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ABSTRACT 

Statement of the Problem ------
The purpose of this work is the study of various 

Nineteenth Century Lieder composers who set to music 

the poems of Heinrich Heine . The composers are: 

Franz Schubert , Robert Schumann, Johannes Brahms and 

Hugo Wolf. Through brief examination of the backgrounds 

of the artists in terms of education, environment , and 

way of life , as well as by examination of their works, 

it is attempted to achieve deeper insight into the 

human nature of the artists and to contribute to musical 

understanding and perception by bringing forth certain 

relationships and contrasts between the ir works which 

have previously not been considered in depth . 

Methods of Research 

Documentary research i the primary source of this 

work regarding biographical materials , influence of the 

Romantic period , works of the poet , and general Lieder 

style of each composer. A sampling of songs of each 

composer which are set to the poems of Heine are analyzed, 

and comparison of the composers• treatment of these songs 

made on the basis of the analysis. 



Summary of Findings 

The study confirmed that all composers and poet were 

generally influenced by the Romantic period in philosophy, 

way of life, and in their composition. Certain similarities 

and contrasts in their background , education, environment , 

and personality characteristics were noted. Similarities 

in the moods of poems chosen by the composers were noted , 

which may be attributed to similarities in their background 

as well as similarities with that of the poet . The 

musical treatment of the poems , considered at length with 

their analysis, was found to contain similarities as 

well as basic differences , sometimes in concord and some­

times in contrast with the composers' usual style . 



BIOGRAPHICAL , COMPARATIVE , AND ANALYTICAL STUDY 

OF FOUR LIEDER COMPOSERS 

AND THE POET HEINRICH HEINE 

A Thesis 

Presented to the 

Graduate ouncil 

Austin Peay State ollege 

I n Partia l Fulfil lment 

of the equirements for the Degree 

taster of Arts in ucation 

by 

Heide E. Hepler 

August 1965 



To Mr . W. Jackson Hurt in the United States 

and the Messner von St . Gallen in Europe . 



TABLE OF CONTENTS 

CHAPTER PAGE 

I . TiiE PROBLD1.................................... 1 

Organization of the remainder of the t hesis.. 2 

II . THE ROMANTIC PERIOD . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4 

III . BIOGRAPHICAL SKETCHES . • • • • • • • • • • • • • • • • • • • • • • • • • 11 

Heinrich Heine...... . . . . . . . • . . . . . . . . . . . . . . . . . 11 

Works of Heine. . . . . . . . . . . . . . . . . . . . . . . • . . . . . 15 

Franz Schubert . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 18 

ober t chumann . . . . . . . . . . . . . . . . . . . . . . . . . . . . • . 21 

Johannes Brahms . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 25 

Hug o Wo lf . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 29 

IV . OMPA I ON O ENVI ONME U TION , AND 

PERSONALITY CHARACT ISTICS. ................... 36 

ranz Schubert and Heinrich Heine ............ 36 

Robert Schu nn and Heinrich Heine ........... 38 

J ohannes Bra and Heinrich Heine ......... . . 39 

Hugo Wolf and Heinrich Heine .... .. ........... 42 

Franz chubert, Robert Schu nn , 

Johannes Brahms and Hugo Wolf .......... ·...... 43 

V. LIEDER STYLE OF HE COMPOSERS .................. 46 

The style of Franz Schubert. ................. 46 

The sty e of Robert Schumann ................. 53 

The style of Johannes Brahms . . . . . . . . . . . . . . . . . 56 



PAGE 

The style of Hugo Wolf . . . . . . . . . . . . . . . . . . . . • . 62 

VI . ANALYSIS AND COMPARISON OF LIEDER............. 66 

Analysis .......... . . . . . . . . . . . . . . . . . . . . . . . . . . 66 

Franz Schubert : Schwane ngesang ............. 67 

Robert Schumann : Liederkreis .......... . .... 73 

J ohannes Brahms: Six Songs ................. 81 

Hugo Wolf : One Song , " 1/o Wird Einst" ....... 88 

Comparis on ... . . . . . . . . • . . . . . . . . • . . • . . . . . . . . . . 9 0 

VII . CONCLUSION.................................... 100 

BIBLIOORAPHY.. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 102 

A PEND IX A: WO O THE SO GS. . . . . . . . . . . . . . . . . . • • • 108 

APPENDIX B: THE MUSIC . . ..... . ... . .. .. .. . ........... 124 



CHAPTER I 

THE PROBLEM 

The purpose of this work is the study of various 

nineteenth Century Lieder composers who set to music the 

poems of Heinrich Heine. The composers to be discussed 

are Franz Schubert, Robert Schumann, Johannes Brahms, 

and Hugo Wolf. The four composers are significant 

musical representatives and the poet is a great lyrical 

interpreter of the Ro ntic Period. 

1 

It is atte pted to contribute to usical percep­

tion and understanding and also to achieve a deeper 

insight into the h n nature of the artists. The 

discussions, nalysis, an co pari on of the co posers' 

works a we l l a the exp l oration of their enviro ent ay 

bring forth rel tion hip which h ve previously not been 

considered in depth. Th enc l o ur of hort biographies 

and compari on of th f iv rti t to each other attempts 

to give insight into enviro ent, education, and way of 

life. It y xpla i n t h poet's newness of lyrical 

method, which brought a new era to the l iterary tradition 

of his t ime, as we ll as bring enl i ghtenment regarding the 

composers' motivation i n se l ec t i ng these poems for their 

songs. 



Accepting the statement that the Romantic Period 

found its deepest expression in "Lieder," which are 
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called "a reflex of poetry expressed in musical terms,"1 

this work shall be limited to the composers' lieder, songs 

for solo voice with piano accompaniment. 

Organization of the Re ainder of the Thesis 

The first chapter of the thesi contains a dis­

cussion of the Ro ntic Period, including origin, trends 

in literature, the resulting influence on usic, and 

dev lopment in u ic. 

The next chapter contains biographical sketches 

of the five arti t , i eluding a brief analysis of the 

wor s of Heinrich Hin. The following chapter contains 

c p ri on of nviro ent, ducation, ad personality 

ch racteri tic of th four co po r with the poet and 

withe ch oth r. 

The next chapter cont in ary of the Lieder 

style of e ch co pos r. Thi is followed ya chapter 

containing the naly is and co parison of Li der written 

to the poems of Heinrich Heine. 

1"Introduction to Ro nticism," Oxford Dictionary 
of Music (London: Oxford University Press , 1955), p. 2. 



The next chapter contains a swnmary and conclusion 

of the study, followed by the bibliography and two 

appendices. Appendix A contains English translations of 

the poems used , and appendix B contains copies of the 

music considered for study purposes . 

3 
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CHAPTER. II 

THE ROMANTIC PERIOD 

Romanticism in music was in some sense preceded 

by literature. It was a reflex of poetry expressed in 

musical terms, an atte pt to produce musical effects 

suggested by natural phenomena. Produced is a "kind of 

impressionism which tends to reject formality, an art 

which is eager, sensitive, · pulsive, seeking its ideal 

of beauty through e otional expression."1 

Literary Ro ntici began arou d l 00. It found 

a voice for the thoughts and f elings which had begun to 

overtake th Eighteenth Century, rising not so uch as 

a protest again t cla sic l work against "so e aspects 

of the reasoned ta te in art that had sprung fro the 

spirit of ration lis . 112 A keen ove for the past sprang 

forth, especially in the re l i gious aspects of the past, 

nd a love of nature. 

The growth of usic proceeded along s· ilar lines. 

In Germany usic fo l lowed l it rature at an interval of 

about a generation , whil e in France usic and literature 



came to be nearly contemporaneous. Music in all aspects 

was given and exemplified modes of feeling which had 

their roots in literature. 

In Germany literary Romanticism reached its 

5 

height during the Napoleonic Wars when a great historical 

consciousness sprang forth. There developed a great 

sympathy with modes of feeling, conditions, and charac­

teristics of past ages. A school of literary critics 

arose at the Universities, and innumerable translations 

of old classic and medieval German were attempted. 

Teutonic mythol ogy w a reconstructed, and fairy tales, 

legend , popular b llads and so , and re nants of 

folk-lore were collected and co pared . 

The first poet cla ed to h ve used the more 

elusive te "Ro ntic" in contra t to" lassie" was 

Goethe . Ther followed other Ge n ro anticists in 

prose and v rse, including Tieck, the brothers Schlegel, 

Eichendorf, Brentano , Lenau, and Heinrich Heine , who 

attempted al o an emotional interpretation of nature. 

The prevail ing sent' entali m prompted the earlier writers 

to deal mainly with medieval legends, magic superstitions, 

knight-errantry, and the worship of woman. They asserted 

that mythology and poetry must be considered as one and 

indivisible, and that art could only and had only flourished 

in the service of religion. German painters , such as 



Overbeck and Cornelius attempted to revive early forms 

of Christian art. Works of younger poets contained a 

prevalent musical note, establishing a quasi- usical 

mood conducive to vague visions and states of feeling . 

The interests of German poets persistently turned to 

music as a fulfillment of their aims. 

6 

Romantic art differs from Classic art in that a 

greater emphasis is placed on qualities of remoteness and 

strangeness, both in choice and treatment of material. 

Romantic art eeks to transce d ediate time and 

occasion, enco pas ing pat, present, and future in its 

expre sion. While Cla sicis describes order, control, 

and limitation, Romantic art prefer freedo, ovement, 

emotion, and endl s ur of th unattainable. In 

Romanticism, nl e Cl a ·ci m, th per onality of the 

artist beco es merged in th work of art. "The arts 

the s lvea tend to erg ; poetry for example, aims to 

acquir the qualities of u ic, and u ic the character­

istics of poetry. 113 

One of the mot char cteri tic for,ns of the 

Romantic period w s the Lied, in which a new and intimate 

3 
Donald Jay Grout, A History of Western Music 

( New York : W. W. Norton &- Co., Inc.-,-1960), p. 493. 
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union between poetry and music was attained. The lyrical 

spirit of the Lied cominated the instrumental music of 

most Romantic composers rather than the "dramatic-epic" 

spirit of the symphony. A large number of leading 

Romantic composers were interested and quite articulate 

in literary expression, and many leading poets and 

nove l ists wrote about u ic with deep insight . 

Tran ition fro individual patronage of composers 

and performanc for s 11, elite, ophisticated audiences 

to concert ocieti s, usic fe tivals, and perfo nee 

for large, div rae, nd om t e unpr pared iddle 

cl sees w noth r ev lop ent nd cha e of the omantic 

period. Compos r d tor ch n e tablish rapport 

with larg r nd different udi nee. Ho ever, p rhaps 

du to the n w fr do of th t e, the co posers of this 

period or t n ny oth r pre nted th se l ves as 

unsociable, eparat being fro their fellow-men, and 

t nded to i ol te th selve • Since th driving force of 

the period wa lf- xpre ion, the co osers perhaps 

sought inspiration within the lves by thee means. 

Nature was ide lized in mu ic a well as in 

literature and painting . A somewhat myst ic sense of 

kinship seemed to be felt between the artist and Nature, 



perhaps to counterbalance the artificiality of city 

. 4 existence. 

Due to political conflict and growing political 

awareness, an increased feeling of nationalism arose in 

the Romantic period . This was manifest also in Romantic 

music. "Differences between national usical styles 

were accentuated and folk song c e to be venerated as 

the spontaneous expression of the national soul. 115 

Musical Romanticism flourished espicially in Germany, 

8 

not only because the Ro ntic te per was congenial to 

German way of thinking, ut also because in that country 

national sent· nt, ing for long time suppressed 

politically, had to find vent in usic and other forms 

of art. The usic of the Ro ntic co posers was addressed 

to all h nity, but wa national in idio when compared 

to the universal u ic l lan 

Century . Interest in exotici 

ge of the Eighteenth 

ands pathetic use of 

foreign idio s supple ented nation listic concentration. 

Unlike lit r tur, the Ro antic ovement in music 

was seen as a revolt against the 1· itations of Classicism. 

It had from the beginning a revolutionary tinge with a 

4 Ibid., p . 497. 

5 Ibid. , p. 498. 



corresponding emphasis on the virtue of originality in 

art. Composers through the Eighteenth Century had 

written for their own time, being on the whole concerned 

neither for past nor future , but the Romanticists , 

seeming t o find the present unsympathetic , appealed 

instead to the judgment of posterity. 

9 

Grout kes the following observations of technical 

developments of Romantic ic: 

On the whole, Ro antic rhyt s are less vital 
and less varied than tho e of the earlier period; 
interest i directed rather to lyrical elody. 
Highly developed Cl assical fo s, like the symphony 
of the onat, re handled le s satisfactorily by 
the Ro antic . .• . The treatment of shorter forms 
i u ually quit · ple and cl r. 

The o tr ar ntic achievements lay 
in the develop ent onic techni ue and 
inst ent l co l or. Th r w a continuous 
incr as of a onic co plexity throughout the 
ninet enth century. Chro tic ha onie, chromatic 
voic 1 adi , di t nt modul tions, co~plex 
chords , fr er use of non onic tones, and a growing 
t ndency to void di tinct c dences on the tonic, 
all operated to ext nd nd lur th outlines of 
to ality . o ntic h ony s eans of expression 
went hand in hand with never-expanding palette of 
color . N sonoritie er discovered in piano 
usic; new inst ents er add d to the orchestra, 

and older inst ents were rede igned to be ore 
sonorous and ore flexible ; a ove all, ne combinations 
of inst nts int e en e ble were invented to 
produce new color effects .... Harm.ony and color were 
the principa l eans where y the nineteenth century 
co posere sought to express in music the Romant ic 

6 ideals of remotene s, ardor, and boundless longing. 

6 Ibid ., pp . 499-500 . 



The Oxford Dictionary of Music summar ized the 

development of the Romantic period as follows: 

Taken altogether , the Romantic movement .•. 
appears as an unconscious tendency towards the 
relaxation of the laws of structure in favor of 
characteristic details , an almost total rejection 
of organic des i gn on self-contained lines, and, 
step by step, an approach to a sketchy sort of 
impressionism and a kind of scene-painting--a 
huge piling up of means f or purposes of i llustra­
tions .... The net gain, the widening both of1he 
range of knowledge and o the scope of emotion, 
which has resulted fro the movement, is a 
possession the value of which cannot be overrated. 7 

It i difficult to say w ether the musical 

10 

char cteristics nd per o ality of the persons dealt with 

here are entir y product of the o ntic period, or 

if the course o the o ntic period was omewhat bent 

by the stre th of their contributions . Perhaps it 

would be bet to ss that, i e the destiny of the 

period was prob bly predete ined by current and past 

events , the ffort o t se co o ers and poet f aci l i­

tated it mov m nt on the prescrib d course and gave 

strength an individua ity to gener 1 characteristics 

w ich would pro bly b ve 

greater or lea er degree. 

70xford Dictionary of 

n present at any rate in 

sic,££.· cit., p. 7. 



CHAPTER III 

BIOGRAPHICAL SKETCHES 

Heinrich Heine (1797- 1856) 

Heinrich Heine, German poet, author, and journalist, 

was born on Dece ber 13, 1797, at Duesseldorf, Rhineland, 

of Jewish parents. He was the eldest of four children 

and received his education first in private schools, then 

in the Lyceum of Duesseldorf. 

