sick man was given two kaapers.-?‘? He showed no
anxiety about Clara. He sent her the Variations asking her te
play them. In March he had another attack. FIe was »ut to bed,
his family and friends were all kept away from him. He never
ceased telling the doctors to take him to a lunatic asylum,
for there alone he thought he might be cured. With the consent
of Clara, on March 4, Schumann was moved to the establishment

kept by Dr. Richardz at Bonn.

381pi4., p. 218.

39Clara was pregnant and they did not want to excite
him by letting him see her.
ibid., ». 219.
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The tragedy aroused the deepest consternation and ae-
tive sympathy among Schumann's friends. Clara, however,
displayed her accustomed courage. As early as the 5th she
started "her beloved mausic” again, and on the 6th she resumed
the sole support of her seven chiltiren.w

The municipality of Boan informed her, moreover, of
its intention of maintaining Schumann in his post and con-
tinued to pay her his salary. From this time onward, the ray
of 1ight plercing the darkness which had deseended on Schumann's
reason seemed to grow sironger and stronger. His physical
health was excellent. His eyes were clear and gentle and
he had grown fatier, but had had lapses of memory, and fall-
ing reasoning power. On August 19, 1t was Brahms who made the
sad pllgrimage and wrote an account of his impression to Claras
"Schunann has not changed," he wrote, "the auditory hallueina-
tions persisted."4l

Clara was forbidden to see her suffering husband dur-
ing the six months the tragic separation lasted. ©She had
nothing to comfort her but the presence of Bratms and the
music she made with him. By the doctor's advice she wrote
several times to Robert, to which he answered coherently. He
seemed to have awakened from a dream for awhile. He always
wrote to his friends and he kept composing music. He also
played piano duets with Brahms, All this seenmed rational and

reassuring. Unfortunately, on January 11, Clara received a

401p1d., p. 220.
411bid., p. 223.
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letter written under the influence of the most racking mental
anguishs "My Clara, I feel as though a terrible danger were
threatening me! Oh the thought that I shall never see you
again, you and the childrenl" When speaking about music,
Schumann was perfectly normal, and since he discussed nothing
with Brahms but the art they had in common, the letters he
wrote to him bore no trace of his distorted ideas.42 With
Clara he abandoned all restraint. On the bth day of May, the
doctors sent the bad news to Clara that the patient was suf-
fering from mental anguish, was sleeping badly, and was
troubled by halluecinations. The doctor declared that all hope
of a cure had vanished., Slowly darkness rell upen Schumann.
In February 1856, Brahms had the idea of transferring the sick
man to a hydrophatic establishment. A visit to Endenich, how-
ever, convinced him that Schumann could not be moved. Brahms
saw him again on May 10, but Robert hardly took notice of him
and did nofzhixig but look for interchangeable names in an atlase
On July 14, Dr. Richardz declared that he had no more than a
year %o 11'%.43

Happily the end was nearer than this. On July 23,
Clara received the following telegram: "If you wish %o find
your husband alive, come at once., The sight of him is indeed
herrifying." She responded to the summons, accompanied by
Brahms, but yielded to his persuasion and did not see her dying
husbands She returned to Endenich on the 27th, and this time

met her husband whom she had not seen since he had been taken

421p14., p. 225. 431pid., p. 229
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there. Clara wrote:
I saw him in the evening, between six and seven. [ie
smiled at me and put his arm around me with great
difficulty, for he had almost lost all contreol of
his limbs. How painfully had I to distinguish your

beloved features! What pain it was to look upon
you sol44

He seemed conversing with spirits and said things
which were unintelligible to her, On the following day his
sufferings had no raspite.' His limbs were constantly racked
by convulsions, and he cried aloud. Finally after two days,
about four o'clock in the afternoon, he fell peacefully

asleep. He was buried on the 31lst, in the cemetery at Bonn.“

Schumann's Personslity.
Robert Schumann was of middling stature, almost tall, and
slightly corpulent., His bearing while in health was haughty,
distinguished, dignified and calm; his gait slow, soft, and a
little slmveniy. While at home he generally wore felt shoes.
He often paced his room on tiptoe, apparently without cause.
His eyes were downcast, half-closed, and only brightened in
intercourse with intimate friends, but then most pleasantly.
His countenance produced an agreeable, kindly expression; it
was without regular beauty, and not particularly intellectual.
The fine mouth, usually puckered as if to whistle, was, next
to the eyes, the most attractive feature of his full, round,
ruddy face. Above the heavy nose rose a high, bold arched
brow, which broadened visibly at the temples. His head,
covered with long, thick, dark-brown hair, was firm and in-
tensalx powerful, we might say square.

4Mathews, op. cit., pe« 190.
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CHAPTIER III

ADELERT VON CHAMISSO

His 1ife and career

Adelbert von Chamisso is the author of the legend of
mihl, which is one of the most charming youthful

works in German literature, and which found a welcome in all
the mirseries and drawing rooms of Europe when it was published
early in the last aent-urynl Chamisso also has a special claim
on the gratitude of the countless lovers of the German Lied,

for he wrote the poems forming the cycle
which Schumann set into music.?
He was born in 1781 in Champagne, France, son of Comte
Louis Marie de Chamisso. From childhood he was fond of
natural history. & revolutionary system drove his family into
exile, 1ike so many other noble families. They wandered
through western Germany and Holland, until at length a place
was found for Adelbert, as a page in the court of King of
Prussia, and the family settled in Berlin, where two of his
elder brothers had successfully set up as miniature painters.
In 1798, at the age of seventeen, he entered the Prussian army

as an ensign and three years later be became a lieutenant.

26
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He found the army life boring and trivial. The silent, dreamy
man, with a taste for art and books and possessing a natural
reserve, busied himself with writing more or less in secret,
and also made himself complete master of the German language.
He slowly changed from a Frenchman to a German, At first he
yearned for France. This feeling changed as he gradually
became adjusted to certain features of German life as he used
the language for literary purposes and because of the literary
friendships he formed in Berlin. He remains one of the out-
standing cases of one who rose to eminence in the literature
of a non-native tongue. Later, Chamisso embraced his friends
and vowed to give up his military career but due to unavoid-
able circumstances, was delayed and when opportunity came to
leave the army his path was not clear. The death of h.’ts'
parents and other members of his family cut his links with
France, but as the centre of European culture, it still
attracted him. He went to Paris and contracted the friendship
of Madame Stael, who was later exiled by Napoleon for publish-
ing De Allemagne. Chamisso shared her exile on the shores of
Geneva., Here, under the guidance of Madame Stael's son,
August, he began a zealous and systematie study of botany, and
at the age of thirty two, finally resolved that he would try
to make a mark for himself in natural seience.

In June 1815, he became a member of a seientific voy-
age of discovery to the South Seas and around the world. The

voyage provided three years of luxurious gratification of his

31bid., p. 366.
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romantic wanderlust and love of the exotic and was beyond
doubt the richest, most rewarding years of his life, which
filled the storehouse of his mind with an exhaustible treasure
of pletures and materials and endowed him with food for con-
templation for his whole productive life. Iliany unknown

plants were brought back from this voyage together with val-
uable ethnographical information. He wrote and published a
lengthy diai'y of the voyage followed by another volume of
notes which brought him academic reeagnitiom4 Friedrich
‘Wilhelm of Prussia, long an admirer of his art, took Chamisso
under his protection, and made him assistant at the Botanical
Gardens and Director of the Royal Herbaria, with good pay.

He founded a home and got married. Peace and esteem of his
fellows spurred him on, his reputation increased, and in dig-
nity and discipline his talents unfolded. The next generation,
to whom he had ever been a kindly counselor and inspiration,
held him in high honor. Chamisso's last years, shadowed by
the death of his wife and his own illnesses, brought him ever-
growing recognition and a popularity of a German and national
intensity. In the midst of success he developed a lung dis~
ease, and in the summer of 1838, at the height of his fame, he
died. Fifty year, later, Berlin, whieh might well regard him

as her son, erected a monument to him in lonbijou Place,’

4Thomas Mann, Essays of Ih ecadeg, trans. M. T,
Lowe-Porter (New York: Alfred A. :%ng:gczpﬁef %’3"1g 95“4“'#1 p. 246.

rary Review, op. cit., p. 366.
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Perhaps Chanisso's extensive poetical production does
not go deep. By his seientific work he had indeed helped to
bring on the age which produced Darwin. But it is as a poet
that his name survives. His fame as a poet dates from 1829
to 1830, It was his most active year. Chamisso was a German
poet in the fullest sense of the word. He unconsciously
became the favorite poet of the Germans, who loved his manly
verses. A German poet in those days was something in the world.

The word on the lips of a people of poets and
thinkers was at the height of its significance . . »
The romantic movement had put its seal on the
Furopean conception of poetry . . . To be German,
that railaaost mant to be a pogtg To be a poet, that
almost meant to be a German.

"Chamisso's poems, which he first brought himself to
publish in 1831, are only in small part in lyric. The immed-
iately lyrical is infrequent, and not always happy." The
somewhat unexciting epic, the well-wrought objective work,
make up far the larger part of his product.?

That sort of attitude indicated his attitude as a poet;
even the flowery and lyrical, like the I )¢ und Leben
and the Leben-Lieder und Bilder come within the eplc-dramatic
style. What is striking is the abrupt, almost pathological

contradiction between the ethereal delicaecy of Chamisso's pro-
duction in this kind and his indisputable fondness for strong
and horrid subjects. Public opinion did not criticize him for
the former but it probably did for the latter. His partisans

6”&“1'1; LD M.’ Pe 244,
?Mu pe 246.



30

have cited, in his behalfy the friendship that bound him to

the eriminalist Hitzig. It wes Hitzig, who provided the poet
in search of material with such exotic and horrid subjects.

A friendship with the editor of the eriminalist periodicals
was itself the consequence of Chamisso's requirements of
objective material from the field of the abnormal and horrible.
For the over~delicate and the brutal are complementary crave
ings of the romantic temperament. "It is precisely this
contrast that places Chamisso's work with all their Latin
clarity and a definition in the category of the romantic 1lit-

erature. “8

The poems showing his preference for horrible subjects
are Don Juanito Marques de los Leganes, which ls about a young

Spanish grandee who on heroic grounds brings himself to exe-
tion, the

cute the French blood judgment on his family;
excruciating anecdote of the executioner who in his sleep'
marks with his branding iron the frightful betrayer of his
daughter; the famous "terza rima" composition Salas y Gomez,
which made a real sensation in the world of belles-letires
and permanently established the literary standing of the
author.? In 1813 he wrote Peter Schlemil, partly to amuse
Hitzig's children and partly as a kind of allegory of hls own
life. His hero possessed many of the author's own character~
istics, particularly his early lack of worldly success and

his eventual consoling interest in the natural science. This

81bid., p. 248
%&nn, 0D mo’ Pe 248,
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story recelved in the hands of the poet a quality calculated
to charm the world.l® French, English, Dutch, and Spanish
translated it; America got it from England, and in Germany it
was printed with drawings of Cruickshank, the illustrator of
Dickens. 11

log_g_ggg (Vole. 23, No. 14, New York: Metropolitan
Guild., ¥Feb. 2, 1950).

lll!ann, 8D cit.y Do 250.



CHAPIYR IV
FRAUENLIFBE UND LEBEN

In developing an analytical technique suitable to
the purpose of this study the author has limited herself to
certain speeific factors. No analysis will substitute for
the thoroughgoing practice of music, but one's practice is
made more meaningful when the stylistic and formalistic as-
pects of music are borne constantly in mind.

As mentioned in the table of contents and in Chapfter
I, the factors toc be analyzed are: melodic intervallic fre-
quency, tessitura, ambitus, rhythm, meter, tempo, general
harmonic structure, key, mode, form, dynamic levels, role of
accompaniment, and interpretation.

An analysis will be made of intervallic freguency of
all intervals in the vocal parts of each song., In Chapter V
is tabulated the result of this intervallic fregquency. The
tesgitura is discussed in general terms only. The ambitus,
rhyths, meter, tempo, dynamic levels, and mode are simply
listed. There will be no attempt to make a complete harmonic
structure will be generally
described as chordal, figured, arpeggiated, and the like.

analysiss but rather, the harmonic

The key and form of each song is tabulated. The discusslon

of dynamics is based upon expression marks as found in the

edition used. A description of the g¢

32
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is included in each analysis. Frequent references will be
made to the interpretations of Lehmann. Fven though these
comments are subjective and very personal, it remains a fact
that Madame Lehmann is one of the cutstanding interpreters
of Lieder, and what she says concerning them is probably worth

considering in analysis and performance.

Song No. I. SEIT ICH INN GRSEHER
¥eter: 374
Key and mode: B flat major
Fxpression mark: lLarghetto
Ambitus: g flat to g' flat
Yorm: A
Measures: 36
A gection: FEirst phragg. "Seit ich ihn gesehen, glaub' ich
blind zu sein" (Since the day I met him, almost blind I have
been). Before the beginning of the phrase there 1s one neasure
of introduction identical to the first measure of the phrase,
which sets the mood of the phrase. The melody starts plano,
on £ (O%, stepwise up to g (J.), down again to ﬁ“lr.‘a, a
rest, up a fourth to b flat (), down a third to g ®), down to
4 (J.), down to g flat (“), and 8 rest. Second phrases
*wo ieh hin aur blicke, seh' ich ihn allein” (When I look
around me, all I see is him)., This is a sequence of the first
phrase, one step higher with small changes. The third note is
a chromatic tone, and in the last two notes, between R flat
and g natural is a semitone. This phrase is sung plano with a
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ritard on "ihn a»lﬁein." Third phrase: "wie im wachen Traume
schweﬂ;;ﬁ sein Bild{i mir vor" (as in dayvtime dreaming does his
image{(/ soar). Beg}mning on the. last measure of the second
ﬁhrg’ée, the melmiy begins a tempo on g('r), up to b flat (J),
up ;’a{;‘/‘,,fourth to giflat(Ja), down to Q'(:), down to g'(J), to
h/fﬂc.//at(J'J), down to g(J‘t), up to b flatﬂs, up a fourth on e
,:;‘fﬁl‘,at(‘.}, down to g*{f) y to g‘(J), down to b natural(fl), and
éﬁrematieally up to ¢'(¥). Fourth phrase: "taucht aus
tiefstem Dunkel heller, heller nur empor" (from the depth of
darkness bright and brighter evermore). The melody contlnues
up to g*(ﬂ), and agein on g%dﬁ), down a seventh to g flat(f),
up a sixth teo g'(JJ), again on ¢'(®) , down to b flat(JJ), and
a rest. Next 1s an interlude of two pianissime measures fol-
lowed by a repetition of A section with the second stanza of
the poem as follows: Fifth phrase: "Sonst ist 1lcht und
farblos alles um mich her" (Neither light nor color stir my
senses now); Sixth phrase: ‘"nach der Schwestern Spiele nicht
begehr' ich mehr" (nor my sisters' sweetness can begulle me

now);l Seventh Phrase: '"mochte lieber weinen, still im kimmer -
lein"® (rather sadly weeping in my room I've been)j Eighth

l’ﬂw Fnglish text translation used in these songs are
found in: Robert Schumann Songs, German-English text trans-
lation by Jane May (Vol. 1, New York: Edwin Kalmus, publisher
of music, 1948), pp. 84-104.

2ugehumann does not, as does Bach, frequently emphasize
particular words with colorful musical phrases. When he does
the appropriate word must, of course, come on the corresponding
note. Usually Schumann's music, like that of Brahms, follows
the broad emotional content of &he text rather than the indivi-
dual words and we have, accordingly, more latitude in
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phrase. "seit ich ihn gesehen, glaub' ich blind zu sein"
(8ince the day I met him, almost blind I have been). The
first two measures after eighth phrase 1s a repetition of the
interlude, the last measure of which is repeated and is fol-
lowed by two measures in the tonic with a fermata on the last
chord. The melody is found in the accompaniment throughout
tvha song, and suspensions occur in the eighth phrase in addi-~
tion to a counter melody in the bass. 1In all the phrases
except four and eight, the pitch of the first note of each
phrase is announced beforehand in the accompaniment. In the
third phrase, the words "wie im wachen Traume" and "schwebt
sein bild mir vor," have the same melody except for the
chromatie change in "mir vor," with a descending minor second
in the Tirst phrase and with an ascending minor second in the
seconds In the second stanza, the same characteristic changes
occur., The chords of the first bar reveal immediately the way
in which it is to be sunge. To paraphrase Lehmann, out of the
melody of love which floats from the heroine's heart, the re-
strained chords rise with a shy subtlety like trembling sighs.
This is sung as if with a deep sigh. The voice is soft,
breathy, and forlorn. At "seh ich ihn allein," there is a

ardando and a soft accent to "ihn" is given, but no cres-

cendo. During the short interlude, there is a mood of sadness

distributing the thought, not merely within the line, but with-
in those preceding and the following."

Drinker, Henry 8., ITexts of %_ggg] Works of Robert
Eﬂ&i&ﬁh mﬂ% (Eew%r :+ The Association of

Schumann in .
American Colleges, 19 West, 44th Street, 1947), pe 3.
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as the heroine cannot understand how even now the dearest
friends can seem so far away from her. The voice here now K
has a darker color. The conscnants in "Schwestern" are sung
playfully distinct, and there is an accent in "nicht begehr
ich mehr." At "lieber weinen still im kémmerlein," there is

1to and the words are sung without a slide or a scoop.

Fach syllable is sung distinctly. Any scooping or sliding
would make it too sentimental. The last "glaub' ich blind zu

sein," in the second stanza, is almost whispered

Song No. II. FER, DER HFRRLICHSTE VON ALLEN
Meter: 4/4 E flat major.
Expression mark: "vivace con affetto"
Ambitiss ¢ to g' flat
Form: Abaca

Measures: 71

A section: FEirst phrase? "Fr, der Herrlichste von allen,

wIe so milde, wie so gut" (He, most glorious of all men, he
is kind and he is good). Before the beginning of the phrase,
there is one measure of piano introduction, all in tonic
chords, with the pitch of the first note of the phrase in the
upper voice. The melody starts on b flat(J.), goes down a
third to g(J.), down a third to g rlat(f.), back to g(lt) up a
third to b i‘lnt(JJ, up a fourth to ¢ flat&IbJ), down a seventh
to __I_‘(d), picks up again on ‘z_t_‘(&r), up a third to a flat(iﬁ.ﬁ,
againon g flat;(d) naking a mordent up to b flatif), down a