In 1815 his fa ily d an unsuccessful attempt to 

engage h in bu ine in Frankfurt. The following years 

his unc le , Solo on Hein, a wealthy banker in Hamburg, 

took him into hi offic. Lat r he provided for Heine's 

own bu ine s firm, which bee e in olv nt in a few onths. 

P rceivi the young n' uick it and intelligence, 

hi uncl dvi d Hin tot up the 1 g l profession and 

enter d th Univ r ity of Bo in 1819 , where he devoted 

him elf to th tudy of lit r ture r ther than to that of 

l w. In 1820 Hin l ft nn for Go ttingen, where he 

pl nned to d vot lf ore indu triou ly to professional 

studie. In Febru ry of th follo ing year he felt insulted 

by fellow student and challetlJi,ea h to a pistol-duel. 

As result h wa uspend d fro the university for six 

months. Fee l i g oppre sed by the pedantic atmosphere of 

the University of Goettingen, he transferred to Berlin, 

then capito l of Prussia, the f ollowing semester. 



A very different life from that of Goettingen 

was stirring in the new University of Berlin and 
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opened a new world to Heine. He was fortunate in having 

access to the chief literary circles and made the 

acquaintances of leading writers. Fouqu~, the novelist 

and poet, and Chamisso, the lyric poet, author, and 

patron of yo~ng talents were among the celebrities he met. 

Under uch favorable circ stances Heine's own 

gifts were soon di played. e contributed poems to mag­

azines and was aloe loyed a correspondent of a Rhinish 

newspap r. Ber in brought not only st· ulation to his 

talents but l so di ppoin ent when Heine perceived that 

his Jewish religion ould hinder hi alifications for 

st te pl o ent in Pru sia . e began to toy with the 

idea of e igr tion to nee, but, ti l being dependent 

upon hi unc l , d to obt in the latter's consent. 

Solo on Hein did not favor these plans b t promised to 

continue his su port on the condition that his nephew 

complet his course of legal tudies . 

After a vacation at the orth Sea, Heine returned 

to Goettingen in 1824, where , ith the exception of visits 

to Berlin and a short travel to the Hartz Mountains , he 

remained until his graduat ion in 1825. 
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A few weeks bef ore obta ining his degree Heine 

converted to Christianity, a step which he had long 

considered. Thi s Glaubensabfa111 (apostasy), which he 

describes in letters to his f amily, was impelled by 

practical considerations. Heine gives the same reason 

to his f riend Moser, to who he wrote: "I should be 

very sorry i f I thought that you l ook d on my baptism in 

a favorable l i ght. I assure you that i f the law had 

permitted t he stealing of si l ver spoons I shoul d not 

have been baptized. 112 

The year between l 26 28 ere pent in travel 

to various pl ces : t o t h 

t o Ham urg , to London , o 

orth ea i sland of orderney, 

nich , nd to I t a ly . In 

1829 , f t r hor t vi i t t o B r lin , he r eturned to 

Hamburg where he r ind until y , 31. 

In 1830 , when th n of th uly evo ution in 

t he treets of Pari re ch d h " , He in hailed it as the 

beginning of a new ra of fre nd hi thoughts returned 

once more to hi earlier pl n of ett i in France . In 

1Ludwig von Embden , Heine ' r iefe an Familie und 
Freund ( Leipzig : Verlag Bruno Klinkhardt,1892) , p . 295. 

2 
Erne t Rhys ( ed . ) , Prose and Poetr y of Heinrich 

Heine (New Yor: E. P. Dutton Co., Inc., 1943 ), p. 362. 



May, 1831, he left Germany and made Paris his permanent 

home. With an allowance from his uncle, as well as 

employment with a German newspaper, there was every 

prospect for a promising career and a lucrative life . 

But involvement in literary feuds of political nature 

put Heine's name at the head of a list of writers whose 

publications were banned in Germany. When relations 

with his uncle became unsatisfactory also, hi source of 

income was considerably reduced, and Heine was forced to 

apply to the French Government for support. Aid was 

granted from a fund fo ed for the benefit of political 

refugees who were willing to pl ce the , selves at the 

servic s of Fr nee. Fro 1836 until the Revolution of 

14 

1848 and the fall of the ini try of Guizot, Heine received 

an annual inco e fro thi ource. 

In 1 41 Heine rried Frenchwo n, genie Mirat , 

who he had nown t te y for even years. Thi relation-

ship he l ped h' br hi ties with G rmany; e returned 

only twice, in 1843 and i n 1847. 

The first i gn of Heine' pinal disease appeared 

in 1848 . This was followed y eight years of suffering 

in a "mattress grave. 11 3 During this tie Heine's intellect 

3Ib'd .. 1 . , p. Xll. 
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wa as clear as ever. Rhys states that Heine spent his 

last years "writing with invincible spirit, turning out 

poem after poem, article after article, book after book.'.4 

Heinrich Heine died on February 17, 1856, and was 

buried in Montmartre. 

Works of Heine 

In order to gain further insight into the otivations 

of the poet of the Buch der Lieder it is necessary to 

examine in greater detail hi works , life , and interest. 

Heinrich Hine began hi literary career while still 

a tudent in B rlin in 1821 ith a little volu e of 

Gedichte , som of which er 1 ter incorporated into the 

___2.h der Lieder . At th t t· e he a al o employed with 

a Rhini h new ppr, nd cop et d hi two tragedies, 

Alm nsor and i il l iam Ratc l iff, hich were published in 

1823. All of thee ork ho the strong influence of 

Ro anticism. The fir t two vo l e of Reisebilder (1826-27) 

fol l owed by two or (1830 - 31 ) brought him the first real 

attention of th greater pu l ie . The success of these works 

was instantaneous. The lyric outbursts and flashes of wit, 

rapid changes of ood , and th,e flixibi l ity of thought and 

styl e came as a reve l ation to Heine's generation and 



brought him enthusiastic fo l l owers among the youth of 

Germany. Most famous of al l of He ine's works is the 

Buch der Lieder (1827), which was an inspiration to 

many composers. 

Some of Heine's ore interesting works after his 

e i gration to France are a series of articles which were 

co l lected under the tit l e Franzoesiche Zustaende (1833), 

Der Sal on ( f our vo l es , 1835-1840), Die Romantische -- --- - - ------
Schul e ( 1836 ), whi ch i disfigured by personal attacks 
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on Schlegel , Shakespeares edchen ~ Frauen ( 1839), and 

Ueber Boerne ( 1840 ). Hein ' s ost poetic works in these 

year s w r Deut chland , e i n erchen (1844), 

At ta Troll ( 1847) , and_,! _ __ us t ( 1851). The 

lyrics of th ro ( 1851) , i th its very pecul iar 

" ach ort , " in hich he di cu s hi view of a positive 

religion , and th _______ ( 1853- 54) , the l ast 

or of the oet , re con id rd hi most sincere efforts 

and thought to expr 

others . 

or d pth of fe ling than t he 

The same unrest in que t of fulfillment that drove 

the artist Beine to very ind of liter ry expression-­

from tender love- ong to cynici s tire , and i rony , 

from innocence to blasph y- -seemed to be the driving 

force in the life of the n Heine in hi relat i onships 



with women. It is reported that, after the two unsuc­

cessful love affairs of his youth with both daughters 

of his uncle, Heine led a dissolute life and was not 

particular with acquaintances. His marriage to 

Eug,nie Mirat might prove these statements. She is 

described as a vain, poorly ducated saleswoman of 

questionable reputation. st biographers conclude that 

Heine's only true love wa Elise von Krientz, the lady 

he called "La Mouche" in his passionate poems. 

Revi wing Heine' life and his works, it is 

difficult to rriv at a final conclusion. In hi 

~~Li der h unque tio bly truck lyric note 

ny. No which w s n w for rope aw la for G 

poet befor Hin h d 

natur -• boli , an non 

dari int e use of 

d gi n such concrete 

expr ion tot 

Cone rni 

piritual fore 

hi pro e writi 

of heart nd soul. 

, Heine referred to 

hi l f "ol di r of nity" woe r al is ion 

waa to r fo rand to "r tor the interrupted 

order of t h orld , 11 5 t t nt which l ed Rhys to the 

concl u 

w r of 

( 1955 

ion th t Hein "a bril int so ldier in the 

l ib ration of h nity . 116 

5 11H i nrich Heine, " Encyc l opeadia Britannica 
ed .), XI, p . 389. 

6 
Rhys, ~ - cit ., p . xv . 

17 



Franz Schubert (1797-1828) 

Franz Schubert, Austrian composer, was born on 

January 31, 1797, in Lichtenthal, a suburb of Vienna. 

18 

He was one of fourteen children, nine of which died in 

infancy. His father, a parish schoolmaster, was a man of 

integrity and possessed so e reputation as a teacher. 

He was also a fair musician. Hi other, Elisabeth Fitz, 

had prior to her 

Viennese f ily. 

rriage been e loy d as cook in a 

Schubert began to rec iv his ele entary ducation 

a well as first in truction i usic at the age of five 

fro his f ther. Two year l tr e tudied with ·chael 

Holzer, choir ir ctor of the Licht nthal church. 

In 1803 chu rt nt r t i erlich-Ko nigliche 

Klost r chul in Vi a Hof e. nder the 

direction of S li ri thi o ool h d co e the chief 

usic ac y of Au tria ad th tr i chool for 

chor i t rs of th ourt p 1. chu tudied compo-

sition fr s li ri nd fi r d fr the court 

org nist, Ruziczk. Duri the fiv y ars of his stay in 

the convict Schu ert profited o t fr performance in 

th school orchestra and fr oci tion with gifted 

fellow students. 

later life, uch 

ny of the ost devoted friends of his 

paun, Staedtler, and Holzapfel were 

among his fellow students. 
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Schubert began to compose at the age of thirteen. 

His first piano fantasia was written in the spring of 

1810 . At this time a quartet had been established in 

his family in which his father played the 'cello, his 

two brothers violin, and Schubert himself played the 

viola. This stimulated Schubert to write chamber music, 

and during his stay at the convict in the next five years 

he wrote about eleven works for strin quartets. 

In deference to his father's wishes, Schubert 

assisted in teaching chool after he left the convict in 

1813. Thi e nt dru ge r y nd waste of his talents to 

Schu ert; how ver, h follo d the prof ssion for nearly 

thr eyer. To com.pen t he too private lessons fro 

Salieri and occupi d very nt of his free time in 

compo ition. In 1815 l on he rote 144 songs . In the 

ye r he de the ac u intance of the poet yrhofer, 

nd the two oon bee e int te friends . 

In the ye r of 181 c ubert de an unsuccessful 

applic tion for the po ition of sik Direktpr in 

Laibach. The refu al brought one of hi brief periods 

of depression , t' e hen his feeling of lonliness and 

rejection caused utterance of his traditional words: 

"Manchmal fuehle ich als wenn ich nicht in diese Welt 

gehoerte" (Often I feel as if I did not belong in this 

wor ld at all) . 7 
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The same year brought the first real change in 

Schubert's fortunes. Von Schober , a law student and 

member of a wealthy family, had heard some of Schubert's 

works at the home of their mutual friend, Spaun. He 

offered Schubert a place in his home in order to give 

the composer the opportunity for unhindered musical work. 

Schubert's profession as a schoolteacher ended 

and he devoted his time entirely to co position. The 

free lodging, eals, and appliance provided by the 

generosity of his friend w re Schubert's only eans of 

livelihood; otberwi e he was penniless. 

The only position chub rt ever held was that of 

Musikmeister to the f ily of Count Johann Esterhazy 

on the Hu rian e tate of the cou t' f 'ly in Zelisz . 

He was al o appoint pi n.o teacher for the count 1 s two 

daughters . One of his pupil, Cou tes roline Esterhazy, 

i said to have arou ed e p nd ope l ess passion in 

the young artist. chubert pent the s ers and autumns 

of the year 1818 and 1824 t th count' estate. These 

months, id ple s nt nd congenial surroundings and with-

out pressure of material needs , were 

of his life. 

ong the happiest 

7
"Franz Schubert, 11 Brockhaus' onversations - Lexikon 

(Leipzig: F. A. Brockhaus, 1895) , XIV , p . 628. 
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Upon return from Zel isz in autumn, 1818 , Schubert 

found that von Schober was no longer able to provide him 

with free l odging ; he then took up residence with Mayrhofer. 

February of 1819 saw the first public appearance 

of one of Schubert' songs when his friend Jaeger sang his 

"Schaef er's Klage l ied" at a concert. The same year Schubert 

took a ho l iday and traveled through Upper Austria with his 

f riend Vogl . Zel isz, so e professional or a few pleasure 

trips to the Sa l zburg area, and a brief trip to Graz in 

1827 were the ext nt of chubert' travel s. 

The 1820 ' 

The l ist of hi wor 

r k d a p riod of unending creativity. 

i nc l ud ov r 600 i eder a l one. The 

ong cyc le "Sch n ng._ ...... . ..,.." w s co posed in the year 1828. 

ix of the o 

Buch der Li d r. 

i n thi cyc l a r et t o poe s of Heine's 

- ---· 
ove ber of the 

eri ou , incurable illn 

ye r brou ht udden death. A 

hich he had contacted in 1823 

had weak ned hi phy i c l t i na , n a n acute a ttack of 

typhus fever nded hi lif on ove ber 19 , 1828 . 

Robert Sch nn , Ge n composer , was born on June 8 , 

1810 , in Zwic u , Saxony . Hi f ather, owner of a bookshop , 

was a n of agile i ntellect and varied interests who 

devoted himself to a literary career . 
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Schumann became interested in music at an early 

age. It has been reported that he began composing before 

the age of seven. At nine, after his father took him to 

Carlsbad to hear Moscheles play, he decided to become a 

concert pianist. At the age of fourteen Schumann wrote 

an essay on the aesthetics of music and also contributed 

to a volume entitled Portr 

edited by his father. 

of Famous Men, which was 

Sch nn r ceived his basic education in Zwickau. 

In 182, fter he had left chool, Schumann met the poet 

Heinrich Hein on a trip to nich. 

Being eeply intere ted in usic ince childhood, 

Sch nn want d to pur ue further tudy, but his father, 

who had encourag d u ical pir tions, had died in l 26 

nd neith r hi oth r nor hi gu ian pproved of a 

U ic 1 C r er. It a d cid d that he hould ur ue 

a legal prof sion. H nt to th Univ r ity of Leipzig 

in 1828 to tudy law, but neglected thi in pursuit of 

mu ic, philosophy, nd co osit~on. In 1829 he trans­

ferred to the Univ r ity of Heid lbe 

Aft r he ring Paganini in Fra furt in 1830, 

Schumann decided to devote hims lf exclusively to music. 

Planning to become a concert piani t, he moved to Leipzig 

and took le sons fr Friedrich ieck. In his haste to 

acquire a perfect execution, Schumann's hand became 
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injured and the third finger paralyzed, thus ruining his 

ambitions as a pianist. He then took a course of theory 

under Heinrich Dorn, conductor of the Leipzig opera. 

In 1834 Schumann started a music journal, Die 

Neue Zeitschrift ~ Musik, which he edited until 1844. 

This journal effected a revolution in taste at a time 

when Mozart, Beethoven, and Weber were neglected and 

Chq:a.n un ppreciated. In this journal--shortly before 

his death--Sch nn wa the first to draw attention of 

the musical orld to Bra s. 

Duri t 

to rn tin von Frie n, gir of ixteen , ut ater 

brok th nt . 

In l 36 C nn r liz t t he loved Clara Wiec 
' 

the d u hter of hi pi no t C r . In l 37 he a ked Wieck's 

nt to th ir rri g but t ith refusal; . 
C s 1.n 

1839 con nt w i p n d it t couple wa married 

t Scho nef ld . 

Th y r b n 1840-44 r d dicated entirely 

to compositio, int rrupted onl b short travels. The 

fir t half of 1844 wa spent in Russia; upon his return 

to Ger ny Schumann abandoned his editorial work and 

moved from Leipzig to Dresden . At this time symptoms 

of mental disturbance which had appeared in 1833, when 



the death of his brother Julius and his sister-in-law 

Rosalie had affected Schumann with profound melancholy 

and deep depression, reoccurred. By 1846 he had 

recovered and took trips to Venice, Prague, Berlin , and 

Zwickau. 
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In 1850 Schumann moved to Duesseldorf, where he 

succeeded Friedrich Hiller a mu ical director and 

conductor of the opera. He was not successful in this 

position, ince the symptoms which had threatened his 

mental health before became or intensive and occurred 

more frequently. After lo con i er tion, Schumann 

was asked to reign fro hi po ition. fter his resig­

nation he took hort trip to witzerland and Belgium, 

and in January of 1854 w nt to Hannover to attend the 

performance of his "P r i and the Peri." hortly 

after his r turn the fight for anity wa lot . Driven 

tot rror by his h llucination and running away from 

imaginary voic d, he tried to co it uicide by throwing 

hims lf into the Rhin iver. He wa re cued and t en 

to a privat asyl , wher her 

on July 29, 1856 . 

ined until his death 
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Johannes Brahms ( 1833-1897) 

Johannes Brahms, German composer, was born on 

May 7, 1833 , in Hamburg , Germany, as son~ Johann Jakob 

Brahms, a string bass player in the Hamburg city theatre. 

The biographers do not report much about Brahms' 

elementary education . It se,ems that he attended "two 

schools successive ly and the second at any rate was a 

high-grade establishment."8 He was forced to interrupt 

his educat i on f or conomica l reasons; at the age of 

twe l ve he gave piano l es on t o contri ute to the family 

income. La th report t t "the uperstructure of a 

gentle n' · due t i on as re ar-0 hi tory , literature, and 

s o on he was t o c i re in lat · r life by a s idU.ous reading . 119 

Fro e r ly childhood Br 

est in u i c. i a fortun · t 

dec ided at irth th t r to 

expre ed a deep i nter­

ince hi fa t her h d 

co e a usician and 

be n orche tra l ply r . Hi fath r beg n t o teach him 

t o r ed music at the age of ix . It came a a urprise 

t hat he was able ton e each note a 

on the piano . 

oon as it was struck 

8Peter Lath , Bra s ( e York : Pellegrini and 
Cudahy , Inc ., 1949) , p. 6. 

9 Ibid . 
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In compliance with Brahms' wishes to become a pianist 

instead of learning an orchestral instrument , he received 

his first lessons in 1840 from Otto Cossel, an excellent 

musician. ossel quickly realized Brahms' talents ~nd 

recommended him to his own teacher, Eduard Marxsen, a 

recognized music teacher in Ham urg , who, like Cossel, 

"realized that be had a genius to deal with and set him-

self to prune and train with careful hand. 1110 rxsen 

had a lasting influence on Bra s, whose "confidence in 

his teacher never av red. Long fter he ha entered on 

bis career B co pos r he OU d submit his works to 

Marxs n f or critici for pub ic tio 111 . 
Bra s ' fir t pubic pp r nee was in 184.3 at a 

charity cone rt in burg , fol o ed by three ore during 

1847-48. Havi b n to co o in l 4 , he layed his 

own "Fanta i on a F vorit ltz" at the concert in 

April 849 . Br co po ition d ve oped great yin 

they rs l 5 -53 , duri which t· e he co po ed ostly 

songs, but brought no interruption tote course of 

hi musical studi s. 

In 1853 Brahms ended his tudies with Marxsen and 

went on a concert tour as acco panist t o the Hungarian 

101 'd ___;_ .' p . 5 . 

11Ibid . 
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violinist Remenyi. During this tour, in Hannover, Remenyi 

introduced Brahms to Joseph Hoachim. After listening to 

some compositions Joachim was anxious for Brahms to meet 

Schumann and gave him a letter of introduction • .. The meeting 

took place that same year in Duesseldorf. 

Schumann became exited by the talent of young 

Brahms and wrote a prai ing article on his works in the 

Neue Zeitschrift fuer ==ik;;..;.. Bra s bee e an intimate 

friend of the Sch 

fell deeply in lov 

nn family and it is reported that he 

ith Clara Sch ann; this occurred 

during a period of e otional tension after Schumann's 

mental break-down in 1854 , wh n Bra tened to 

Due seldorf, wh r he t yed a ost three years, to assist 

1 ra Sch nn. 

In 1857 Br r turn to H bur and took a 

po ition s mu ical dir ctor t the Court of Detmold. 

Thi w a s son l position which occupied his time for 

thre or four onth at the end of the year . In addition 

to conducting the choral society, he played at court 

conderts and taught piano to Princes Friederike of 

Lippe-Detmold. Her p tronage ensured ra s any other 

wealthy pupils. Unpres ed by financi l worries, he 

c posed extensively while in Detmold, but soon became 

irritated by the court routine and unstimul ating 
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atmosphere. In 1860 he refused renewal of his appointment. 

In summer of 1858 Brahms spent part of his holiday 

at Goettingen, where he met Agathe von Siebold. Grove's 

reports that the acquaintance "led to a love-affair which 

brought Brahms nearer to marriage than he came any other 
12 

time in his life." But Brahms broke this engagement. 

In 1859 he wa appointed conductor of a womens 

choir in burg and composed any works for this group. 

The years between 1860- 2 were filled with compositions 

and frequent public ppear nee, d Br 's reputation 

was steadi l rowing . He o ed for recognition fro 

the city of hi birth by appoint nt 

H burg Philha onic oci ty hen th 

conductor to the 

ging conductor 

Grund w r pl c din 1862 . o r vere disappoint-

ment , h did ot r ceiv ti po ition. 

Se 

in Septa 

In l 63 , w 

di tre i 

in Vienna. 

ing c ng of urro nding , he visited Vienna 

r of 18 2, lei 

n d i gree ents b 

s er l uccesaful appearances. 

en hi parents became 

to r tuns d C ' d to take up residence 

He cc pt d the po ition of conductor of the 

singing acad y, fro hich he resigned after a year. 

12•1 ohannes Bra s," Grove's Dictionary of sic 
and Musicians ( ew York: t. rtin's Press, Inc., 1955), 
P:-871. 



Years of concert tours through Austria and to 

_Hungary followed. In 1872 , after the death of his 

father, Brahms decided to make Vienna his permanent 

home. He was appointed musical director of the Gesell-

schaft der sik.freunde, where he stayed until 1874 . 
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Between 1874-78 he lived near Heidelberg, Germany . 

After 1878 , except for trip to the North Sea, Karlsruhe, 

and Baden-Baden in Germany and vi its to Italy and 

Switzerl nd, he rarely left Vienna . 

Following his doctor' advice, Brahms took a cure 

for hi affect d liv r in Kr bad in 1896. In 1897 

the illne progr e rapidly nd in rch Bra s was 

sen t concert for th 1 t t e. He died on 

April 3 , 1897 , in Vi nn. 

Hugo ~ (1860-1903) 

Hugo Wo f w born on rch 13 , 1860 , in Windisch-

graz, Styria . 
13 w s German , 

an Au trian c 

13,'Hugo 
Musicians,~ · 

1411Hugo 
XX I I I , p • 69 5 • 

Encyclopedia Britannica reports that he 

hil Grove's Dictionary refers to h" as 
14 

poser . tyria, or Steie at 

olf," Grove's Dictionary of Music and 
cit., IX , p. 331 . - --

olf," Encyclopaedia Britannica (1955 ed . ), 
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that time part of the Austrian-Hungarian Monarchy~ 

Hugo Wolf's father was German , which made Wolf German 

at birth also. But, according to German l aw from the 

time of July , 1870, there was an automatic loss of 

citizenship due to Expatriierung after ten years of 

uninterrupted stay in a foreign state . 16 ince it is 

reported that Wolf' first visit to Germany was in 

autumn of 1890 , it can be as e that he had lost his 

German citizenship and should rightfully be called an 

Austrian . 

Wolf' father w 

usic lly t ent nd 

piano, vio in, f ut , 

piano and violin on 

l 69 h tten t e 

of l ge n philo 

a leath r trades n . He was 

tu th. e f to play the 

rp , and itar . ol received 

t n arly a e . Fro 1865 to 

wit e pha i on tudies 

ophy. He • withdrawn after 

30 

one semester u of inade at ork. Between 1871-75 

olf tudied t ev r l SC 00 • e ving ach one because 

of n glecting his tudi for u ic . He played organ at 

school ses n piano in n inst ental trio . 

1511st i r ," Brockhaus' onversations-Lexikon 
.2£· cit., XIV, p . 282. 

1611Staatsangehoerigkeit ," Ibid., p. 209. 



In September of 1875, after composing his first 

piano sonata, Wolf obtained his parents' permission 

to make music his career and went to Vienna to attend 

the conservatory. He studied ha ony with Robert Fuchs 

and piano with Wilhelm Schenner . Vienna brought a 

wider range of music to Wolf than he had previously 

known. He attended concerts and operas and became a 

devoted Wagnerian after hearing performances of 

"Tannhaeuser" and "Lohengrin . " In 876 he entered the 

composit i on cla of anz renn, who was unable to 

give Wolf the p th tic id nee and un er tanding he 

needed . The p dantry of of or nn beca e 

exceedingly oth r o to ol o fina l y announced 

to the director of the chool th the pl anned to leave 

thee tabl is nt wher e w forg tti ore than he 

w s l rnin. For thi h w xpe l d . 

Wolf w 

but aft r eight 

to Vienn, wher 

by teaching an 

r c l to indi c gr z by his parents, 

onth per u d to let him return 

he hop d to a le to support himself 

ccomp nit . Friends found h. piano 

students, too h. to concerts and operas, and assisted 

him generous l y in providing lodgings and eals . It was 

31 

not easy for Wolf to earn his own l iving . He lacked 

patience to work with young chi l dren and was not submissive 
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enough to please aristocratic empl oyers. The only 

teaching appointments he retained were those of friends 

who were more interested in his progress than in that of 

their chi l dren . 

In 1876 Wol f began to compose songs, the earliest 

of which were mode l ed after Schubert a nd Schumann . In 

1878, when he fel l in l ove f or the first t ime, Wolf 

experienced a period of "spasmodic creative fever. 1113 

The lady of hi l ove was Va lly Franc, a girl of rench 

descent who w s a r e l ativ of f riends. Later he wrote: 

"My Lodi in song is known to h ve 

0 t V ry 

en the ye r '78 ; i n 

y ~ne good song , thos e days I co po ed 

and so e t · s ~. 1114 

po ms by H inrich Hein . 

ny of these songs i nc l uded 

ppy s e r with f riends I n 1880 olf sp nt 

a nd h i s be l oved V lly a t i r ~r i n the Vienna Forest . 

In early 881 Vally anck broke the ir relationship and 

Wolf returned , roe -hear t ed , t o indi chgra z . 

After months of idleness , f r iend helped o l f to 

secure a position as choru s t er in the municipa l 

theatre at Salzburg . He beg n his duties in November, 1881, 

14 
Grove's Dictionary of 

c it ., p . 332 . 

15
Ibid . 

s ic and :Music i ans, 2-E· 
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but he did not seem to be temperamentally suited to work 

of this nature; after quarreling with the director, he 

left in January, 1882. Wolf returned to Vienna and to 

his friends, where he continued to work on his compo­

sitions ~twas unab e to have them published or even 

persuade publ ishers to examine them. This, combined 

with the ina i ity to earn a l iving , brought on a state 

of depression. Wo l f fe l t de j ecte nd oppressed by the 

thought that the stera of hi t' were overshadowing 

his own talents. H decided to ig r a te to erica, but 

changed hi n when inf uenti l f rien s ecure him 

po itio s 

For over three y 

began to ain the 

arc t i c ty le 

ra h wrote crit ica series, and soon 

ttent i on of t pu l ie with his 

nd t t c on v rything tat did not 

meet ith pprov , who had once cri ticized his 

wor k , was th obj ct of ndl rid icul e. 

o f d p y ove t t e et of hi s f ather 

i n y , 8d7 . e op d t o show i fathe r so e sign 

of succ in i co position , but th o portuni t y ha 

never ri en . Ironica l y , at the end of the s e year 

ful i l Wet zler in Vienn publ i hed twelve of his songs. 

At about this time o f retir ed f rom the Sal onbl at t and 

devoted his entire t ime to the com os it ion of songs. 



The nine years which follow practically represent 

Wolf's l ife as a composer. They were marked by periods 

of menta l and physical exhaustion. During this time he 

writes: "I f ee l myself , bodily as well as mentally, 

utter l y exhausted . Of co posing l have no longer the 

remotest conception. God knows how it will end . Pray 

f or y poor soul. ,.l5 

In 1850 Wolf visited Germany f or the f irst time, 

where he de t he c intance of several friendly 

mus ic cr itics who had been intere ted in his usic and 

i usic j our nals , attracted the had , through a r ticl 

attention of the • - - 1~ 11 wn publ ic to h i co pos i t ions. 

These v i its r rep ted in l , l 92 , and 1894. 

Dur in 1894 Wolf pp rd t cone r ts of his usic in 

Berlin , Da t dt , Stutt art , nnhe' , nd Tuebingen. 

ied Z rny , a prof es-It wa in Tu bing n t th 

s i onal i er ith w o 

and even planned to go to 

t 

f 11 a ionat ly i n l ove 

rica , "to the and of gold , 
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to lay the f oundation of a decent exit nee on a saf e 

basis of dol l ars . 111 s b fore , the ending of this l ove 

affair rought pro o ed failure of his creative powers. 

15
Ibid . , p . 336 . 

16 Ibid . , p. 337 . 



Extreme nervousness , sudden outbursts of rage 

alternating with periods of depression throughout his 

life had pointed to mental i nstabil ity. In September , 

1897, Wolf's unusually strange behavior, accompanied by 

symptoms of general paralysis , brought his concerned 

friends the recognition that he was insane . A physic ian 

decided that immediate confine ent in a mental hospital 

was necessary . Wolf spent four onths in a private 

menta l hospita l and was discharged in January , 1898 . 