BLemm, DDe wl’ PP 515"‘152'
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fourth to ;‘,&;J), up a second to gtd) s and a rest. gecond
phragse: “Holde Lippen, klares Auge, heller Sinn und fester
¥ut" (1ips so gentle, eyes so tender agile and courage rude).
The first note of this phrase is snnounced shead in the tonle
chords in the accompaniment. It starts on g;ﬁ{), down a third
to g flai:{f’} s Bp a firth to } flatziJJ}, a resty a repetition
of the preceding four notes, continuing a third to gi¥®), up
a sixth to g ﬂat(JwJ} s agalnon g r:.wu‘} making a mordent
to £(®, down a fourth to g‘&&, ur & second to ﬁ'id‘}, a rest,
within the mnmre of this last note, the accompaniment sings
the theme in to the next phrase. The plano accompaniment
of this song 1s chordal, In "Holde Lippen" and “kiares Auge,”
the melodic figure is imitated a fourth below. To paraphrase
Lehman, this song is sung joyfully, almost "dizzy with delight."
The heroine is growing accustomed to the strange feeling of
ecstacy which pervades her. Again and again Mw; loocks with
rapture at the image of her beloved in her imegination. This
is sung with absolute accursey in rhythm. There is an ecstalic
accent in "Holde Limmn,’ kls. o8 Auge," her beloved's wonderful
qmii%aa. Third phrase: "So wie dort in blaner Iiefe, hell
und herrlich, jener Stern” (Just as in the blue heaven, glear
and bright is every star). Lougrth phrsse:
Himmel, hell und herrlich, hehkr und fera" (so iz he in my own

talso ¥y an pelnen

heaven ¢lear and bdrirht above pe far). Thege two phrases are
repetitions of the first and second phrases. There follows
an interlude of three measures, wherein the accompaniment

sings and continues with a statenent of the theme.
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The heroine feels her beloved is so far away, far above her
like a stare. OShe knows it is futile to desire this starlike
image and the only being whom she loves. ©8he is sad that
she is not more beautiful, to be worthy of hin« The words
"So wie dort in blauer Tiefe" are sung under the shadow of
this thought, and with an accent on "fern." In the interlude,
the heroine finds her way back to her inner contentment. B

Section: Fifth phrases "Wandle, wandle deine Bahnen, nur
betrachten deinen Schein" (Go now, go along your pathway, I

would look upon your face). The melody begins mezzofort
g(J,JS, goes up a fourth te g'(Jﬁ, down to b i‘lat(f), to g

(J‘) to g(ﬁ, back to g flat(#), a rest, againon g flat(J: )
up a seecond to b i‘latid.f), an geciaceaturs on b £lat(®) up a
fourth to g flat{b, down a fourth to b natural(®), up a sec-
ond to g'(d), and a rest. Sixth phrase: "nur in Demut ihn
betrachten, selig nur und traurig sein" (gazing with these
eyes so modest, blessed but suddened by your grace). With a
crescendo to sudden piane the melody begins on ;'(JS, down to
e' flat(J‘), to g'(JJ}, back to g flat(.’.,), aown a fourth to

b fla&(ﬁ, up to g’(JJ), a rest, then ritards when it goes down
to b flat(f.d%, up a third to Q'CJS, down to g'(J;, to b flat
(J‘), to a natural (J) s Chromatically down to g flat(d..),

and up a second to b flatii). In the piano accompaniment,

the melody of the voice is found in the sixth phrase. There

is nothing unusual in the harmony except for the éiminished
seventh and fifth under "sein."” The fifth phrase is sung with
nobility and in a warm flow, with a levely crescendo and subito
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plano at "deinen Scheinen nur in Demut™ and an accent at
"Demut." In this sixth phrase, the ritardandg at "sellg mur
und traurig sein" becomes g tempo but is sung plano, softly,
with restraint. "The heroine seems overwhelmed, intoxicated,
by her own humility., She longs to sacrifice herself, she
longs to feel small and insignificant and worthless at her
lover's feet." A' section: Seventh phrage: "Hdre nicht mein
stilles Beten, deinem Glicke nur geweiht" (Do not hear my si-
lent prayer, for your happiness each night). This is an exsct
repetition of four measures of the first phrase. Eighth
phrage: "darfst mich, nied're Magd, nicht kennen, hoher Stern
der Herrlichkeit, hoher Stern der Herrlichkeit" (I poor maid
shall not behold him blessed star of glory bright, blessed
star of glory bright). The six measures of phrase eight echo
faintly the four measures of the second phrase. The melody
begins on g(ﬁds, goes up a third to b ﬂat(J.), down a fourth
to g(vr), up to g(i), down a third to g flat(J), up a fifth
to b rlah(J), down a fourth to ﬂJ), up a second to g(J.J),
up a sixth to g flat(J-;JJ) s with a turn up to L‘(J,), down a
fourth to g,'{'r), up a second to g*(d), which is slurred to a
chromatic note on d' flat(JS, again on g’flat(cm, chromatic-
ally moving down to g'(J), up a third to g' flat(®), down to
4! natural (Or), to g'(‘r), to b ﬂat(.’.), down a seventh to
g(i), up a second to g flat(d), end a rest. The words at
"Hoher Stern der Herrlichste" are sung with ecstatic exube};/
ance. The heroine's love is boundless, she even enjoys talk-

ing about the happy woman whom the hero will take for his
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wife., But these phrases are sung with an inner restraint in
spite of her willingness to sacrifice herself, in spite of
not really daring to imagine any happiness for herself. (
Seations IHinth phrase: "iur die Wardigste von allen darf
beglicken deine Wahl, und ich will die Hohe segnen viele
trausendmal® (Only she who is most worthy should belong to
. such as you, I give thanks to all above me Shwﬁamﬁ th&n&s
are due). The melody continues on g flat(e®#), up to a seventh
on ' f.lat{J.J;, chromatically down to QHJ*IM, down a fifth
to .{{J), a resty again on I,UM, up a seventh to g flatiJ.l@,
down to 4' mmJ.A, up a fourth on g' rmmdf'), down a fifth
to g'iﬁ, up to 4' flatiﬁ, up to £ mamﬁ, up to x*go/.J;,
down & £ifth to } x‘latu{.}), up a fourth to g' t&au{J), down
a fifth to g mmJ}, a rest, again, on g flﬁti"miﬁ s UP &
second to B flat(.ﬁ, down to g flatii%, to g(J;, to X{J;, up
a fifth to o'(@), and a rest. ZIenth phrases "WAll mich freuen
dann und weinen, selig, selig bin ich dann, sollte mir das
Herz auch brechen, brich, o Herz, was liegt daran" (I rejoice
and weep together, blest, so blessed as I am now that my heart
is filled to bursting, what more can my heart allow). The
melody starts on g(f )}y up a seventh to b f‘laMJ.A, down a
step to g natural t‘J,JJ), down a fiffeh to Q{J), a rest, up %o
g’(Jq.J;, down a step to b flat( ):%’ up a second to g'(‘@, up
up to ﬁ*il’;, up to g flatiJ )y ﬁa&n a f£ifth to g natural(®),
chromatically up to b flaMJ;, to g'(9) to g’iJ.JE, down a
fifth to giJJ), up a fourth to g'&), down a £ith %o :.(J}, a
ia-st, continuing in L€ JJ‘J.JJ), ‘m melody goes up and down on
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appoggiaturas g and g(-ﬁf, down to g natural(J; s tod natnral(J.) ’
up a fifth to 3 naburaltd). This tenth phrase is a sequence
of the ninth phrase, a third below with some changes. There
follow two measures of interlude, an imitation of the first
interlude in measure nine. The notes over "Wirdigste" and
"beglitkken deine™ are announced ahead in the accompaniment.
There is an imitation of the note under "Wahle" in the accom-
paniment, which sings in unison with meledy at "und lich ..."
till the end of the phrase. In the tenth phrase there is an
echoing of the ninth phrase. In the ninth phrase at "darf
begliicken deine Wahle," there is a discreet crescendo. The
mo is given to "und ich will dle Hohe

most restrained planoissi
segnen." At "tausendmal® is a warm megzzoforte. In the tenth
phrase the consonants at "weinen" are accentuated. At "sellg,
selig bin ich damn," there is a crescendo. It is as if the
heroine is saying to herself, "Oh, yes, I shall be happy in
his happiness." A gubito piane is given to "sollte mir das
Herz auch brechen," almost in tears, and now she lays her
sacrifice at her hero's feet. At "brich, O Herz, was llegt
darun,” it is sung broadly, forte, with an almost "religiously
sacrificial quality."” The interlude brings the heroine back
to her ecstatic enthusiasm with which she began. A!' Sections
The next ten measures are a recapitulation of A Section with
the same words, with very slight musical changes. The post~
lude which consists of the last five measures of the song
begins g tempe, followed by a ritard, with a different melody

ti11 the end. The heroine wanted to sacrifice her own heart,
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her own 1ife for hime Thevre i3 now a very subtle difference
in the way the phrases are sung. These ten measures are sung
fervently, "with a delight which is almost on the verge of
tears." In the postiude, her whole being is transfigured by
"an overwhelming enchantment.," She feels the music streaming
through her body, following the musicel line with her expres-
sion.4

ICH KANN'S m%ﬁg‘g ?ﬁgénéfzmm GLAUBEN
Meters 3/8
Key and mode: g mino¥x
Expression mark: "con passione”
Ambituss g to f! |
Form: ABA
Keasures: 86
A Sections First phrase: "lch kann's nicht fassen, nlcht
glauben™ (I can hardly yet believe it). cong : "es
hat ein Trawm mich berickt” (it was & dream I am sure). The
nelody begins on g(“ﬂf), up a fourth to a{J_), back to g(®),
rests, again on zﬁf), up a second to g flae(u), back to
5(&'5, down to f snnrp{J&J; and a rest. The plano accompani~-
ment is basically chordal. It is used in a dramatic style by
panctuating the first beats rhythmically. These phrases begin
rorte with little crescendo till the next phrases They are
sung as a young girl who never secretly dreaued before in her
heart that her lover could truly love her. She is guite
breathless here, as she is not sure whether this was a dream

4Ibid., pp. 152-153.
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or an intoxicating reality. The diminished seventh chords
in "beridckt" seem to contribute to the restlessness of the
mood of the song. Ihird phrase: "wie hé&tt er doch unter
allen" (how ecould he have chosen me, then). Fourth phrase:
"mich Arme erhdht und begliickt" (to bask in his noble allure).
The melody begins onx, sharp(f}, chromatically up to £
natural( JJJ;, an geclaceatura alse on £ namml(ﬁ leaps up
to é’(JM, down to g*(J), rests, down to e flat(f), down to
d(J\JJ‘), up to a fourth to g(“J), down a fifth to e(J.) and
nde on "und beglickt." The style

rests. There 1s a ritards
of accompaniment is the same as the first two phrases. B
Section: Fifth phrase: "mir war's er habe gesprochen."

(It seems as if he had promised). Sixth phrase: "ich bin
auf ewig dein" (I am forever yours). The melody begins on g
:t’lat:{wy;, up to Q(JJVJ‘J), rest, up to £ sharp(ét, up to g
{JOB, an geciaccatura again on g(JS, up a third to b flatz(J),
back to g(J), down to £ natural(é}.l). The fifth begins poco
piu lento and planc to a pritard and a crescende and diminuendo
throughout the sixth phrase. In the piano accompaniment in

order to effect a modulation in the fifth phrase from g minor

to E flat major, the French sixth and augmented fifth is used.
The dramatic meaning of the words in the fifth phrase 1s more
pronounced because of the support of the long held notes in
the sccompaniment and also because of the augnented discords

as mentioned above., Seventh phrase: "mir war' ich traume
noch immer® (I think I still must be dreaming). Eighth phrases:

"es kann ja nimmer so sein® (I'm sure I'1l never be yours).
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Hinthk plhirages This phrase has the same poetic words as found
in the eighth phrases These seventh, eighth and ninth phrases
begin g tempe and piane on £ marp(J)'. chromatically up to g
QM, up to chromatic tones on g m&walﬁﬁfﬂﬁ, restsy again
en g m!ﬁumuJ); up b rl.at(i%, up @ third on ﬁ'rlat({.ﬁs
down to gd«:ﬁ, a2 resty again on Q(J;U), up a fourth on £'
{J;f), down to g' flat{@®) to ¢' mtuml(ﬁl.). and rests with a
fermata. There is nothing unusual in the accompaniment except
the seventh chord with an aﬁgm@nﬁe@ sixth and fourth at "Iraume,"
a diminished seventh after "immer,"” and under "immer," three
measures later, the dominant six five is held over te the tonic
chord with b fliat suspended, thus giving a feeling of unful-
fillment, not resolved for six measures with a ritardande from
the first "nimmer® to the fermatas It resolves in the next
tenth phrase "0 lass im trdume mich sterben." Begin g lempo
and forte "mir war's er habe gesprochen,® which is sung with
a doubtful expression in veiled plano. To recall this incred-
ible moment in the imagination is tried here; yes, I think he
said . » o and then with the whole heart, the words "ich bin
auf ewig delin” is sunge This is sung with a little haste,
accentuated and continue to sing "es kann ja nlmmer so sein”
broadly, almost in tears. At "ewig,"™ the goclaccatura expresses
the caressing effect of the worde In the niath phrase, there
is a crescendo with a ritard to diminuende in "nimmer g0 selna®
The silent pause or ferpata that follows, gives the effect of
thoughts unsaid. A' Sectic ohrage: "0 lass im
Traume mich sterben' (oh let me die while I'm dreaming).
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Fleventh phrase: "gewleget an seiner Brust" (reeclining on
his dear breast). Iwelfth phrase: "den seligen Tod mich
schifirfen® (let death's holy veil draw around me). ZIhir-
teenth phrase: "in Thranen unendlicher Lust" (in tears then
eternally rest). The melody in these four phrases begins
onb i‘lat(“diu), up to e flatd.)? back to b flat(I}, Y
restilagain on } flat(’;) s up to g‘(J£J3 s down to b flat(JJ),
down to g natural(u} , again on g xmtural(J;, chromatically
down to g f’la‘b(lr.:;), up a sixth to i'(di‘), down to e' flat
rests, starts adaglo on g'flattu‘), down to g'(f) s Gown to
Q'(JT), down to b natural(x), back to g'(;), down a fourth
on ﬁ(d), a tempo. This A' section is a repetition with some
changes. It is in[ f‘lal‘t major and a higher tessitura, while
A section is in ¢ minor with a lower tessitura, These changes
effect the mood and méaning of the text. In these phrases,
| the heroine realizes that it has been not only a dream but also
a reality. With this realization she throws her whole being
into her lover's life. This is sung with utmost warmth and
abundance, broadly and forte, A'' gection: The next fifteen
measures is a repetition of the first fifteen measures of the
first A section. These phrases are now sung piano, whispered
and breathy. A crescendo at "Hat ein Traum mich beruckt,"
an expressive crescendo not of force. The usual ritard as in
A section in "erhoht und begluckt.” Codetta: The [irst upper
part in the piano accompaniment, starts g tempe ou g‘(GB),
a step up to §’(:), back to g'(’), up a fourth to ;‘_'(J), back
to g'{gg{;}, a second up to g'(g, baek to g'(dig up a
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sixth on 2 flat(J), down again to g’{iJéJy), up to g'(J\),

back to Q'(;), up from gpPPRORLIaL

iaturas on £ and g'(@®), up
to ,g_"(d), down a third on g'flatd’)‘,' down a third on _i;'(J),

down to 4*'(@®), up to ,Q'QJ.), down to b natural(J.) with a
ferpata, chromatically up %o g'(J-), down to b flat(ﬁ, down
to g natm'zal(J ), chromatically down %o g flati®)y down to
g(.i.,/) with a fermata and a rest. There are two gseventh

| cbagds tied at "hat ein Traum mich berickt" with an aug-
mented second on the second ctord. The rest of the chords
are mostly in subdominant and tonic chords, with all the
conmon tones tied t;;:igether in ¢ minor. At "ich kann's nicht
fassen, nicht glauben, es hat ein Traum mich berdekt, within
the codetta, the volce sings almost in unison with the upper
part of the acémpaniment. It begins on g‘(-ﬂ Yy up to £
(J), ﬁcmﬁ to ﬁ_'flatd}, down to 4'(@), down to ¢’ (M, up
to g_‘flah(JJg , down to 4'(@), down to gt (ét/), and ends with
The

two measures of rests, each measure having a fermgta
musiec of this interlude reflects the heroine's thoughts.

The last sentence is sung with the softest planiss imog, he-

neath tears of joy. The last tone is held, letting it fade

away gradually. 5

51bid., pp. 153=154.
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Song No. IV
DU RING AN MEINFM FINGER

Meter: 4/4

Key and modes E flat major

Expression mark: "con molto affetto"

Ambitus: g to £

Form: ABACA

Measures: 44

A Section: First mx ‘Mpy ring an meinem finger, mein
goldenes Ringelein" (Your ring on my fourth finger, my bright
golden ring). The melody begins plano on g(JJ.), up a third
to b rlat(J?‘v, leaps a fifth down to g flat(‘), back a third
on z,(J), goes down a fifth to 3(0/.), up a second to Q,{J’), up
to g flat(JJ), to z(f)’ back to g(w;, up to g natural(ﬁ,
sioves chromaticslly up to b flat(d), baek to g natural(e), and
moves chromatically down to g flat(d.). Second phrase: "ich
dricke diech fromm an die Lippen, dich fromm an die Lippen, an
das Herze mein" (I kiss you with deepest devotion. I kiss
you, and suddenly my heart does sing). BStill plano, the
melody starts on g(J), down to g_(f), up to g(JJS, up to b
flat(@®), down g fifth to g flat(d;, up to g(J)s, down a fifth
to QCJ.), a second up to A(J;, up to g flat(Jf), up to g(ﬁ,
up to g(JA, up to g astural(f), moves chromatically up to b
flat(foe, up a third to g’(J), down to g'{ﬁ, to b flat(J.).
down to g m&ural(J), back to b flat(J), and a rest. The

second phrase is a repetition of the first phrase with some
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changes. In both phrases the upper voice of the accompani-
ment is in unison }with the melody, while the upper inner
voice is in a figuration of eighth notes. The heroine, at
last, has the ring as her beloved's betrothed. She caresses
it and rejoices in its unaccustomed pressure upon her fin-
fers, which seems like a caress. This is sung with a feeling
of contentment. Her voice is softly floating, light and
animateds B Section: ZThird phrase: "Ich hatt' ihn
ausgetraumet der Kindheit friedlich schénen Traum" (The dream
had long since finished that happy dream of childhood grace).
The melody starts ind rlat(JJ.), down a sixth to Q(J;, up
to g rm(J), up to ;(J), up to g(".), up to g flat(C/) s back
to g(J), a resty up to b flat(JJ), down a sixth to Q(J),

up a second to g flat(J), up to ﬁf), up to K(J), up to g
flat(J), up to b flat(J), and down a fifth to g flat(J).
Fourth phrases "ich fand allein mieh, verloren im dden un-
endlichen Raum" (and I was left lost and lonely in empty
unbearable space)., The melody continues on g flat(fJ «J), up
a sixth on g'(J), down to b nau(JU), down to g flat(d), down
to g(J), down to z{JJ‘J;, up to g mwd), down to ;(J) sy down
to & flat(J), up a fifth te b tlat(d), and a rests In some
parts of the accompaniment, the upper part is in unison with
the melody of the voice, while there are arpeggio figures in
the inner garﬁa. Here the heroine remembers the time between
childhood and adolescences, At this time she had not idea
where she belonged, But he came, her hero opened the door