The t im f t r his re l ease was spent in listless 

nd r e t le s wand ring fro place t o p ace unti l the 

s er, which e pent wi th f r i end at Traunkirchen . 

At firth t o provi bu t i n Oct ober he 

had a n w att d tried to drown h. s elf in the 

Tr un e . H w re cued nd ater r eque ted that he 

be a itted t o an y He nt red the State Mental 

Ho pital in Vien on Octo r 4 , l 98 , and i ed over 

f our year later on e ruary 2 , 1903 , He is buried 

in Vienna . 
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CHAPTER IV 

COMPARISON OF ENVIRONMENT , EDUCATION, 

AND PERSONALITY CHARACTERISTICS 

Rranz Schubert and Heinrich Heine 

36 

Franz chubert, of whom is said that "he could set 

a handbi ll to music," but a l so that "his finest songs are 

a lmost al l (set) to fine poe s," in his composition of 

Heinrich Heine' s poems surely "penetrates to the centre 

and sieze the poetic conception fro within . 11 1 

Both co po rand poet were born i n 797 to parents 

of l ited f in ncial man . 

f ri nds nd p trons ; Hein wa 

chubert a assisted by 

ore ortunate i n having 

the fin nc i l uppo t of i wealt hy unc le . Both felt 

the 1 · it tion of t ri l dependency . Bot h l ives were 

i nfluenced by olitic l oppre i on nd both new the pain 

of per onal a n profes i onal r · ct i on . Both react ed to 

t hese sit uations at t' es ith depr ession , at t es with 

xa per tion or outbur sts of rage . 

Schubert , w o experi need hopeles s l ove f or a 

countess , could sympathize with Heine who confessed his 

hopeless l ove for "La Mouch , " whom he met too l ate. 

1 "Franz Schubert," Encyclopaedia ritannica ( 1955 ed.), 
xx , p . 105 . 
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Both experienced the depression that accompanies 

prolonged i llness . Schubert, the composer of Heine's 

"Altas," said repeatedly "it seems to me as if I did not 
2 

belong in this world at all," and in a moment of deepest 

despair wrote of h. self: 

Think of a man whose health can never be restored, 
and who fro heer despair akes matters worse 
instead of better. Think, I say, of a man whose 
brighte t hope have come to nothing, to who love 
and friendship are ut torture, an whose enthusi­
asm for the beautiful is fast vanishing: an1 as 
yourself if such a man i not truly unhappy. 

The ailing Heine, confined to hi ti ttress grave ," 

ith the hero of expres ed his f ling by id ntifyi 

the poem II tla ," who f el un b to carry the burden 

of "the whole wid or ld of orrow" ny longer . 

Schubert, wh n ne C intanc was suggested to 

h. 
' 

wa known to "k nn r 7" 
' 

a uestion which 

could r fer to t t l nt ell to th financial 

cap city of th introduc df+ Heine chan ed his religion 

from Je ish t o hri tian f or practical con iderations. 

2 
Alfred in tein, sic in the ntic Era 

(New York : w. orton o. ,Inc"":: ) ' p. 87. 
3Ibi d ., p. 88 . 

4 ncyclopaedia Britannica, l oc. cit. 



This calcul ating f eature in both might be explained by 

their frequently humiliating dependency on others for 

material needs of life . 

Robert Schumann and Heinrich Heine 

38 

Robert Schumann and Heinrich Heine, both personal ­

ities of high intelligence and early maturity, received 

a good fundamental schooling followed by higher education . 

The curricul of these studies was not of their choosing 

but planned by th ir parents , who selected the legal 

profession for both . ch ann as well as Heine neglected 

their studies f or cour corr ponding to their deeper 

intere t: Sch nn in u ic nd philo ophy, Heine in 

liter ture , p ilo ophy, an hi tory . 

th nric d their out oo an now ed e by 

trav l in their o el nd an in foreign countries . 

They et person.ally on trip to ich in 828 . 

Both were of great inf uence on the intellect of 

their time . ch n in addition to his compositions, 

effected revolution in the t ste of the t' e with his 

usic j our 1. Heine, in addition to his revolutionary 

new l yric style, uncovered the shortco ings of the tie 

in bri l liant an witty artic e 

Both were in search for fulfi llment through love; 

both knew re j ection: chumann by Clara Wieck and by a 



broken engagement, Heine by his two cousins, Therese and 

Amalie. 

Both were impaired by ill health, Schumann with 

the dread of insanity until his final breakdown, Heine 

suffering for years with a spinal disease. And both 

died in the s e year, Heine in February and Schumann in 

July of 1856 . 

Johannes Brahm and Heinrich Heine 

It i reported that in early youth, while playing 

piano in Hamburg ' chap t verns, Bra s "placed not a 

sheet of mu ic (h lay ply d by art) but a volume 

39 

by Eich ndorff or Heine on th u ic- tand in front of him 

in order to forg t hi 

write th t t th 

urroun ings. 115 ·chard Specht 

e t · ''Bra 

whole of Hein' Buch~ Lid r. 

ward us d to stoke the furnac . 116 

co posed almost the 

nd 11 thi was after-

The d struction of hi fir t attempts in composition 

is not str e, since Bra kno n to the hardest 

critic of his on wor t it unu ual that his 

nearly thre hundred ongs include only six by the poet 

5Peter Latham, Brahms ( ew York: Pellegrini & 
Cudahy, Inc., 1949), p. 6. 

6Richard Specht, Johannes Brahms (tr. Eric Blom, 
New York: E. P. Dutton Co., Inc., 19 30), p. 18 . 
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Heine, his favorite of an earlier age. The explanation 

might be that in later life Brahms tried to suppress the 

ttunhealthy" impressions of his childhood and unconsciously 

avoided the poems of Heine . Another reason ight be that 

the experience of his youth changed Brahms from a warm­

hearted Romantic to a an who "began to fortify himself 

behind barrier after arrier of reserve nd precaution."7 

Whatever the re on ay be, the few compositions 

of songs by Heine show Bra s' eep un erstanding of the 

poet's lyrics, n i ht b proof for Lat 's statement 

that Brahms' o s xpre 

arti t : 

0 But in 
pot! In o 
contro n gi 
impuls of hi 

er t f
8
hi 

j alou . 

Bra an Hin 

th true f e l ings of the 

elf hind the 
could re lax his 

tote r, pas ionate 
ithout b trying those 
that he 1n, ,:.-,ed o 

r th born into f ilies of 

little w 1th . Hein wa f ortun t to have his uncle's 

assi t nc to continu a her ducation , whereas Brahms 

had tot rminat hi choo l ing at an ear ly ag to help 

provide for th f i ly inco 

7 
Latham,~- cit., p . 87 . 

8Ibid., pp . 152-53 . 



Brahms found understanding for his musical 

aspirations from his parents and teachers, who helped 

develop his great talents. Heine was forced to take up 

studies of a profession which did not satisfy his deeper 

interests and was not in concord with his talents. 

Brahms as well as Heine lived ostly for his art. 

Brahms, healthy in body, was able to go through life 

without asking much fro patrons, while Heine, perhaps 

because of ill health but a l o partially because of his 

weak character, wa dependent upon others for most of 

his life . 
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Heine ch d hi r l i gion for econo ical reasons. 

Brahms did bel ieve or i d ot e l ieve for personal reasons 

and did not conceal his keptici •~tan early age 

Bra s l ost hi b lief i n th ri tian God , and he never 

recovered it . "9 

Both Brahm and Heine felt deep emotions toward 

women, but in contrast t o Heine, who fter many disheart ­

ening experiences was till ro ntically searching for 

his "true l ove" to the end of his life , Bra s, after his 

love affair with Clara Sch ann, the supre e experience 

of his life , tried to guard his feeling s and not become 

9
~. p . 88. 



emotionally involved. He also shied away from the 

responsibilities of marriage, fearing them to be a 

handicap to real artistry . 

Hugo Wolf and Heinrich Heine 

Hugo Wolf is portrayed as a composer with great 

reverence for the poems he set to music. 

No other composer ha exhibited so scrupulous a 
reverence for the poems which he et . To displace 
an accent wa for him a heinous an act of sacri­
lege as to misinterpret a conception or to ignore 
an s ntial uggeation. inenes of decla tion 
has n yr re ched a high r point than in Wolf's 

ongs. 

His composition of Heinrich Hi 's "Lieder" occurred 
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in the early portion of hi ic carer. All but one 

of Heine' po , "Wo ird ein t," which was composed in 

1888 , w r et to mu ic in th year 187 -78 . The se l ec-

tion of thee po ms · ht refl ct not o ch the influence 

of the Ro antic period on olf a is ro ntic mood of 

th se ye rs. Grove's Dictionary states that "in later 

ye rs Wolf avoided song of subj ectiv 
11 

romantic poets, " 

but 1878 wa the tim of Wolf's fir t love and it brough c 

an outpour of romantic compositions. 

1 "H o Wolf ," Encyc l opeadia Britannica (1955 ed .), 
XXIII, p . 695 . 

1111Hugo olf, 11 Grove's Dictionary of Music and 
Musicians , E.E_. cit., p . 332 . 



Wolf as well as Heine was born to middle class 

parents of small means who tried to promote a well-

rounded education . Wolf fell short of completing his 
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high school courses because of his driving interest in 

music , while Heine neglected his law studies for literature 

and history. 

Both knew the want for material needs, the humil­

iation of dependency and the uffering of professional 

and personal rej ction. 

Both wer tionally ff cted by unsucces ful 

lov ffairs. olf never rri nd Heine, even as he 

did so at a lat g , pre iv d t t hi "true love" 

was noth r wo n. 

Both flt th f r of th ai ing-- it entally 

or phy ic lly--th t illne i ght de troy the power of 

er tivity. 

Franz Schub rt, 

Hugo Wolf 

Brahms and 

The feature and condition which characterized the 

Romantic period inf luenced to o e extent the f orm of l ife 

of the four co posers . mination of their environment, 

education, pr fe ssional and p rsonal success or even their 

physica l hea l th or habits should i l lustrate similarity and 

contrasts. 
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Schubert and Schumann were born at the beginning 

of the period of revolutionary ideas, Brahms at the 

height of revolutionary turbulence, while Wolf was born 

at a time when the French Revolution had already brought 

the acceptance of individual freedom. 

The parents of Schubert , Brahms and Wolf were of 

small means, those of Schumann had greater assets. The 

parents of Schubert, Sch nn and wo lf tried to promote 

a good education, while Brahms had to interrupt his 

education to contribute to the f ily inco e. chumann 

received al w d gr e, Schubert wa trained as a teacher, 

while Wolf , more du to i& incon 

intelligenc did not compl t hi 

educ t d hi ms l f in l t r if by 

ext n ive r ing . 

ch nn , ra s nd olf 

homeland nd oth r countrie of 

th ir know l d Schu rt tr v 1 

ist ncy than to lac 

e ucation. Brahms 

e f- tu y an y 

trave l ed through their 

rop , thus enriching 

itt l e; the reason 

of 

may be attributed to l ck of funds , other interests , or a 

le r stle natur 

Schumann an ol f both wrote for musical journals . 

Both he l d position as conductor but were e al l y unsucces­

sful , Schumann due to increas d mental i llness and olf 

because of his uncontro llable temper, which was perhaps 



already a symptom of his later insanity. Brahms held 

several positions as conductor successfully. 
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Schubert , Schumann, and Wolf showed deep intensity' 

of feelings toward women. Their emotional and physical 

lives were greatly inf l uenced by their love affairs. 

Rejections caused periods of idlenes, fulfillment periods 

of creativity. rabms had equal experiences with women 

and underwent imilar e otione, but tried to ard his 

feelings and to prevent interfe rence ith his work. 

rahms was in exc llent health during ost of his 

life. Schubert, Sch nn, n 

for long period o th ir live . 

olf uffer d with illness 

chub rt and olf were 

inflict d with incur ble di hich t hey had contacted 

in early youth. ch nn • thr t n d f or years with 

the lo s of anity. Sch nn nd olf both attempted 

suicide and both di d in nt ho pital An ttack of 

typhus fever end d th lif of th you Schubert, 

perhap m rcifully vi him f ro the ame fate. 
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CHAPTER V 

LIEDER STYLE OF THE COMPOSERS 

The style of Schubert 

Schubert is by universal consent considered the 

symbol of the Art Song, not entirely because of the vol­

ume and perfection of the songs but because they are the 

beginning of a new order. The Lied wa not new, but 

Schubert's approach to it was. ro his efforts a 

precedence wa set in unity etween poem and music, and 

a closer balanc w achieved between voice and piano. 

Schubert' ~ earlie t att t t writing reflect 

influenc of the loc l vi nnes idio, which was per-

meat d by the spirit of z rt nd ydn, and graced by 

the pr enc of thov n until l 27. ic of the time 

includ d the ymphony, so ta, artet, opera, which was 

pri rily under It l ian influenc, and popular, functional 

usic of the tr et, t vern, nd d nc hall. The 

German ong befor chu rt' t e w not of high status 

in th u ical wor d nd as pro by of little inf l uence 

in his works, with thee ·ception of several youthful 

exercises which were ode led after earlier works. The 

only common qua l ity between his works and those of a few 

earlier minor composers was the attraction to more Romantic 
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poetry. Capell suggests that Schubert probably did not 

take over the Lied as a certain and special form, but 

merged his own musical inspirations with the motivations 

of poetry. He states that "his art was one of extra­

ordinary variety and freshness of shapes and colors, which 

were demanded of his musical faculty by his keen appreci­

ation of the poetic scene and action that were to be 

illustrated."1 

Schu ert's song form are in four groups : the 

simple strophic, odified strophic , through composed, 

and operatic-scena . The trophic for originated from 

the folk o et of t nz i u to identica 

ifie trophic fo involves a repetitions of a tun . 

song of two part or r ' ch of ich i like the 

th s e tune is former with mild ohan e. 

repeated in a different key. In 

st nza, the fir t and third Y e 

y ong having several 

ike while the middle 

has a contr sting ection, th fir t and second may be 

alike while th third i contr ti , or the firs t, third, 

and fifth tanza y b lik hil the second, f ourth, 

and sixth ar alike , and o on. There are any number of 

variations and addition of new material . In the 

1Richard Capell , Schubert ' s Songs ( ew York: The 
Macmillan Company , 1957) , p . 33 . 
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through composed songs, various melodies and interpolated 

sections are welded together by a basically unchanging 

accompaniment. The operatic scenes contain separate 

sections of different tempo and mood. Songs of a dramatic 

nature are considerable, but the greater portion are 

lyrical. Concert song are rare. The songs "seem to 

combine the reading of verse and the practise of music 

within the most exc usive of con itions--within the room 

of two or three intimates, an pos ibly indeed of the 

utter solitary."2 

Schubert as quite receptive t extra-musical 

influence , but wa not diverted i nu ica l way. 

His working method wer thorou hly tr dition l, in 

some instanc tot 

He adher d tot 

point of 

four 

intn pr e s. 3 

ur phra eon principle, 

departing from on n erou occ io perfectly square 

and indicates period of eight a ur s i e ception 

hi expres ion of tudiou licity of of deep erious-

ness. He often prolonged th perio y echoing the vocal 

cadance in the piano p rt. yt ic variety was achieved 

by extending the second half oft e perio by a measure. 

21 bid. , p. 36 . 

3 Ibid. , p . 43. 



Expressive utilization of the Caesura is also character­

istic of Schubert. 
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A great variety of etrical forms were used, but 

Schubert seemed to have particular fondness for Siciliano 

and Piffero meters. The metric form used was in correspon­

dence with the poem. 

The tempo of Schubert i said to b " .•. a healthy 

regular pulse, buoyand but not re rkably quick."4 This 

may be due to the heavy-gaitednes and tendency to dwell 

apell continues 

that the tempo of chu rt " .•• do not care to race, for 

all its activity. It doe not troubl to ponder, or all 

its sen ibility. Thi ic th isurliness of 

Nature."5 He al o u g st t t i ore often make 

the mists e of in i chu rt too f t than too slowly. 

Speed direction in chub rt' work re curt, non-

exacting , an n ar ly l y in G n. 

Althou h the ic w 

to th text at crucial point, 

fitt din urpassably well 

c rt in oo ene s was 

apt to be left l ewh re. Schu ert, ti d to his Classical 

background, probably felt that the t xt , regardless of 

importance, must nontheless make a llo ances for certain 

41 bid . , p . 53 . 
5

Ibid. 



basic elements of musical form and balance. The refine­

ment in attention to the poem and balance of interest 

between voice and piano of later composers seems to be 

instinctive rather than conscious in Schubert. 5 During 

the course of a song, for example, he may repeat every 

line. 

The most individual and revealin of all factors 

in Schubert's work are his melodies. They are among the 

most expressive, flexible, and truly lyrical of all 

composers. In his riti s, the lodies center largely 

around the mediant of the C 1 
' 

or r ba ed on a 
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juxtaposition of th tonic nd do in nt chord. A phrase 

built on a fallin do in nt venth i often associated 

with weariness and gri f . u e of nee is flexible 

and discreet . The vocal lie in gre t numb r of sons 

is not self-supporting , t i deep Y e e hed in the 

piano acco paniment nd is gr tly pendent upon it . 

Schubert's vocal writing w not ed on any chool of 

singing or practise of the t e . e did not attempt 

consciously to write in ny idio 
' 

but rote for the sake 

of musical expression. 

6"Franz Schubert," Grove's Dictionary of Music 
~ Musicians (New York : St. Martin's Press,1955), p. 565. 
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Piano accompaniments are graphic reinforcements of 

the inner meaning of the poem, or external details of the 

scene. Pianistic figures are contrived to illustrate 

moving or glinting water, wind, shimmering stars, storms, 

waterfalls, brooks, spinning wheels, etc. The accompani­

ment at times also attempts to simulate wind, stri , and 

percussion instruments. Simple reiteration of chords is 

also common; this is an idio tic pi nistic effect , used 

by early composers for dy ic vari ty an to achieve 

different degrees of staccato on th in trument. 

Although tran po ition of cu rt's ong is 

widespread--even hi friend Vo tran posed his songs--

Schubert apparent y did not approve too e rti y, for he 

once replied to hi pu li hr in 

to write so ething in n "easier 

itl2, when requested 

y, 11 : "I cannot write 

it otherwi e, nd anyone o c not p y y wor as it is 

had better leave it l on. Anyon w o finds ome keys 

unmanageable i imply no u ici at ll. 117 

Other characteri tics of chub rt' styl e include 

inor e to the j or, and, his frequent passing f ro th 

less frequently, th rev re. e cha e usually i nd icates 

7capell, .2E.· ill_., p . 61. 



emotional change, and can be smooth or abrupt. He 

frequently used the Neopolitan sixth, augmented sixth, 

and diminished seventh. These harmonies are all part 
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of standard practise of the period. He was also fond of 

passing to a key a major third below the tonic with little 

or no preparation. In developments he had tendencies to 

pass through certain keys, but did not seem to attach 

extra-musical importance to various eys, as did Wolf. 

His works seem to be finnly grounded in the idiomatic 

procedure of the "symphonic" period, occurring c. 1770-

1830. His catholic choice of poet for his songs has 

been taken to indicate a lack of literary taste by some, 

but others feel that the poe s chubert used were chosen 

for their mu ical potentia, not liter ry greatness. 

Schubert's treat ent of the ied is at once Classic 

and Romantic, and he has been referre to as the" omantic 

Classic." He is Classic in that is orks contain some 

element of restraint and concentrate energy , never giving 

full license to a purely usical i gination. Melody , 

vocal writing, and decla tion in hi works are in equil ib­

rium and both vocal line and piano are somewhat subservient 
' 

to the poem. He is Romantic co ared to his predecessors 

and contemporaries in his choice of texts, the overflow of 

music for voice and piano, and in the increasingly important 

role of the piano in setting and describing the song. 
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To.£ style of Schumann 

"Schumann taken at his best is the greatest composer 

of song after Schubert."8 
He was always more instinctively 

guided by an idea than any traditional conventions. His 

best Lieder possess a lyrical pathos of original, inevit­

able, and absolute spontaneity. 

Schumann chose his poems with ca.re, and generally 

chose with good literary taste. The poems seemed to 

"answer to something within himself."9 The right poem 

seemed to sharpen, concentrate, and shape his musical 

thoughts. Heine, a poet of "double or veiled meanings ,"10 

seemed to be the poet with who ch nn was happiest , and 

with whom he expressed his f o t exactingly. 

The songs are not, on the who l e, conceived as 

compositions for voic with piano cco p niment . Both 

parts are at lea t equal, with the ever-growing tendency 

for the piano to become ore · port nt than the voice. 

Schumann 's songs h ve b en de cribed a a continuation of 

character pieces for piano, ut Grove' Dictionary states 

that the songs are explicit while the piano pieces are 

8"Robert Schumann," Oxford Dictionary of 
~- cit., p. 272 . 

9"Robert Sch~nn," Grove's 2ictionary of 
and Musicians on. cit., VIl, P· 62 · - .....,;; ________ , ~ -

sic, 

sic 
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more reserved, and that in the songs the "lyrical element" 

l·s "set free," nd th · 11 a e emotional content is made precise . 

However, Bedford states that while the piano accompaniments 

are of endless variety, the vocal lines tend to become 

· · 12 repetitious . Hall states that the songs have often been 

referred to as "piano pieces with superadded vocal part,"13 

indicating that the piano is of such importance that the 

voice becomes merely an accompaniment. enerally , Schumann 

is thought of as being idway between Schubert and Wolf 

in holding balance between poe nd usic and between 

voice and piano parts. Although chumann' repertoire 

contains a number of purely lyrical so sin which the 

voice 11sings" and the piano is or of an accompaniment, 

as well as so e declamatory so , the st typical songs 

are those in which another, non- elodic element played in 

the piano complements and is at lea t e ally · portant 

as the vocal line. 

The role of the piano is par ount. Few sons focus 

final attention on the singer. ere is dialogue between 

Sh nn· His Life and 12Herbert Bedford, Robert c uma • ____ _ 
Works (New York: Harper & Brothers, 1925), p. 235. 

Th At Son~ (Norman: University 
13James Husst Hall,~_!_ ::-=,.::g. 

of Oklahoma Press, 1953), P• 62 · 



the two parts and they seem at times to intertwine. A 

short phrase in the vocal line may be completed by the 

piano, and a longer phrase may be symmetrically answered 
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by the piano. Short phrases tend to be repeated in 

sequence. Introductions, interludes, and epilogues are 

frequent and take on unprecedented importance; the piano 

may at times play a whole soliloquy. The coda is treated 

somewhat like Beethoven's piano sonata coda in that new 

thematic ideas are introduced. It may also repeat, comment 

upon the principal motive, or serve as a natural extension 

of the melodic line. The epil o e i a satisfying rounding 

out of poetic thought and ood. 

As with piano pieces, the grouping of songs in a 

cycle is thoroughly characteristic of ch nn. He 

gathered songs of ore or less re tive relation hips, 

such as by the same poet, and bound them together under 

a poetic title. 

The songs contain many i l ustrations of rich, bold , 

and sometimes veiled harmonies, and introductions of 

dissonant tones. Syncopations and anticipations are 

frequently used. 
· f a "loose filigree" Texture varies ro 

1 t Freedom of design to compressed polyphonic deve opmen · 
f e strophic form. There 

is common, with few examples O pur 
· even the shortest 

is evidence of unity and symmetry in 



and freest works, secured by motival, rhythmic, melodic, 

and harmonic repetitions. In early days and throughout 

his life, Schumann was to some extent influenced by 

dance rhythms, especially waltz and polonaise meters. 

Schumann was the first of the Germans to trouble 

about correct declamation. Before, no one had taken 

offense at gross prosodical absurdities. Each song is 

the full musical utterance of the poem, without sacri­

fice of meaning and without repetition of wor s. 

The principal inflections of the voice-part 
spring directly from the wo s, and every subtlety 
is emphasized by characteristic har ony or 
reiterated figures or accompaniments, or y 
some significant prelude, inter lud , or coda. 
The balance between the voice and the instru ent 
is well maintained; each factor es for definite 
articulation and contribuiis towar a con istent 
and homogeneous whole .... 

The style of Brah s 

It is said that Bra s pose ed a fastidious and 

well-defined literary taste d was exceptionally widely 

read. However, in choosing his poe it is said that he 
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h b the a Osphere of the ·d d by the pot tan Y was less gu1. e 

song. Unlike Schubert, Schumann, and Wo f , rahms had no 

. t although there seem to be some particularly favorite poe 6 , 
15 'd d eference. He felt that to whom he showed a deci e pr 

l~- N. nn Brahms (New York: -walter 1ema , 
Alfred A. Knopf, 

1941), p. 357 . 
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music enhanced the poem, and, in general , the more perfect 
16 

the poem the less chance there was to add to it with music. 

In his songs, poetry is approached from a musical 

rahter than literary point of view. Brahms is less sensi­

tive than Schumann or Wolf to the finer points of word 

setting ; correct declamation is so etimes sacrificed for 

the sake of a uniform flowing melody. 17 

Brahms wrote in strophic, mo ified strophic, and 

through composed forms. He preferred ost the strophic 

form, not excl uding so ewhat free handling of the acco -

paniment and a varied or modified etting of different 

stanzas of the poe. 

Brahms was very hap yin t 

poetry. He · onc . wrote: "Sol\ i 

composition of folk 

t pr ent ollowing 

such a wrong course that one cannot o up an i eal 

before on too consistently. And, in Y opinion, this 

, • f 1k g ul8 The 1.nfluence of Ge an music ideal is the o -son. 

is most apparent in his songs, alt ou h 

were usual ly less square rhythmica ly a 

tained modal tonalities. 

16Hall , .212.• ill_., p. 97. 

ra ' f o lk ongs 

so eti es con-

17 ahm "Grove's Dictionary of Music and 
"Johannes Br s, 

Mu . . · t I p 885 . SlClans, £E. · .£!...•t t • 

18Niemann , .2£· EJ..!., p. 359 . 



The songs vary in style more than the piano pieces. 

The influence of Schubert and Schumann can be found in a 

number of works. The emotional range of the songs is 

said to be somewhat narrower than that of the songs of 

Schubert or Wolf, although sometimes wider than one would 

irnagine.
19 

Schubert was Brahms' unattainable ideal in 

songwriting. From him Brahms learned the mastery of 

irregular rhythms, strophic form, and was given an 

example in folk song writing . He once said to Jenner, 

"There is not a song of chubert's from which one cannot 

learn something . 1120 

Me l ody was one of Bra s strongest ifts, and is 

found in particular profusion in the ongs. e voice 

part is of paramount i mportance. f uent, rhythmica l , 

and expressive melodic line , which is always carefu ly 

adapted to the text, is ch racteristic of most of his 

songs. Hall states that "Bra sis a ter of the long , 

sweeping line; he uses all the voice, high and l ow, and 

demands a firmly sustained l egato in both diatonic and 

1121 Jumps m .y be jagged and angular . arpeggiate phrases. 

The melodies generally match the l engths and accents of 

the verse c l ose l y. 

19 Of Music _and Grove's Dictionary 
sicians , l oc. cit. 

20Niemann, 12..£· ill.· 
21Hall, ££· .£!!·, p. 100 . 
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Songs are fre ently scored nor low voices. Brahms 

did not mind t ransposition of the songs and once remarked 

jokingly that it might be convenient to have a "Wiegenlied" 

in minor in case the child became ill. 

Second in i portance to the melody is the bass 

line of the song. Bass parts constitute foundations for 

the melody and even emulate the voice in intrinsic 

vitality , power of expression, and abundance of motives. 

Other voices in the piano acco paniment are of l esser 

importance in compari on with these main voices. This 

practise is very similar to the red bass notation of 

the Baroque period. In any rough etc 

figured bass is notated in tea of i d 

is quite in contrast with olf , i w o 

, only a 

voices. This 

works the piano 

has absolute lead and the elo ic ine i note asized 

as much as most carefu decl tion in the voice . 

The harmonies of Brahms are fr uent l y evere, 

resting upon the solid foundation of the bass. Heavy 

dissonances may appear on the accent, and tensions are 

seldom resolved at once. Brahm thinks both harmonical l y 

l Inner voices as we ll as the more and contrapuntal y. 

important outer voices have logical e l odic l ines. 

A counterpoint of rhythms of ten accompanies the 

Of melod ; 08 in the accompaniment . counterpoint • 
Rhythmic 

. d and vigorous opposition of patterns are highly varie, 



two rhythms is often present. Rhythmic changes are often 

used to stretch a cadence. 

The piano accompaniments are rather uniform in 

tr~atment, consisting of several "typically Brahmsian 

technical formulas."
22 

The fundamenta l of these is the 

use of broken chords in extended position. At times the 

accompaniment is strictly contrapunta l , often forming a 

canon with the voice. 

Among his songs, the s ,erious pr do inate. Brahms 

seemed to find most individua l and hi ghest expression in 

songs where love assumes a so bre or tr gic tinge. He 

also wrote numerous panthei tic ong an 

"Weltschmerz , " characteristic of the 

Niemann states: 

ongs of 

ntic period. 

Brahms is the greatest tr of r i gnation, 
pessimism and we l t sc erz ev n i n ni ne teent h 
century songs •... His sterpi ece 'nth se 
typ s of emotion ... ar in Bra s' t rues t and gr eatest 
manner, such as no oth r co po er could possibly 
have writte, whether. fro,3the u ical or the 
spiritua l point of view. 

The comparative l y f ew ck i , ro ish , and l ively and 

hin h become Or e popul ar than humorous songs of Bra s ave 

the more sombre, weighty songs, 

paved the way f or them. 

ut have mor e or es s 

22Niemann, .2E.· cit ., p. 335 · 

23Ibi d ., p . 352 . 
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Brahms felt that the concept 
of the who l e should 

never be lost in the details. 
He stated that the motto 

shoul d be "Mehr aus dem Vo llen" (Mo 24 
re out of fullness). 

organic unity and completeness i·s • a . prominant feature of 
Brahms' works. Different parts of a composition, as wel l 

as voice and piano, are limited by the use of simil ar 

motives. Works are usually built on a clearl y articul ated 

form. Forms are almost always symmetric~l and even. 