of life and happiness for her. A gection: [Eifth phrase:
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"Du ring an meinem Finger, da hast du mich erst belehrt"
(Your ring on my fourth finger 'twas there that you taught
me first). This phrase is a repetition of the first phrase,
except for the first quarter beat vhiech has £, { sharp(fx)
instead of g(J)a Sixth nphrasge: "hast meinem Blick ersch-
lossen des Lehens unendlichen, tiefen Wert" (you showed me
how to measure the wonderful joy that my life dispersed).
This phrase is a repetition of the second phrase with changes
due to text differences. At "Du" is a ritenutg and at "Ring
an meinem Finger" is g tempe. This is done with subtlety in
order to connect the phrases. ( Sectlon: Seveath phrage:
#Teh will ihm dienen, ihm leben, ihm angehdren ganz™ (I'11
always serve himj; I'll live for him as if in a magie trance).
The melody beglns on Q‘(JJ.) s down a sixth to g natural(‘),
up to g(J), down to ;(J), up a fifth on g'{J), up a step to
ﬂ'(J.), down a sixth to £ sharp(J\), chromatically up to g(J),
up to g flat.{JJ.Jb), down a step to g natnraldJ), up to f_(d).
Elghth phrase: "hin selber mich geben und finden verklfrt
mich, und finden verkirt mich in seinem Glanz" (my all will
I give him, and I'll be transfigured by his fair glance).
The melody begins on g'flat(JJ), down to Q(J), down to ﬁ'(J),
down to b flat(’J), up a fourth to g flat‘.(J), back to b flat
(JJ), up to g'(J), up a third to g flat(m, down to Q'QJ), down
fourth on g natnral(JJ) s Chromatically up to b rlatiI) ’ $up a
third to ﬂ'(J), down to 3’(J), down to h flat(f), down to g
fht(JJ;, down to g(J), up a third to b ;flah(J), down to a
flnt(J), down a third to f(J). The accompaniment is chordal.
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There is neither passion or desire in the words "ihm ange-
htren ganzy hin selber mich gebens," There is a complete
surrender of the souls The hercine knows that she beloags
to him completely and she will do whatever he asks of her.
"Werkldrt mich in seinem Glanz" is sung with the deepest sin-
cerity., A'' section: Hinih phragses: This phrase is a
repetition of the first phrase except for the first quarter
note beat which has g flat, mﬂ) instead of a(J). Zenth
phrase: This is similar to the second phrase with changes in
the second half. At the second "dich," the melody continues
on ﬁ!’) up a second to gl J) s Up a tmm on b tlaﬁiﬂ}, down
to a m@m‘a«liﬁ, up & £ifth on g'fmtﬁa s down to QEJ), down
to ﬁ'(;); down to b f?}.aﬁi"’), down a sixth on &(J), up a seg-
ond on g flati J), and rest. The word “Du" opening phrase nine

has a ritardandg. There is an sccent on "Herze" and there is
6

a feeling of happiness in the postlude.

Song Noe Vs HELFT MIR, YHR SCHWESTERN
Meters 4/4
Key ard mode: JB flat major
Expression marks “pluttosto allegro"
Ambitus: B flat to g'
Form: ABACA

Weasures: 52

6%’%&1, 08 m:; Pha 154*'1.55&
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A Sections FEirst phrase: "Helft mir ihr Schwestern, freund-
lich mich schmiicken, dient der Glicklichen heute mir" (Help
me, oh sisters, make me look pretty, help me welcome this joy-
ful day)s Before the beginning of the phrase there is an
introduction of two measures identical to the first two meas-
ures of the phrase. The melody starts on L(JJJ), goes up to
g(J-), back to ;(JJM, leaps a sixth on ﬂ’(J.), down a third
onb rlat{J), back up to ﬁ'(J), down to g‘(;), down to b flat
(J), back te g'(J), down to ,g’(d‘), down a third on a(J), down
a third on :,(J), up a fourth on b flattl), down on g&l’), a
second down teo g,(JS, goes down to xCJ), and a rest. Second
phrage: "Windet geschaftig mir um die Stirne noch der
blithenden Myrthe Zier" (Wind in my ringlets over my forehead,
wind the blossoms of myrtle gays.) This phrase is a repetition
of the first phrase with slight changes. The piano accompani-
ment in these two phrases are arpeggios with thelr las measures
in unison with the melody. B Section: IThird phrase: "Als
ich befriedigt, freudigen Herzens, sonst Geliebten in Arme
lag" (I was contented, happy and joyful when my beloved in my
arms would stay). The melody continues on x‘,(JJJL), goes a
second up to g( JJ, back teo f(J), up a third to g(JJJS, goes
up a third on a'(J.), down to )b flat(f), up a fourth on g
flnt(M, down ﬂ'(J), down to g'(J) to b flat(JJ), down to g
(J), back to b flatd\), down a third on E(J), up a second on
3(0‘). Fourth phragse: "immer noch rief = er, Sehsucht im
Herzen, ungeduldig den heutigen Tag" (still would he clamour,
heart filled with longing so impatiently wishing this day).
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This phrase is a sequence, a fourth above, of the third
phrase with some note changes. In the piano accompaniment
of these two phrases, the inner voices are in figuration with
the outer voices mostly in half and quarter notes. The upper
outer voice is in unison with the melody. There is a synco-
pation and a gforzato in the lower outer voice, in the last
measures of the third phrase, which is not found in the fourth
phrase. This is the heroine's wedding day. She is surrounded
by friends. of her childhood. She is for the last time under
her father's roof. She is blissfully happy and excited.
These phrases are sung with great excitement. She talks to
her friends in order to quiet her inner fear. She has been
quiet and contented in the realization of being his betrothed.
A' Section: Fifth phrase: "Helft mir; ihr Schwestern, helft mir
verscheuchen eine thdrichte Bangigkeit" (Help me. Oh sisters
help me to banish one most foolish anxiety). Sixth phrase:
"dass ich mit klarem Aug' ihn empfange, ihn, die Quelle der
Freudigkeit" (that I may greet him, eyes clear and radiant.
He the source of my gayety). These two phrases are repetitions
of the first and second phrases. Here a strange and frighten-
ing experience seems to lie before the heroine. She asks her
girl friends to help her overcome her silly fears. The fifth
phrase is sung piano, whisperingly. C Section: Seventh
phrase: "Bist mein Geliebter, du mir erschienen, gibst du
nir, Sonne, deine Schein" (Are you belovved, just as I see youj;
sun, will you lend your radiant glow). Eighth phrase: '"lass

mich in Andacht, lass mich in Demut, lass mich verneigen dem
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Herren mein" (Let me in prayer, let me in meekness, thus to
my lord let my life bestow). The melody goes on i(JJ“),
leaps a fifth to g‘(J.), back to _i_‘_(J‘), up a second to g(JJJ),
up a fifth to g'(J.), back to g(JJJJ), up to g flat(J-), down
to _d_'(l'), down to _g'(J) which makes a mordent to _c_l'(J), down
a third to b flat(J), up to c'(J), a rest, the melody goes

to g(JJJ), up a fifth to g'(J.), back to g(JO’JOé s up a sixth
to ¢ natural (J.), down a fifth to g(JJJf), up a sixth in £

(J), down to e flat([d‘), to g'(J), down to g_’('}) , down to b
flat([), leaps up a fifth to two tied notes in _f_'(ép). Here

the heroine frees herself from disturbing thoughts. She re-
calls with delight the image of the man whose bride she will
become today. The pilano accompaniment is basically chordal.

In the last measure under "mein" and the next measure are
identical with the first two measures of the introduction of

the song. A'' Section: Ninth phrase: "Streuet ihm, Schwestern,
streuet ihm Blumen, bringet ihm knospende Rosen dar" (Sisters

now strew there, strew in his pathway, flowers and roses with
buds apart). This is a recapitulation of the first phrase.