There is always recurrence of the sa e or re l ated materi al 

in a work . 

In working out a song , Bra s used a ser i es of 

procedures, which include subt l e, artist i c treat ent of 

pauses, based on the structure and meter of the verses, 

correct handling of cadences, with spec ial precaut i ons 

against the choice of unt i me l y secon inversions , 

carefully related modu l ations, uni f or ity of rhythm 

between words and usic, and sound ha·r onic basis . Har­

monies often hover between maj or and minor , and Br ahms' 

modul ations are of a strongly chromat i c natur e . Syncopa-

tions and cross-rhythms are common. To trengthen a 

1 . / 1.·n the voi·ce i s sometimes crossed with c lmax, 6 8 meter 

3/ 4 The mel odl.·c line is pro l onged; vo ice 
in the pia no. 

24Ibid .' p . 456 . 



and piano are balanced in interest. 
In his extreme 

concentration of 

introductory and 

effort Brahm i . , s somet mes reJected the 

concluding instrumental passages of 

the accompaniment. 

In general character B hm , ra s' songs are thoroughly 

me lodious. He has a tend ency toward the grand and 

broadly planned, intensity in both form and feeling, 

and avoidance of minute detail and outwar effectiveness. 

!!}!. style of Wolf 

Although a composer in other edia, Hugo olf is 

chiefly remembered for his c. 250 Lieder, ost of which 

were written in short periods of intense creative 

activity. Wolf's literary taste wa ore uncompromising 

than that of earlier writers. Poets ere el ected very 

carefully , and their names were placed above that of the 

composer in the tit les of his, collections. 

Generally, the songs contain a 

for the prevailing mood of a poem. 

usical equivalent 

e forma l structure 

is derived from re uirements of the poem. A variety of 

rhythm, melody, and harmony are used to re-create the 

finer details of the text. 
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a lyricist, Wol f's genius lay 
Although competent as 

. lines that sustain and enhance 
in writing restrained melodic 

25 
of the words. The singer's 

the meaning and emotive power 



line is often written in a declamatory or arioso style 

instead of being organized into phrases. 
Sams states 

that the view is misleading that Wolf attempted to match 

the actual speech-stress of the words he set to music. 

He attempted to lift the musical stress from inessential 

words, but even so tha accentuation is faulty from the 

standpoint of prosidy, as in Schubert. 26 Wolf attempted 

to capture the inflections of the spea ing voice in the 

rise and fall of the phrase, and to add emotiona effect 

or meaning by irregularities of the vocal line. Unlike 

Schubert and Brahms, Wolf never repeated words of a poem. 

Rhythm and harmony are of pr ount portance in 

Wolf's work. Rhythm is co on to both mu ic and poetry. 

Rhythmic changes enhance the mood and meanings of the 

poem. Added meaning is given to so s by illustrati 

action or conveying the idea of a preoccupation ith 

rhythmic devices. e l odies in both voca l ine and piano, 

which are often extended and develope quasi-independent l y 
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bl ha onic foundations. throughout a song, are insepara e ro 

f ol inc u e f our part harmony, Harmonic characteristics o 

· l second inversions. augmented fifths, and cadentia 

25 . S Hu e1 00 _Wolf ( ew York : Eric ams, :.:=.s.=.-
Oxf ord Univers i t y 

Press, 1962) , p. 4. 

26 Ibi d . --
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Most songs are in duple or quadruple meter, in 
regular two measure phrases, four measure periods. Wolf 
did not particularly care for the folksong type of melody 
or the strophic form whi h c were used often by Schubert and 
Brahms. 

Wolf's" h · symp on1.c style" consisted of vocal delivery 

of the poem in a free melodic rhapsody over an el aborate 

piano part built up out of one or more themes, in the 

manner of a symphonic development. This method was 

empioyed most fre quently in the later work , and is 

probably an influence of agner. 

Modulation occurs at , ignificant oments in the song. 

Songs may have well-establ ished home eys or be f l uctuating 

in tonality to correspond with poetic oods. 

Harmony is often more helpful than rked dynamics 

in determining the emotional l y cl · t ic o ent of a song . 

In many songs the introduction or reintroduction of a 

ma j or tonic chord is de l ayed , which r ings an inevitable 

sense of peace and repose when it fina l y does appear. 

In many songs the l ate introduction of the j or f orm of 

a minor ~onic i s in use, as well as contrast between 

chromatic and d iatonic movement. Al t hough accused of 

. h ' t ime, the music of Wolf 
excess i ve dissonance during is 

is now notable f or its concor d · 
Despi te the influence of 



Wagnerian harmonies, his works are deeply rooted in the 

Classical tradition. 
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Wolf had definite verbal associations with certain 

keys. He considered sharp keys brighter than flat keys. 

Favorite modulations added four sharps or took f our flats 

away from the present key signature with each change . 

Certain keys were used to express certain moods: A major 

for spring songs, A minor for wo en's songs in various 

moods of distress or wistfulness, E-flat or A- flat major 

for serene assurance, as in love songs, 

plainness and directness of expression, D 

j or for 

j or for 

discontent or anger, C-sharp minor or D- flat major for 

music of night and dream, or death, -sharp j or has a 

rollicking , boisterous ood , and inor songs, especi lly 

· th do 1.·nant, have an in efinable mood of those ending on e 
. 27 

bittersweetness. 

27 Ibid. p. 6. 



CHAPTER. VI 

ANALYSIS AND COMPARISON OF LIEDER 

Analysis 

The following is a brief anal ysis of the songs of 

each composer. General styl e an noteworthy character­

istics of each song are considered. 
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The six songs from Schubert's cycl e, "Schwanengesang ," 

appear first. These are the onl y songs of Schubert set 

to the poems of Heinrich Heine. 

Schumann has set two eye es an severa i ndividual 

poems of Heine to music. The cycles are "Dicht er l iebe," 

containing sixteen songs, and "Lieder reis, t, Op . 24, a cycl e 

of nine songs . A cycle by the sa e tit le wa set to the 

poems of Eichendorff, Op. 39. Considered here will be the 

cyc l e "Liederkreis," which shal l be as urned to be a repre­

sentative sampling of Schumann's wor • 

Brahms has set six poems by eine in mi scellaneous 

col lections. Al l six are included here. 

Of the twenty songs of Wolf by eine , only one is 

available and will be discussed here. 
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Franz Schubert: Schwanengesang 

Creating Lieder almost through his entire musical 

career, Schubert's motivation for the composition of these 

songs during the last years of his life is difficult to 

determine . The "Schwanengesang" is not a cycle but a 

collection of Schubert's last songs. It consists of four­

teen soungs, six of which are by Heine. The title was 

given by the publisher, Haslinger, who issued them after 

Schubert's death , and is misleading. "c wanengesang" is 

in German a song of death or forebodi of death. The 

swan, unable to bring forth a e odic sound through life, 

when feeling death approach is sai to bur t into jubilant 

song. With the exception of" rieger's h un " (Warrior's 

Forboding), not one of the songs iv 

Schubert was aware of impen ing death. 

evidence that 

In contrast to Schumann, whose ected for his 

"Liederkreis" only those of Heine' poe which reflected 

his mo during the years between 3 - 9 , Schubert 

f Poems Of different e otions. selected a variety o 
It 

could be assumed that cu ert, who was uic y aroused by 

· ltd by the new and f or a poetic idea, may have been st u a e 

his time revolutionary lyricis of Heine. 

This song deep ly reflects 
Song No. 1: ~ Atlas. 

. nd depress ion . "Ha, miserabl e 
the composer's suffering a 



Atlas! All the world, the whole wide world of sorrows 

I must carry." 
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The mood is heavy, sombre, weighted. The work 

begins with a four measure introduction, consisting of 

tremolo in the right hand and a G minor theme in octaves 

in the bass. Both parts are quite low on the keyboard, 

creating an effect of thunderous, earth-shaking heaviness. 

The voice enters, imposingly, overbeari y, imperatively 

declaring its suffering. The piano acco pan· ent is like 

the introduction--low tre olo over G inor passage in 

octaves--throughout the first section of sixteen measures. 

A modulation to B minor t es place on the wor s "ich 

trage untragliches," which is retained through the l atter 

part of the middle section, returning to minor on "oder 

unendlich e l end." The accompan· ent of the i ddle section 

assumes a lighter, dance-like fi ration, but t he vocal 

line remains sombre as efore. This pro uces somewhat the 

effect of mocking the singer's sufferi 

effect is somewhat ghost ly , l i ke the last 

The overall 

vement of 

Fantasti ue. " The iddle sect ion i s Berlioz' "Symphony 

h Seventeen with piano intro­
sixteen measures in l engt, 

f ol l owed by 8 r ecapitulation , which 
duction, and is then 

is exact l y a s the first section except condensed by three 

measures. A f our measure coda f ollows. 
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Song No. 2: Ihr Bi'ld 
- - - -· This is a melancholy love 

song, expressing longing for the lost beloved. "I stand 

in dark dreams and stare at her picture. 

that I have los·t my love~" 
I cannot be l ieve 

The work is very soft and tranquil, almost mystical 

in l·ts solitude. It 1.·s qu1.·et d a· an istant, but intimating 

great lonliness and reserve. The song is in B minor. The 

only introduction is a tonic dotted half note in octaves, 

played twice. The vocal line of the first phrase is doub­

led in two lower octaves by the piano, creat in a bare, 

hollow effect. The chords are completed in the second 

phrase. A short interlude appears between the first two 

phrases and the middle ection. '.lbe r ecapitul ation of 

the first section is accompanied by the a e bare octaves 

nd chords. A .short coda fo l ows. The meaning of the song 

is summarized by the fina l phrase, " ... und ach , ich ann 

es nicht glauben, das ich di.c ver oren hab' ." 

Das Fischermaedchen . This song shows -
the difference in character between poet 8nd composer. 

h caref ree persuader who Sch bert's music portrays t e gay, 

to f l ower with.out caus ing too i1.1ch harm, 
goes from flower 

while Heine's verse suggests a more seductive type of 

'f 1 maiden and s i t wit h me ; you 
admirer.. "Come, beaut 1. u ' 

h . h. resembl es my heart ; why not 
trust t he wild ocean, w ic 

trust me?" 
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This is a strophic song of three stanzas, the first 

and last being in the main key of A-flat major while the 

middle stanza is in C-flat major. Melodicall y and 

rhythmically it is of a light, happy, carefree and 

unassuming nature. In some ways this work is similar to 

Schumann. The meter and movement of the song are charac­

teristic of Schumann's sty e, as well as repetition of 

chords, rather long introduction, inter udes, and 

epilogue which continues an concludes the song , although 

that of Schumann would become more invol ve. e song is 

of a greatly different nature than the fir t two, i llus­

trating again that this is merel y a co llection of songs 

and not a cycle of any ind .. 

Song No. 4: Die Stat. This son , a 11 1hr Bi ld ," 

is rather melancholy, expressi 0 i f or the l ost 

beloved. "Upon the far horizon appears t he town where I 

1 The Sun rl.·ses an show ost my l ove. e every spot 

where I lost her." 

The vocal line is so ew at 1· ea mel odious recita ­

notes , and t e l i ne i s 
tive. There are numerous repeate 

• lly f ound i n a 
much l ess rounded and f l owing than i s usua . 

Capell states that uch great er 
lyrical song by Schubert. . 

. i n this wor k than in "Der 
care is t aken i n accentuation it 

takes on gr eater dominance; 
At l as."1 The accompaniment 



is of a descriptive nature and seems to maintain a some­

what haunting quality in the song. Capell states that 

the unresolved diminished seventh figure ·in the right 

hand depicts the wind, while the C minor harmonies allude 

to the city and its towers . 2 The song contains three 

sections of two four-measure phrases, separated by four 

measure interludes. The recapitu ation is somewhat more 

forceful and emphatic, minor changes al l owing for a 

cl~x. The accompaniment here beco e chordal. A five 

measure coda reiterates the structure of the town and 

blowing of the wind. 

Am Meer. - "The ea was sh' ering s 
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we at by the lone ome fishe n's hut. I drank the tears 

which rell on your white hand, and hence y body is 

• • " Thi' ong i in unco on accord poisoned with yearning . 

with the poary, bringing forth v riety of e otions, t e 

interpretation of which is left to th l i tener. The 

main motive appears to be to xpre the revel tion of 

awakening love. 

be Sustained pre l ude the first After a rather so r' 

i d omewhat s· ple, period of eight measures is qu et an 

The inger seems mere l y to be reminiscent of a folk song . 

l · t p 254. Cape ll , £2· .£.L.·• · 
2 Ibi d . , p . 253 • 



stating a situation, with no further speculation. The 

music is very diatonic in C tnajor. The vocal line is 

quietly moving, the accompaniment chorda., doubling the 

vocal line at pitch and in octaves. The second period, 

in C minor, is introduced by a easure of tremolo . The 

character of the song suddenly changes. The peace and 

tranquility of the first section as een transfor ed 
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into what appears to be a sto The piano de cribes the 

sea, while the vocal line al o beco es ore vital, caught 

in the forcefulness of the piano. 

this the vocal line resolve in 

fter six measures of 

ore passionate ob er-

vation, both musically and textwise, while the accompani-

ment becomes ore subdue. h cond tanz egin as 

the first , in a quiet, r erved, ing nner, 

f ollowed by the more t tion l p ssage, the 

h . h to revea gre tr pathos in final phrase of w ic sees 

its summarization of the song . e two ea ure coda is 

a repetition of the introduction. 

Song...£· 6 : P!£ Doppelgaenger. This ong , 

probably the ost wel known oft e eye e, combines 

with the sorrow of loss the terror of recognizing the 

situation. 
;ntroduction, which The four measure ... 

ape linter-

. Irae,"3 in B minor, serve 
prets as having a hint of "D1.es 
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as an ostinato for the entire song except for two echoes 

of the vocal cadence. Harmony as well as the vocal part 

center around the dominant. The work is strictly metrical, 

falling into four measure sections, but the feeling is 

one of free declamation throughout; the voice seems 

completely at liberty to follow the poet's lines. Hall 

states that this work is a "strange union of a rigid 

pattern like that of a passacagl ia and the freest kind of 

. h b . · d · 114 declamation that overs etween recitat ive an arioso ..•. 

The mood is strange, ho l ow, deserted. 

Robert Schumann: Liederkreis 

Writing almost o e y for the pi no t the beginning 

of his career as a co poser in 1 29, chu nn began to 

compose songs after his 

he composed about 150 so 

rriage to Cl r i C In 1840 

in his H. Re· nn writ 

biography that "Schumann er cheint woben bi ein r Flut 

1 . und Sue se , wechselnd mit von Gesaengen deren Me l ancho le 

Zweife ln und Verzweiflung , de 

Tiefe seiner Liebe fuer Klara 

..•• ,"5 which is translated 

einer efu hle und 

usdruck zu geben versuchen 

ost accurately in the 

4liall , E.E· £l.!·, P• 53 • 
nn's Le ben und Werke 

5H. Reimann , Robdrt ~c~=khaus, 1887;,p. 191 . 
(Leipzig : Verlag Dr . E uar 
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Encyclopaedia Britannica as follows: "Schumann's biog-

raphers represent him as caught i·n a tempest of song, the 

sweetness, the doubt and the despai·r f o which are all to 

be attributed to varying emot· ions aroused by his love for 
6 

Clara." 