Here she says "All flowers are for him, for my hero! Who anm

I?" This is the overflowing expression of her complete sur-
render. The following two measures are an extension of the

last measure of phrase nine: "Aber euch, Schwestern, grilss ich
mit Wehmut." (I greet you sisters, greet you with sadness). |
Tenth phrase: "freudig Scheidend aus eurer Schar™ (still I

leave you with joyous heart). The melody starts pilano with a

ritard on b flat(J), down to a flat(;) and g flat(J), goes up
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a third to b flat(J), back to g flat(f), down a third on f
(J3, down to g' flat(“), up a fourth on g f1at(ah s a chromatic
tone, down a second on Q(JS to g natural(fJ), back up to £
(JJ), up to £ sharp(J), chromatically up to g natural(J), up
to a natural(A, up to b flat(l), up a third on Q'(J), down
to g'(J) , down to b flat(d), down a fourth on i(‘.;), up a
sixth to g'(J), down a third onb flat(Jﬁ, down a fourth on
Q(J), down a third on Q(.’), down a third on B flatk(l). The
melody with arpeggios of the accompaniment is in unison with
the melody of the voice part, then it continues to b flat(‘),
down a fourth to Q(JJJ\.A, up a sixth to Q'(J), down a third
to b flat(J), back to g'(J), down to _g_'(;), down to b f1at(d) >
up a third to g’(oﬁ, down to g_'(f, down a third to g(Js,
down a third i(f), up a fourth on b flat(J), down on @_(J'),
down to g("}, up a third onbd flat(;) , down to Q(J‘) , to g(J‘),

a second on _Q(J\.), down to B flat(CFJ, and a rest. The heroine

to i(JS, up a fourth on b flat((]’), down a sixth on _@(J), down

here is now attired in her wedding dress. She looks around her
and bids goodbye to her friends, who have been like sisters to
her. This goodbye is like an interlude in the flow of the
song, as 1f while stepping forward to meet the bridegroom,

she hesitates upon the threshold and glances back once more
into the faces of her friends. The words "Aber euch Schwestern
gruss' ich mit Wehmut" is sung ritardando with emotion then is
followed, g tempo, with dignity and pride by the words "Freudig
scheidend aus earer Schaar." This is sung with "a tinge of a

last tear of goodbye in it," "a last trembling sigh." "The
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tear of farewell mingling with tears of happiness." The last
measures suggest the wedding march. The heroine is walking
to the altar clad in her wedding gown. She stands erect, her
face 1lifted, radiant, looking up to God, who blessed her with

the wonder of love.7

Song No. VI.
SUSSER FREUND, DU BLICKEST

leter: 4/4

Key and mode: G major

Expression mark: "lento con affetto"
Ambitus: ¢ to g'

Form: ABA

Measures: 58

A Section: _First phrase: "Susser Freund, du blickest mich

verwundert an" (Dearest friend, you look at me with wonder-
ment). Before the melody begins there is one measure of intro-
duction. Starting piano on the second beat of the next measure,
the melody leaps from d'(ol J\, a fifth down to a sharp('ls, up

a second to b(l( ), down a third to g(JJJw ), down to £ sharp,
(08, up a fourth to _b_(J}) , a second down to g(if) , and a rest.
Second phrase: "kannst es nicht begreifen, wie ich weinen

kann" ( know you not that happy tears are never spent). This
phrase is a repetition of the first phrase. The accompaniment
consists of isolated chords with its own melody which begins

ahead of the first phrase and these chords are repeated, an

?Lehmann, op. cit., 155-156.
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octave below, on the second phrase. Here 1n the first chords,
the heroine 1lifting her eyes in tears meets the puzzled and
questioning gaze of her husband. She calls him "Stuisser Freund."
Never before did she address him in this caressing way. He
is more than a lover now, he is her understanding friend, her
companion always, sharing with her all the sensual delights
of being one. These two words "Siisser Freund" are sung with
all the significance of which they are born. These phrases
are sung softly with a graceful pianc. ZIhird phrase: "lass der
feuchten Perlen ungewohnte Zier freudig hell erzittern in dem
Auge mir" (let this dewy pearl, this unaccustomed bead happily
and trembling from my eye proceed). With a little crescendo,
the melody continues on g("t), a second up to g(‘n) , up to b
(J.J), ap a third on g'(J.J), down to g'(J\.lf), down a fourth
on g sharp(Jtr), up chromatically to g(O{), and a rest. With a
little erescendo, the melody leaps a fifth to g(.lt), back to
,a_(!FJJJ) s up to a sharp(J‘) , moving chromatically to _Q(Jk.),
down a third on g(fJ.), down to f sharp(fJ) and a rest. In
the accompaniment 1s a measure identical to the one measure of
introduction, which is in unison with the voice melody until
the word "Zier." The seventh chord after this word is held
on to the next word "Freudig." There are seventh chords under
"in dem Auge." This part of the phrase 1is a recitative.
Fourth phrase: "Wie so bang mein Busen, wie so wonnevoll"
(Heart so meek so tremulous so full of bliss). Fifth phrase:
misst ich nur mit Worten, wie ich's sagen soll" (how with

words can I explain the cause of this). These two phrases
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are repetitions of the first and second phrases. The fifth
phrase is sung in a breathy tone. Sixth phrase: "“komm und
birg dein Antlitz hier an meiner Brust" (come and hide your
face close to my beating heart). This is a repetition of the
third phrase. Seventh phrase: "will in's Ohr dir fliistern
alle meine Lust" (in your ear I'll whisper how my joy did
start). The melody goes to g(JJ;, to a triplet on _a({), on
‘p_(J) and g(J\), up a fifth to g(J), down to ¢ sharp(J), down
to ]g_(J), down to Q(J‘) , down to g(®), to f_(ldg and a rest.
Under the last word "Lust" of the seventh phrase, the lnter-
lude has the same four chords of introduction, followed by
two sequences of these chords up in the fifth and the seventh
steps ending in a dominant seventh chord, modulating from D
major to C major in the next eighth phrase. Here the heroine
with a sudden decision sings "Komm' und birg dein Antlizt."
At "will in's Ohr dir flUstern," this is done "gracefully and
with a smile of secret joy." The interlude reflects the con-
fession of her sweet secret and his response which 1s over-
whelming happiness. B Section: Eighth phrase:s ‘"weisst du
nun die Tré'nen, die ich weinen kann" (Can you guess the reason
for my tearful span). The melody starts on g(‘.‘k), leaps up
a fourth _g'(J).), down a fourth to g sharp(#), moves chromat-
ieally to g(JJ), followed by rests, the melody again on g(ﬂi ’
goes up a fourth on _@'(J) .), down a fourth on a sharp(Js, mnov-
ing chromatically up to _Q(A), and a rest. Ninth phrase:
tgollst du nicht sie sehen, du geliebter, geliebter Mann"

(should you now not see them, oh you dearest man). The melody
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starts on _‘_o_(’J.Or), skips a third up to g'(J.), down to _g_'(J),
down to _b_(J) , down to g(d), down to g(JJ) to i(JJ‘J) s Up a
third on g(J.;), a step down to g(&) , and a rest. The melody
continues in the next two measures of interlude, going to b
(J), down to g(tr), down to g(J), up a fourth on _g'(J.), back
to g(JOI.), down a step on ;(:) to (J), up a third to g(J), a
rest, goes up a third on ,‘_D_(‘P), down to Q(J’) to g(J3, and con-
tinues into the next phrase. The eighth and ninth phrases and
the interlude have chordal accompaniment. With a quiet dig-
nity at "Weisst du nun . . .," this is sung in moderate tempo,
quietiy, warmly, and softly. "Dugeliebter, geliebter Mann"
is sung with "passion and intensity." The consonants are well
emphasized in these words. ITenth phrase: "Bleib' an meinem
Herzen, fuhle dessen Schlag." (Rest upon my bosom, feel the
beating heat). The melody here repeats twice the group of
notes found in the preceding interlude. The accompaniment in
this phrase is basically chordal, with the last two measures
in unison with the melody of the voice. Under the word "schlag"
is a diminished seventh. Eleventh phrase: "dass ich fest und
fester nur dich dricken mag, fest und fester" (so that I may
hold you closer to my heart, close and closer). The melody
continuous on g(JJ), down to f natural(J.J), up a third on a
(J.i), down on g(J.J), up a third on E(J.J), down to E(J),
up a fourth to g(J.), down to _c_'(JJ) , down to E(J) and restse.
The piano accompaniment continues to be basically chordal and

is in unison with the melody of the volce, with interlude of

two transitional phrases. A' Section: Iwelfth phrase: ‘"hier
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an meinem Bette hat die Wiege Raum" (Here, just near my bed
a cradle soon will be). Thirteenth phrase: "Wo sie still
verberge meinen holden Traum" (there 'twill guard the lovely
dream you cannot see). Fourteenth phrase: "Kommen wird
der Morgen Traum erwacht, und daraus dein Bildniss mir ent-
gegen lacht" (there will come a morning when the dreams come
true, in my arms will be a picture like you). The three
above phrases are repetitions of the first eight measures of
A 'sec_ti_on with changes and extension. "Bleib' an meinem
Herzen" is sung with a sudden start as if to hold her husband
backs, There is an gccelerando, with glowing passion until
"fester." The next closing measures begin as the first
measure of the introduction with a ritard and adagio, with a
pianissimo ending. The last words "dein Bildnis" 1s sung
after a diminished seventh chord. With restrained tears of
joy, the heroine speaks of her child. At the closing measures,
she sighs "Dein Bildniss" within her husband's arms .0

SONG NO. VII.
AN MFINEM HERZEN AN MEINER BRUST

Meter: 6/8

Key and mode: D major

Expression mark: "gioioso con affetto"
Ambitus: d to f sharp

Form: A

Measures: 40

81bid., p. 156-157
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A section: First phrase: "An meinem Herzen, an meiner Brust,
due meine Wonne, du meine Lust" (Here on my heart, and here

on my breast, you my delight that heaven has blessed). The
melody begins after an introduction of one measure composed

of two dominant chords with a forte and a plano, on g(JJJ),

up fourth to g'(M, up to g'(JJg, down to ¢ sharp(J), up to
up to 4° (J.), down a fourth to Q(JJ.‘%, up a fourth to g'(“;,
up to g(JJ.), down a third on ¢ sharp(f), and to g'(J).

Second phrase: "Das Gliick ist die Liebe, die Lieb' ist das
Gliick, ich hab's gesagt und nehm's nicht zuruck®™ (My joy is

my love and my love is my joy, this I have said and cannot
deny). The melody continues on &'( j), down to ¢ sharp(J),
down to Db( .TJ')’ up a third to g_'(JJ‘), down to ¢ sharp(f), down
to b_(J), a rest, continuing on to :D_(JJ.f), up to ¢ sharp(¥),
down a third on g(;), back to ¢ sharp(Jw), down, to p_(J.),

and to Q(J). The accompaniment of these phrases is 1n arpeggio
figures. A' Section: Third phrase: "hab' iberschwenglich
mich geschatzt, bin tiberglicklich aber jetzt" (I pour out love,
my treasured lamb, I am too happy as I am). This is a repeti-
tion of the first phrase with some changes. Fourth phrase:
"Nur die da sdugt, nur die da liebt das Kind, dem sie die
Nahrung giebt" (Here you may rest, here you may live, dear
child to whom I gladly give. The melody goes from b(J&,

down to a(J\), to g(J.), up a third to b(Jf) down to a(J\), to
g(JJQ%, to f sharp(J;, to e(JJ\JJ), an acciaccatura on e(éx),

up a fifth to b(J.). The accompaniment continues in arpeggio
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figures. A'' section: Fifth phrase: "nur eine Mutter welss
allein, was lieben heisst und glicklich sein" (Only a mother

knows well what loving means, how joy may swell). This is a
repetition of the first phrase. Sixth phrase: "O wie bedaur'
ich doch den Mann, der Muttergliicklich nicht fithlen kann"

(Oh how I pity every man. He cannot feel as mothers can).
This phrase is similar to the second phrase except on the leap
of a fifth in third measure. The melody starts on g'(JJI),
down to ¢ sharp(f), down to ;D_(JJ), up to g'(J), down to ¢
sharp(f), down to Q(JA, up a fifth to _i_’_(‘/), back to Q(J'p),

up to ¢ sharp(®), down a third to g(f), back to ¢ sharp(J),
down to fg(JB, and to Q(J)- A''' section: Seventh phrase:

"Dy lieber, lieber Engel du, du schauest mich an und lichelst
dazu" (You dearest, sweetest angel you, you look at me now

and smile at me too). In presto tempo, this ls a repeition

of the first phrase. Eighth phrase: "An meinem Herzen, an

an meiner Brust, du meine Wonne, du meine Lust" (Here on my
heart and here on my breast, you my delight, you have Heaven
blessed) . The melody starts on Q'CJJJJJJJ), up a third to £’
(Jj, back to g_'(J.), down a third to Q(J), to b flat(d‘), to a
(JJ_.J),, up a fourth to d'(.f), down a sixth on _i_'(./‘/;, up a
fourth to b natural(O/.O/), down to g(O/;, down g fifth to Q(J.) .
The next seven measures is the postlude. The melody goes from
Q(J), up to ¢ sharp(J) , up to g'(f), up a third to _i;"sharp(J\)
dowﬁ to _@_'(06, a thifd on g' sharp(J), down a third on g(./;,
to g sharp(OG, chromatically down to g natural(®), up to

a,(i),, then t\hese preceding notes are repeated, followed by
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an accilaccatura on g (0/6\; up to g'(‘@, down to e flat(J\,
chromatically down to 4'(@®), down to ¢ sharp(Js, chromatically
down to ¢ natural(J;, down a fifth to £ sharp(Jg s up a third
on Q(J) , down tgo g(fJ) s down a fifth on ¢ sharp(@), up a third

on g(d, down to an acciaccatura tied to d( 06 , and rests.

The accompaniment here is basically melodic., In this song, the
heroine is already a mother. Fate has granted her fulfillment
of human life, and her happlness knows no bounds. This joyous
song is sung as if the words were unimportant. She does not
mind what she says, nor who listens to her. She looks at the
tiny infant in her arms and laughs and weeps and talks and smiles
all at once. The words "Nur die da saugt" is sung with a warm
sincerity and with a joyful outburst of motherly pride, with a
ritardando at "Nur eine Mutter.." The words "0 wie bedaur' ich
doch den Mann" have a smiling humor. But her thoughts return
immediately to her child, and she talks to him with trembling
joy. The postlude is like a surging wave of joy. ©She feels

its sweep.9

Song No. VIII
NUN HAST DU MIR DEN SCHMERZ GETAN

Meter: 4/4

Key and mode: 4 minor, Coda - B flat major
Expression mark: Ad o

Ambitus: ¢ sharp to 4

Form: Group of phrases

Measures: 43

%1bid., p. 157
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First phrase: "Nun hast du mir den ersten Schmerz getan, der
aber traf" (Now you caused me this my first distress, it
grieves me sore). The melody begins on Q(J), down a fifth
to Q(J.jJJJJJ.) up to g(.’b), up to _I;(JJ), up to g(JJ), up to
g(d), and a rest. Second phrase: "Du schlafst, du harter,
unbarmherz 'ger Mann, den Todesschlaf" (You sleep, you cruel
man and merciless to wake no more). This is a repetition of
the first phrase. The heroine's husband has died in this song.
Long years of contentment have passed between this song and
the last song. The children have grown up and are living
their own lives, as is the fate of parents. The heroine has
been happy in the thought of growing old in the companionship
of her husband. Now, however, she is changed. Softness and
sweetness have left her. The blow of her husband's death has
been so sudden, bursting so unexpectedly upon her inner con-
tentment that she realizes her pain with fury, and challenges
fate as if it were an enemy. She kneels beside the deathbed
of her husband and feels desperately lonely, and the injustice
and senseless reproach sounds from the complaint of her pained
heart. Her voice is like a terrible outc'ry, harsh, and lack-
ing any loveliness. She stands erect, as 1f she were paralyzed.
Her eyes are wide with terror. In the accompaniment of these
two phrases, the piano is in unison in the upper part with
the melody of the voice. It announces the pitch of each
phrase, and serves as a background from which the contours of
the melody stand out effectively by having tied tonic half
notes chords in the first and last parts of the phrases.
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Third phrase: "Es blicket die Verlass'ne vor sich hin, die
Welt ist leer, ist leer." (And she that you have left behind
looks around, the world is drear, is drear). After rests,
the melody starts on g (JJJJJ), down to g(J‘.Og, down to £
sharp(J\), chromatically up to g(f), down again to £ sharp(d),
a rest, starts onpb flat(fiw), up to 4' flat((y.), down to ¢
($), down to b natural(J) and rests. At "Es blicket die
Verlass'ne vor sich hin," the heroine's anger subsides. "Die
Welt ist leer, ist leer" is sung with what the French call
"yoix blanche." The first "leer" is held long enough to let
it become a discord with the accompaniment. She is greatly
distressed, as she finds the world dark and dreary. Fourth
phrase: "Geliebet hab' ich und gelebt, ich bin nicht lebend
mehr" (*Tis true that I have lived and loved, but now is life
destx::yed). The melody starts piano on _g_‘(J\, to d( .J;,
down to Q_(JJJJ), down to b natural(J), rests, plcks up on g
flat(IJJ‘), down to g(y.) s down a fourth on g(o() , up to e
flat(0), and a rest. The plano accompaniment is all in
sforzato and forte. Diminished seventh chords with augmented
seconds announce the pltch ahead of the melody of the third
phrase. A minor chord introduces "die Welt ist . . ."; under
"leer" is a minor chord going to a major chord; in the "leer"
is a diminished seventh chord followed by major chord. lean-
while in the voice melody, the chromatic tones in "vor sich
hin," after a rest, go up a fourth, a minor third, move down
in semitones in "leer, ist leer." All the discords, the

chromatic tones in downward motion, and the upward trend of

the melody paint the dreariness of the heroine's feelings,
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which continues on to the next phrase. The fourth phrase has
a group of seventh chords with augmented seconds and minor
chords modulating to ¢ minor. The heroine feels in her heart
the emptiness of being alone. This phrase is sung piano with
rigidity and austerity, and a dark resignation pervades the
heroine. Fifth phrase: "Ich zieh' mich Inn'‘res still zur{ick,
der Schleier f3allt" (I once more close myself as dreoss, the
veil unfurled). The melody begins pianc on d(J), moves to ¢
sharp(J‘rﬁw), chromatically back to Q(J.J), to e natural(J.J‘) .
back to Q(J.i), down to ¢ sharp(d.), back to Q(J), up to g(J).
This phrase is sung with a darker and softer quality. "Schleier™
is sung the same way as in "leer" but softly with an accent
to "fallt." Sixth phrase: "da hab' ich dich und verlornes
Gluck, du meine Welt" (there in my heart I hold the joy I
lost, there is my world). The melody begins on ;CJ), down to
Q(JJJJJJ), up a third to g(j.), back down to g(d%, down to ¢
sharp(JJ), chromatically up to Q(Jr), up to _e_((j) , which is
held by a fermata. The plano accompaniment has tied diminished
seventh chords with augmented seconds, and minor chords going
to major chords, like the third and fourth phrases, with a
fermata at the end. The low register, slow movement, and
occasional leaps of thirds in the melody mirrors the heroine's
introversion to her dreams of the past. This last phrase is
sung with a dark, velvety, veiled pianissimo ending in a
major chord, which suggests her happiness in going back to

dreams of love in the past. In the Pgostlude is a recapitulation
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of the first song of the cycle with a fermata at the end of
the phrase. The heroine recalls her first meeting with her
husband and the memory is fresh in her imagination. This
is sung adaglo and the key is B flat major, as in the first