Schumann's selections from Heine's Buch der Lieder --------
give evidence of the deep emotional effect the years 

between 1836-1840 had on him. 

Song No. 1 : rgen Steh Ich uf. This song and 

the second of the cycle indicate the composer's desire to 

see the beloved. Each day he wond r if this is the day 

she wil l come, but it never is. He contin • to hope , 

although he seems to perceive the· o sibility of the 

relationship. 

The f our measure intro uction i an exact repetition 

of the first four measure of the accompaniment . The 

song consists of four phrases of approx tely ei ht 

measures each. The first p ,rase is in the main ey of 

D major. The vocal line, beginni g on the thir of the 

scale, rises and falls gently. 
he accompan· ent through-

out is light and staccato, with the voca l line doubled on 

6"Robert Schumann," Encyclopaedia Britannica, .2£.· cit., 

xx, p. 106 . 
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the half beat in the piano while a counter-theme is played 

in the bass. A short interlude between phrases executes 

modulation to F-sharp minor for the second phrase. The 

vocal line could almost be in the dominant key of A major 

until the final cadence. The third phrase is in E minor . 

The vocal line is different both rhythmically and melodi­

cally, building to a rather mild vocal c li x and conclusion 

in the next phrase. The last phrase is again in D major, 

eight measures long, followed by a nine measure coda 

which acts as final summary and conclusion of the piece. 

Song No. 2: Es Trei t ich Hin. Thi song again 

expresses anxiety to see the belov "I'm driven to and 

fro .•• in short hour I shal e the fairest of maiden ." 

The work is in B minor, wit two short modulations 

to F-sharp major, the ma ·or fo of the do inant key . 

1 . l 1th ugh n erous ritards The tempo is rather ive Y, a o 

are mar ked . A four mea sure introduction i repeated 

· The ~ork i divided into three twice between sections. " 

fl.·rst containing three phrases and the sections, the 

h All phrases are four second and third five phrases eac · 

· d phrase of the first section, measures l ong except the thir 

which is five. 1 1 . encompasses a far greater The voca ine 

· g than song No . 1 . The 
range and is more curved and movin 

· n exact repetition 
f . of the second section is a 1rst phrase 
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of the first phrase of the fi"r t • s section. The second and 

third phrases of the third section are somewhat variations 

of the second phrase of the fi·rst t · Th f' sec ion. e irst two 

measures of the second and third phrase of the second 

section are repeated by the piano in the last two measures 

of each phrase . The last phrase of the second section is 

not complete in the voca l part and i finished by the 

piano. The coda, completing the musical thought of the 

song , is typical of chu nn's piano tyle, containing 

octaves in the bass with a syncopated pattern in the 

right hand. 

lte. i song ha a definite 

note of despondency, di illusio nt, nd l o of opti ism 

in winni ng the e l oved. last phra e, "You would steal 

my sorrow forever, but I will tru t nobody , " indic tee 

disillusionment to the point of e £~indulgence . 

The work is rather sow, in 4/4 eter . A four measure 

introduction is f ollowed by two four ea ure phrases in 

B ma j or, repeated after a measure interl ude . The melody 

lies mainl y in the tonic chord . The i ddl e section is in 

G major, containing two four easure phrases . The recap­

itulation is altered to allow f or a fina l ca ence , f ollowed 

The accompaniment is chordal , 
by a six measure coda. 

• · hand an octave higher in 
doubling the voca l line at pitc 

the middl e section. 



Song No.~: Lieb Liebchen. This song is a call 

for help a nd understanding, ending in the resignation 

to find sleep and peace in death. 
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It is a simple strophic song of two stanzas, mod­

erately slow tempo, in the key of E minor , modulating to 

E-flat minor in the third phrase. Each stanza contains 

four four-measure phrases . There is no introduction, a 

two measure interlude between stanzas, and no coda. 

Accompaniment is chordal and detached, doubling the vocal 

line on the half beat. The bas lin doe not enter until 

the middle of the third phr e. el t three notes in 

the voca l line of each stanz are nticip ted in a measure 

rest by the piano, del ying t fin l cadence. e 

melody is gently f owi , so ew tr mini c nt of a fol 

song. 

i song 

and the next indicate desire to depart from the presence 

of the beloved . "Lovely cradle of y sorrow, fare thee 

well, I cry to thee. Would that I d seen thee never, 

thee W ll . " These two works are fare thee will, fare 

outbursts of renunciation and despair . 

h · r' " ewegt, '' probably The tempo marking oft is wo ~ ' 
nl.ID.. ent while the 

effect of the accompa , refers more to the 

Somewhat more leisurly. vocal line appears 
The work is in 
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E maj or, having strong tendenci.'es toward the dominant 

and having a brief middle section in E minor. Phrases 

vary in length , but are generally around f our measures. 

There is no introduction , a three measure interlude after 

the middle section d ' an a twelve measure dpilogue which 

concludes the song . The m1.'ddl e section is foll owed by 

a recapitulation, ending in a short adagio recitative, 

"ferne in ein kuehles Grab," which goes dir ctly into a 

vocal coda, followed by the piano epilo e . 

Song No .. ~: Warte, arte. This song is a 

continuation of renunciation an de pair. The poem 

indicates a j ourney--either to anoth r continent or 

to Death . 

The form of this work ee to be overne entirely 

by the needs of the poem. It i thro gh composed , havin 

no repeated sections, and phra es r of varying length . 

The melody contributes to and enhance the patho of the 

poem. The work is in E ajor, tending toward secondary 

dominant harmonies, and havin one hort phra e in E minor . 

Interludes tend to be chromatic progressions in octaves. 

There is no introduction, two rather extensive interludes , 

the first four measures in length , the second e l even, and 

h sures The piano becomes 
an epilogue of twenty-tree mea · 

rather w~ighty in this work, establ ishing the mood and 
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reflecting the inner turmoil and emotion of the poem. 

Octaves, chromatic progress1.·ons • , seventh and ninth chords 

are frequent. The vocal line flows campatibly with t he 

meaning of the poem. at di.ff · , erent tl.Ines both forceful and 

more subtle. Especially effective are the intervals of the 

last four measures , "Du brach'st Beides, Flamm' und Tod . " 

Song No. 7 : Berg ~ Burgen . "The iver Rhine 

reflects Crags and Castles , beautiful and glittering on 

the outside , but hiding ma ice and eath within . " This 

song reflects the denied lover' attempt to hate. 

The work is strophic,, in j or . A four mea ure 

in t roduction is followed by thre 

strophic reproductions, notated by 

tanz which are exact 

repeat sign. The 

fourth stanza is somewhat odified , having 

and melodic changes to accommo te the wor 

measure coda is the four eaaure inter l u e 

stanza plus final cadence . he elo y i 

inute rhyt 

The nine 

tween each 

pr rily 

within the interval of a fi th tween and C; it is 

ic 

· d 8 owing none of the t urbulence rather simple and resigne , 

of the l ast song . 

ment in this song . 

The piano is also more of an accompani-

Song No . 8: Anfangs Wollt ~ - "In the beginning 

I despaired, unable to endure- - ! bore the pain, but do 

not ask how .•.• " 
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This is a very short piece 1·n D minor , ending on 
the major form of the dominant chord. It is a somewhat 
transitory song: them 1 d · e O Y is very static, the accompani-

ment chordal, the bas · 1 sis Payed in octaves throughout. 

A very brief two measure introduction is exactly like the 

beginning of the song, but there are no interludes or coda. 

No tempo marking is indicated. Th · · e tessltura is relatively 

high, which draws attention to the drop in pitch of the 

final cadence, a portion of which is repeated, on "nur 

nicht: wie?" 

Song No . 9: Mit Myrten ~ __ e_n. ' ith myrtles 

and roses I would like to adorn this boo, a a bier, and 

bury my songs . 0 that I could bury m love a l so and die." 

This last song is among the ore l aborate in the 

cycle. The piano part is inv,olved, ut enhances rather 

than overpowers the vocal line . A four easure intro­

duction is repeated once as interlude. Phrases are 

approximately four measures o , but the first phrase 

should be carried over by the singer through " ..• Flitter 

ld · h · " The vocal l ine continues go , moecht 1.c z1.eren .• • • 

through the first two mea ures of the third phra e, which 

. . The fifth phrase is completed 
1s completed by the piano. 

d1.·rectly into an inter l ude. The 
by the piano also, going 

variation of the first three, and 
next three phrases are a 
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t he f ollowing two are not l i ker any of the previous, but 

obviously related. A faster section of two phrases 

begins, fo llowed by a slower conclusion which ends in 

adagio. The first phrase of this fina l section is similar 

in line to the first phrase of the f ast section, pitched 

a fourth lower , and the f ina l phrase is reminiscent of the 

fina l cadence of the Hugo Wolf song , "Auf e ine Wanderung . 11 

Some rhythmic var iety exists between voice and piano parts . 

The piano supports and doubles the voice, adds to and 

embellishes the vocal line , but does not seem as over­

whelming in this work as in so e of the others . 

Johannes Brahms: Six Songs 

The orchestra l and chamb r ors of Br s would 

have secured a high pl ace f or hi i n the sical world 

if he had never written a so for voice or piano, but, 

on the other hand , his position woul probably also e 

. f h1."s vocal works if he had never assured on the basis o 
7 

written f or instruments at a ll. 

been ref erred to as the las t of Brahms has often 

Einst ein states t hat he i s the great Classica l masters . 

. f the Romantic movement which the greatest representative O 

8 
sought to come to terms creative ly with the past . The 

7Hall , .2.E · cit., p . 95. 

150f . 8Eins t ein , E.E.· .£.!!·, p . 
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Romanticism in his work rests upon the relationship to 

Classical music . Hall t t s a es that "Brahms was 'classical .' 

Yet his heart was 'in· • unison with his time and country,' 

and the play of romantic freedom and waywardness within 

a firmly controlled design may be found in the short lyric 

forms as well as in the sy phonies."9 

Song No. l: Es Liebt Sich o Lieb ichmi Lenze. - _ _;._,..;;;.~ 

The musical flow of this work follows well the emotion 

of the poem: the growing of nature, the awakening of 

the young shepherdess to the call of ov in spri , the 

pain of re j ection, and the fin 1 u i ion to grief. 

The work begins wit a bri 

duction in the in key of or. 

two ea ure intro­

e first section 

consists of a double period whic i re eated with inor 

rhythmic changes to 
e words . Phrase are 

t l The -{dd e section con ists of three 
wo measures ong. uy. 

periods, the first two in -sharp 
j or an the last in 

· l pro J· ection of the tonic 
B minor . The elody is arge Y 

. . d 
chord, while the accompan· ent con ists of arpeggia

t
e 

primary chords with some su stit tion of 
econdary dominants . 

The final section begins with a recapitulation of the first 

9Hall, 2£.· .£l!-, P· l02 -



period. This time the first phrase is in G minor, the 

second in F-sharp major. A brief interlude modulates 

to G major for the next phrase, the final period conclu­

ding in D major. The first phrase of the last period is 
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a repetition of the second phrase of the first period, 

while the second phrase of the last period is a repetition 

of this a third higher, but resolve downward for the 

final cadence. A three measure cod follows, going from 

G major to G minor to D j or. The accompan· ent in 

the middle section is in eig th note triplets, perhaps 

to depict the rider on his horse. The vocal line is rather 

moving, encompassing a fairly wide ra e and containing 

numerous leaps of a third or wider. Stepwi e move ent is 

rare. 

Song No. 2: i ong expresses the 

beauty of the summer evening , t e eep reathi of a 

d the m.00n11.·ght fluttering and flowing over world asleep an = 

the whiteness of the beautiful elfin. 

The work is in three parts, asically three part 

song form. The tempo is rather s l ow. The introduction 

d h rds Phrases are 
is only two pianissimo sustaine c O 

• 

The first section is in the main key 
four measures l ong . 

. . . simo and very legato . 
of B major. The phrase 18 pianis 

A 

· t the middle 
1 . hes transition o 

brief interlude accomp 18 



section , which consists ft 0 wo four-measure phrases. The 

first begins in D minor, ending on the ma j or form of the 

dominant key , A, going to D ma j or in the second phrase, 

and ending in D-flat major. The recapitulation is 
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exactly as the first section, with changes in the structure 

of the accompaniment. A four measure coda concl udes the 

work. The melody does not encompass as wide a range as 

the previous snng . ove ent is primarily by leap, 

especially of a third or greater wit int e cor structure. 

Accompaniment in the first ection is arpeggiated in the 

left hand, with repeated cho.r 

middle section is more chor 

i t e rig than . The 

, t et ir ction 

arpeggiated and somewhat more contrapunta l t n the first . 

The me l ody usually occupies t et ir o t chord , and 

lies between piano voices. uspensions, seventh chor a, 

chromatic movement are frequent. e ody an s l ine 

establish the fundamenta structure o the wor · 

h · 11 i ght l ies over the Song No. 3 : Mondensc ein . 

unknown pathways , embracing the broken heart : Ah , sweet 

down like a quiet enediction; t he moon, your light flows 

rays ban the horror of the night. y sorrows vanish , 

mel ted by tears." expresses the feeling of This song 

wor ld ; a pain laden melody 
remoteness f rom the everyday 

finds tranquility and redemption 
at the end . 



The work begins with 1 as ow section of three 
phrases. The piano is chordal, h h d 1 • eac an paying a pro-
gression in octaves. Thew d 

ors of the second phrase are 

repeated, "Krankes herz und muede Glieder," but the el-

ody is different. The song begins in B-flat major but 

goes through several measures of C-flat major before the 

cadence in B-flat, which comes as a re lief directly after 

the double bar, beg inning the second section. The melody 

of the first part oves stepwise more than in eaps. 'nle 

second section appears to be faster due to the ovin 
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and arpeggiated accompaniment. The voe l part is also now 

more arpeggiated . The fir t two phr s are very similar 

melodically. The third i so ewhat ore e ended. The 

tonic, Bb, is repeated fort o ea ure on the ha f eat 

after the vocal cadence over a tonic pedal in the first 

measure which moves to Ab in the econd easure. e 

first phrase of the last period i in -f l at ma ·or, the 

maJ·or, follow d by a five mea ure coda last in B-flat 

• h rd The ast period is which resolves to the tonic co · 

bdued coming to a rather quiet softer, slower, and more su , 

ending, which connotes peace and repose. 

• t die uehle Nacht. Der Tod, Oas..!!- - --- --­Song No. 4: _ - -
The mood is of resignation 

This work is a prelude to Death -

d devo1.d of all bitterness. an welcoming , 



The work begins rather slowl y and quietly. The 

melody is reposed,. not as moving and leaping as other 

songs. The first section cons1·sts off our phrases, each 
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approximately two measures in length. Phrases are at 

times broken into fragments to enhance the poetic effect. 