song.lO

101pid., pp. 157-158



CHAPTER V
SUMMARY AND CONCLUSION

Frguenliebe und Leben (0Op. 42) is one of the highly
prized achievements in the song literature of the Romantic
pericd. The lives of the composer‘, Robert Schumann (1810-
1856) and the poet, Adelbert von Chamisso (1781-1838) over-
lapped twenty eight years, thus they were contemporary for:
many of their productive years. This is the time when the
accompanied art song or Lied became one of the significant
art forms. The rise of great German poetry contributed to it.
This was alse a period when the art of music moved very close
to literature. Greater attention was given to the appropriate
musical setting of the text than ever before. The song cycle
(Liederkreis) included songs of related character and subject
and was usually composed to the verses of one poet. The era
saw the great development of the piano with its increased
sonority over earlier keyboard instruments which provided a
more adequate support for the voice. "The composers of the
19th century were men of more cultivation, of greater intel-
lectual elastieity and resulting breadth of interest, than
their predecessors, Palestrina, Bach, Handel, Haydn, lMozart,
even Beethoven, concentrating their whole minds on music and

were far less curious to other human pursuits than their

brethren."l

1Mason, op. ¢it., p. 30.
67
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Frauenliebe und Leben was set to music by Robert
Schumann, who was a musician, a poet, and a music critic.
It was composed during his golden year of song (1840), the
year of his marriage to Clara Wieck, who was the sole inspira-
tion of his songs. Schumann was one of the principal vocal,
piano, and orchestral composers of the 19th century. "He is
also the most noted 19th century critic." As editor of the
Neue Zeitschrift fir Musik (New Musical Journal), he wrote
many essays and valuable criticisms championing the cause of
of good music and musicians through the 'Davidbundler' (i. e.
the Society of David against the musical Philistines)."® In
spite of an inherited predisposition to mental illness, which
later caused his early death, he became one of the greatest
composers of music. The poem, Frauenliebe und Leben, has

given its author, Adelbert von Chamisso, a special claim to

the gratitude of the countless lovers of the Lied. He was
one of the favorite poets in Germany, and showed the many
sidedness of the typical romantic artist. He was both a poet
and a botanist. Although he was a Frenchman by birth, he was
a German in mind, heart, and soul.

The rhythms in these songs are duple and triple.
The meters used are 4/4 (5 songs), 6/8 (one song), 3/4 (cne
song) , and 3/8 (one song). (Table I). The contrast of the

tempo among the songs is greater than within each song, although

ritardando followed a tempo is usual 'in them. This is a

2Miller, Hugh Milton, History of Music (New York:
Barnes and Noble Inc., 1953), p. 164.



69

function of romantic interpretation and 1is not always so
indicated by expression marks. The major mode is used for
six of the songs; the minor, for two. (Table I).

TABLE I
RESUME OF SONGS BY KEY, MODE, METER, AND TEMPO

_______—————-—-—-—-——-————-———-——————————-———'——'-_"—:g:

Song No. Key and Mode Meter General Tempo
1 B flat major 3/4 Slow - larghetto
2 E flat major 4/4 Fast - vivace con affetto
3 C minor 3/8 Moderate - con passione
4 E flat major 4/4 Moderato - con molto affetto
5 B flat major 4/4 Fast - pinttosto allegro
6 G major 4/4 Slow -~ lento con affetto
7 D major 6/8 Fast - gieioso con affetto
8 D minor 4/4 Slow - adagio

The melody is predominantly conjunct. Unisons, sec-

onds, fourths and thirds, in that order, are nost often used.

(Table II).

TABLE II
FREQUENCY OF MELODIC INTERVALS IN EACH SONG

SONG NO. I - SONG NO. II SONG NO. III

UNISON 21 UNISON 82 UNISON 84
MAJOR SECOND 12 MAJOR SECOND 41 MINOR SECOND 23
MINOR SECOND 11 MINOR SECOND 21 MAJOR SECOND 13

PERFECT FOURTH 5 MINOR THIRD 21 PERFECT FOURTH 11
MINOR THIRD 1 PERFECT FOURTH 21 MAJOE SIXTH 5
MAJOR THIED 1 MAJOR THIRD 17 MINOR SIXTH 4
MAJOR SIXTH 1 PERFECT FIFTH 16 DIMINISHED FIFTH 2
MAJOR SEVENTH 1 MINOR SIXTH 6 PERFECT FIFTH 2

MINOR SEVENTH 2 MAJOR THIRD 1

DIMINISHED FOURTH1 PERFECT OCTAVE 1l

PERFECT OCTAVE 1
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SONG NO.

p—— o

SONG NO.

IV SONG NO. V V1

MAJOR SECOND 42 MAJOR SECOND 63 UNISON 60
MINOR SECOND 39 UNISON 54 MAJOR SECOND 36
UNISON 34 MAJOR THIRD 28 MINOR SECOND 23
PERFECT FIFTH 15 MINOR SECOND 16 DIMINISHED FOURTH13
MINOR THIRD 13 PERFECT FOURTH 10 MINOR THIRD 8
MAJOR THIRD 8 PERFECT FIFTH 10 MAJOR THIRD 8
MINOR SIXTH 8 MAJOR SIXTH 6 PERFECT FOURTH 7
PERFECT FOURTH 1  MINOR THIRD 5 AUGMENTED FOURTH 4

PERFECT OCTAVE 5 PERFECT FIFTH 4

DIMINISHED FIFTH 1 MAJOR SIXTH 4

SONG NO. VII

SONG NO. VIII

UNISON

MAJOR SECOND
PERFECT FOURTH
MINOR SECOND
MINOR THIRD
MAJOR THIRD
PERFECT FIFTH
AUGMENTED FOURTH
MINOR SIXTH

60 UNISON 43
23 MINOR SECOND 19
17 MAJOR SECOND 13
16 MINOR THIRD 4
10 PERFECT FIFTH 2

5 AUGMENTED SECOND 1

4 DIMINISHED SECOND 1

1 PERFECT FOURTH 1
11

TABLE III

FREQUENCY OF MELODIC INTERVALS IN ALL SONGS

e A e e e

o sasmosass:
i R

UNISON

MAJOR SECOND
MINOR SECOND
PERFECT FOURTH
MAJOR THIRD
MINOR THIRD
PERFECT FIFTH
MAJOR SIXTH
MINOR SIXTH
DIMINISHED FOURTH
PERFECT OCTAVE
AUGMENTED FOURTH
DIMINISHED FIFTH
MINOR SEVENTH
MAJOR SEVENTH
AUGMENTED SECOND

438

24

16
73
68
66

53

1

b
= 2 PO WA ~J o ON

—— e
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The ambitus of all the songs is within one and a
half octaves, from B flat to g'. The accompaniments may be
simply described as chordal or figurational. (Table V).
Another characteristic observed upon analysis of the Schumann
songs is the fact that many vocal phrases are anticipated by
the piano. (Table IV).

TABLE IV
TABULATION OF NUMBER OF VOCAL PHRASES IN WHICH
THE PITCH IS ANNOUNCED IN THE ACCOMPANIMENT

No. of phrases in which
Song No. No. of phrases first notes are announced
in the accompaniment.

~N oo pslwo
]
o

4

,

7

0

8

2

¢ 3
86 _3%'

The dynamic levels are piano, mezzoforte, forte, with
little crescendos and diminuendos. The tessitura commonly
used is the middle register. The last song is in the lower
register. The forms used are: one-part (4), (Songs No. 1 and
7); three-part (4BA), (Songs No. 3 and 6); rondo (ABACA),
(Songs 2, 4, and 5); and through composed, (Song No. 8).

Table V.
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TABLE V
RESUME OF SONGS BY FORM, HARMONIC SETTING,
ANMBITUS, TESSITURA

Song Form Harmonic Ambitus Tessitura
No. Setting

1 A Chordal e flat to e' flat middle
2 ABACA Chordal ¢ to g' flat "

3 ABA Chordal ¢ to f! #

4 ABACA Figurational ¢ to f! "

5 ABACA Figurational B flat to g' 4

6 ABA Chordal e to e! "

7 A Figurational 4 to f sharp "

8 Through Chordal ¢ sharp to d lower

composed

Another characteristic of these songs 1s the prevalent
use of repeated notes. This characteristic may suggest a per-
sonal, peculiar musical symbolism, which perhaps shows the
influence of Schumann's mental illness. He seems to have
heard many other sounds during his mental attacks, but the
growing predominance of a single note was one symptom, of which
he complained and suffered much for a long time before his
death. Furthermore the feeling of futility in knowing that
he had an incurable disease slowly gnawing his intellectual
capacity, may have been reflected in the music.

In the last song, in the postlude, there 1s a return
to the theme of the first song, which seems to give a calm
finish to the cycle; but the last cadence, being imperfect,

leaves the listener in suspense, long after the song has been

sung.
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This writer suggests that the variety and intimacy
of mood depend upon the interpreter, who must have imagina-
tion to capture the spirit of each song and also have a deep
understanding of human nature. This song cycle may be sung
by any female volice which has the above mentioned qualities.
Frauenliebe und Leben is as simple musically as it looks,
but to interpret it is another thing. It seems that the
singer must go deeply into the imagination in recreating
these songs to do them Jjustice.

In conclusion, Wasielwskl wrote about Schumann's songs
"to be sure, he might have won more glorious results, espe-
cially in vocal composition, had he gone one step farther,
and fulfilled the imperative demands of song as well as studied
the pregnant and plastic perfection of melody. In this respect
his songs, with but few exceptions, only accidentally as such,
are unsatisfactory."3

But Schumann thought otherwise of his songs. He said,
"in vocal composition nothing was necessary but melodious
shape and a regard for vocal compassj; for the rest, the singer
must accomodate himself to the composer's designs, which, being
purely spiritual, rank higher."

In the song cycle, Frauenliebe und Leben, the voice and
piano are equal in importance; the life and love of woman is
described through the music materials and the poetry; and more
emphasis is given to the poetic content and broad emotional ele-

ment of each song rather than to the beauty of the vocal line

alone.

3Ibid., p. 132 41pid.
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