The piano continues the mood but does not complete the 

phrase, as in Schumann. Harmonies ove chromatically over 

tonic and dominant pedals. The second section is five 

phrases in length, although the first may be considered 

one four measure phrase. The accompaniment as well as 

the vocal line becomes ore agitated a the crescendo 

builds. Arpeggios occur in the eft han. e el ody 

rises, uninterrupted by rests t roug out the crescen o. 

Then phrase sections become horter again. o s of the 

climax, "von lauter liebe ," are repeated with a imilar 

melody . The words of the f irst portion of the final 

phrase , "ich hoer es," are anticipate ' 
and the last 

portion of the phrase, "so gar tra t "echoed softly 

1 C.adence' fo lowed by a five measure in the final voca 

piano cadence. 

Song No. 5: Es Schauen ~ Blumen . "Al l Bowers 

l ook up to the glowing sun. 
All streams empty into the 

glittering sea. All songs drift 
to my shining beloved. 

. hs melancholy tunes of my 
Take away my tears and my sig ' 

sadness." 
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This work begins in B minor, with a six measure 

introduction. The tempo is rather moving . Triplet 

figures in the right hand are played against two in the 

left hand throughout the piece . Phrases are approximately 

four measures l ong . The second phrase of the first 

period , only slightly varied from the first, modulates to 

B major for the remainder of the wor. The last words 

of the fourth phrase , "ihr Lieder ehmuetig und trueb," 

are repeated . The vocal cadence is on the dominant over 

a tonic chord in B ma j or. The me o y is ovin, ut lies 

mainly within the fifth between Ban 

is more frequent than leaps . 

tepwise ovem nt 

Song No. 6 : Meerfahrt . "y love and I sat in our 

canoe , floating over the oce n in the iet night. We 

passed the phantom island, and h ard oft music and saw 

a nebulous dance . But we passed by and float d , de paining, 

over the sea." 

. h t eady /8 accompaniment This work begins wit a 

pattern which pro ably sha l l depict the steady fl ow of 

the water . The 

sually long for 

introduction of fourtee n measures in unu­

the songs discussed here. he ey 

fluctuates between A minor and A major throughout the first 

three phrases. The fira t perio 
d consists of a five measure 

Phrase which is repeated wfth minor variations . The second 
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phrase is extended by repetition of the words "auf weiter, 

weiter Wasserbahn." A four measure interlude follows. 

The next phrase is five measures long, followed by two 

four measure phrases which crescendo to a climax , briefly 

going through B major, A-flat major, and returning to A 

major . The tempo ritards to Tempo I and voice softly 

fades away, f ollowed by a brief coda of the piano, cadencing 

finally in A minor . 

Hugo Wolf: One Song, "Wo Wird Einst" 

Of Wolf's nearly three hundred songs, twenty are 

set to the poems of Heinrich Heine. in teen of these 

were set to music between the ye r o 1876-7, in the 

early stages of olf's compo itio , and one w s written 

in 1888 , when he "already avoided song of ubjective 

romantic poets. "l 

Grove's Dictionary re r that olf ' first songs 

mode l ed after chubert and Sch nn. Three of the were 

first Heine songs had a l read e n s t to u ic by 

"Du bist wie eine Bl e' and nwenn i ch 
these composers: 

d under the sa e title in Deine Augen seh'" were compose 

by Robert Schumann, and "Ihr Bild' by Franz Schubert 

Wo lf used under th tit l e "Ich stand 
is the same poem that 

in dunklen Traeumen." 
It would be most interesting to 

ut the music of all nineteen 
compare these three songs, 

1876-78 is not avai l abl e in the 
songs written between 
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United states, as a check with 
several college music 

libraries and music publishers 
proved. Therefore a 

discussion of these k · wor 8 is here impossible. 

International Music Company publishes 242 songs of 

Hugo Wolf , but only one of the twenty Heine songs is 

included. It is "Wo Wird Einst'" written in 1888 . 

The song first describes the weary wanderer's 

foreboding of death, echoes his yearning for ome and 

loved ones, and then resigns it elf to and fins 

comfort in the thought that 11 d' y and the stars, 

as funeral lights , shall burn on hi h." wherever he 

will be laid to rest. 

The song consi ts of a doub e p rio an a period, 

thefi.rst havin the ey si nature of j or and the 

second of A-flat ma j or. 11 hras r four ures 

long . There is no piano intro uction, a brief modulation 

between sections, and a brief piano co iano and 

voice parts are held together wit reat econo y. 

Harmonic progression is of pr ry ort nee. The voca 

line is like an additional voice oft e piano . 8 in 

Brahms, the voice is often en eshe etween piano ines, 

d th P1·ano Suspensions, often superseded by a thir on e · 

passing tones, seventh chords, chro tic ovement are 

l t steady progression. The 
frequent, dissonance an a mos 
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first phrase is in F maJ·or, 
cadencing on the dominant 

seventh chord. The next two phrases tend toward G 

major, while the following · · 
1.s in C-flat major. The 

first phrase of the A-flat secti·on 1.·s . in A-f lat , the 
second goes through C-flat maJ·or to · a final cadence 

in F major. The vocal line follows the text c l osely, 

and is not so much lyrical as adaptive to the series of 

harmonic progressions of the piano. 

Comparison 

Of the songs by Heinrich Heine considered h re, 

both Schubert and Schu ann tend to e ct the morose nd 

melancholy . One of the Schubert on , ''Das i c er-

maedchen , " is rather lig tan ppy , t t e other five 

are very heavy , on a continu into t e epth of de pai . 

"Am eer'1 can basically be consi ere a re ization of 

l ove, but the com ination of o s and usic c n lso 

connote a ore disillusioning situation . "lhr Bil 11 and 

"Die Stadt*' are of the greatest ela c oly, while "Der 

Doppelgaenger11 beco es uite sinister in it despair . 

"Der Atlas ," somewhat more violent , de cri es pain and 

suffering so great that thee tire worl becomes involved 

instead of just the enigmatic l ove . The whole Schumann 

coupled with sorrow , despair , 
cycle reflects hopeless l ove, 

·t1.·on and peace in death . Each 
and the longing for recogn1. 



91 

song has its own particular place 1.·n h · · of 
emp as1.z1ng one 

these emotions and carrying the work on its destined 

J·ourney. The Brahms songs are all more h · · · pant e1st1.c in 

origin. Through the realization of the beauty of Nature 

allusions to disappointments in love, sorrow in hopeless­

ness, and a quiet longing for death co e forth, but seem 

to diminish in importance in the comprehension of Eternity. 

The one Wolf song available here is so ewhat similar to 

the Brahms in mood. The wanderer, wondering where his 

last resting place will be and lo in to return to his 

home, realizes the unity of the world an the nearness of 

God in all mankind. 

All of these songs re deeply influence by the 

Romantic movement. Schubert an Schumann cho e poe s of 

a deeply personal nature, reflecti and pre enti inner 

feelings to the outside world , while r and olf sought 

to express their inner feeling 

to them through observance n 

ore indirectly by lluding 

e cription of the outside 

world which is brought to the i nd ividual . 

One Schubert song and two 

Two Schubert songs and one Sch 

song form. One Schubert, two Sch 

Schumann songs are strophic. 

nn song are in two part 

nn, and t~o Brahms 

The remaining two songs are in three part song form. 

B ahins and the Wolf song Sh Schumann, four r ' c ubert, f our 
f measure phrases; 

All co posers use our are in free form. 
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Schubert has one song with two measure phrases, Schumann 

one with two measures and one with eight, Brahms has three 

songs with two measure phrases, one which has a middle 

section with five and six measure phrases, and one song 

with five measure phrases. Schubert's phrases are carried 

by the voice, although sometimes extended by echo of the 

piano. Schumann's phrases are often filled in an completed 

by the piano. Brahms' phrases are often ro en to enhance 

poetic thought, but the piano interferes in no way ut to 

increase tension and to carry on the ood of the song. 

Wolf's phrases are very regular an show great c oseness 

in motion between voice and piano. 

eter, two in 2/2, and 

in 3/4 , two in 3/8 , 

has one song 

Schubert has ons song in / 

three in 3/4 . Sch ann has one so 

two in 2/4, and four in 4/4 eter. 

in 2/4, two in 6/8, three in 4/4 ter. Th olf son is 

up le eter in 4/4 meter , which is typica of is ty e · 

is used predominantly by all, an tripl e eter is used 

most frequently by Schubert. 

begin in minor keys, three in 

our of the chubert songs 

• while three of the a or, 

Sh are l·n minor, six in c umann songs 
J·or two Bra 

' 
s songs 

Olf song in a ma j or key. 
. · and the in minor and four in maJor, 

11 ore varied 
The melodies of Schubert are genera Y m 

f the other composers. They 
and individual than those 0 

h melodies of Schumann, 
are more lyrically vital than t e 
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hich do tend to acquire a fe e i i·ng of samenes s . Except f or 
"Das Fi chermaedchen" and the f 1· r st par t of "Am Meer," 

melodies tend t o be weighty and sombre--much heavier than 

Schumann, even though t he songs are of similar character. 

Only the lighter songs are reminiscent of Schumann. The 

voca l line i s supported by the piano, but not doubled as 

in Schumann. Schubert does not take the care of Schumann 

in accentuation and may repeat words. Chromaticism and 

extended dissonance ar e not characteristic of either 

composer to any great extent, but of the two, Schubert's 

songs tend to have more chromatic variety. The songs of 

Schumann tend to be more simple and similar to folk songs. 

The melodies of Schumann are on the whole gently 

curved, appropriate to the texts. Stepwise motion and 

leaps are common. The range tends to be moderate, going 

to extremes occasionally. The melody is usually doubled 

at pitch or sometimes at the octave by the piano. The 

text is adhered to close l y; words are not repeated. 

The melodies of Brahms are largely projections of 

tonic or dominant chords. Leaps of thirds or larger 

. · ti . two songs and one interval s are very characteris c, 
. · tepwise motion, but the 

section of a third contain more 8 

but t he r emainder are almost entirely leaps. Range is 

The long , sweeping line 
rather wide in most songs. 

f ound l ess often in these 
characteristic of Brahms is 

more frequent. 
songs; broken phrases are 

The vocal line 



i of t n 

often th 

run hed within piano 
vo i ces . The me l ody i s 

t hird of the chord , and l ies be l ow t he fifth 
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in the piano . 

is frequent . 
Chroma t icism and d issonance with the piano 

Voice and piano are independent of each 

other , a l though re l ated. 

Wol f's melody is rather restrained and reserved 
' 

mainly enhancing and bringing out the text over the 

succession of harmonic progressions in the piano. As in 

Brahms , the me l ody is often between piano voices. The 

range is moderate. Dissonance and chromatic movement, as 

in Brahms, is frequent. 

The piano in Schubert's songs is used extensively 

for descript ive purpose. It becomes a quite prominent 

part of "Der At l as," "Die Stadt," and a portion of 

"Am Meer." Introductions, interludes, and codas are used 

to sustain and conclude the mood of the song . Unlike 

Schumann , new material is not introduced. Tremolo and 

figurations which depict obj ects or phenomena of nature 

are characteristic. The piano is always an accompanist 

for the voice , intended to enhance and embellish the 

vocal l ine. Rhythm is fairly regular. Harmony is 

standard for the period . Modul ations tend to be rather 

• · is not extensive. abrupt, and use of chromaticism 
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Th piano in Schumann's . 
work i s of equa l importance 

as the voice . Int d · 
ro uctions and interl udes are of moderate 

ength , whi l e codas become quite l engthy and invol ved, 
r eviewing and concluding material f th · rom e song more 

than introduc ing new t houghts. Syncopations, dotted 

r hythms , cr oss-rhythms between piano and voice and 

between pi ano parts are frequent. Harmonies are also 

fair l y standard for the time, with slightly greater use 

of chromaticism than Schubert . 

The accompaniments of Brahms are largely 

arpeggiated primary chords. Dominant and tonic pedals 

are common , over which series of heavy, chromatic, 

unresolving progressions are constructed. Introductions 

and inter l udes are brief, but codas are somewhat more 

extended . The piano is independent of the voice, but 

does not have the melodic interest of Schumann's accompani­

ments. The bass line is of primary interest. Modulations 

are f requent, prolonged, and chromatic. Of ten Brahms 

di gr esses t hrough several keys when going from a dominant 

to a tonic chord, over a period of several measures. 

H and unresolving. Dissonance armonic progressions are rense 

is f requent. Syncopations and cross-rhythms occur 

fre quently . Brahms' folk song style is not reflected in 

these wor ks at a ll . 



The in point f · 
o interest in the piano part of 

Wo f is ha r monic progression d . 
an voice leading . The 

voca l line is but an added te t 
x ure to the piano. There 

is no introduction , interl udes, and the coda exists 

onl y as a final cadence of the piano. Rh ythm i s very 
regular within the 4/4 meter. Th e work is from beginning 

to end a continuous modulat ion wh;ch 1 · · • reso ves at infre-

quent intervals. Suspensions, chromaticism, augmented 

chords , sevenths, ninths, dissonance between voice and 

piano, all characteristic of the late Romantic period 

are present in the work. 

Of the works examined here by the four composers, 

Schubert and Brahms seem to handle the poems of Heine 

96 

most masterfully. The selections of both indicate d·eepest 

empathy in outlook and philosophy with the poet. Schubert 

tends toward the agonizing, suffering poems while Brahms 

retained only the Pantheistic poems, which outwardly 

seem to be somewhat less intimate, for his expression. 

Both styles are in deepest harmony with the personality 

and mode of expression of the poet. Although it has 
II • d 

been intimated by several writers that Schubert misse 

the boat" in one .of the poems he set, it is just as 

Possible that he merely preferred to interpret 
to assume 

the poem He is quite aware of the 
in this manner. 



pot nti liti of othe 
r poem , usual ly t hose which could 

have some identificat ion with h. 
:unself , and ut i l izes them 

with grea t st eff iciency; it is therefore diff icult t o 

imagine that he was i gnorant of this material whi l e so 

percept ive of t he other. 

The s e l ections of Schumann inc l uded here are very 

s imi l ar in nature to those of Schubert, although they 

t end t o deal with suffering due to inaccessible love in 
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a way that becomes somewhat melodramatic, self-indulgent, 

and rather trite. Schubert's songs deal with a deep 

persona l grief, somewhat more artfully handled. Schumann 

was pro bably more drawn to the poetry of Heine, but was 

apparrently not able to handle it as effectively. 

Of all the Heine poems Brahms set to music, it is 

interesting to note that he retained onlythese six. 

All are deeply Pantheistic; personal emotions remain 

subdued and in the background. This could be due to 

Classical restraint as well as Pantheistic convictions. 

The songs of Brahms as well as Schubert are more artfully 

set f orth , moI!e musically satisfying, and contain greater 

Var i ety variety than the songs of Schumann. 

I t is difficult to say much about Wolf • His one 

. l set idiomatic, somewhat song by Heine i s precise Y , 

. 1 the spontanaeous and lmpr essive, bu t ha s not near Y 
ther two composers. 

aliveness of the wor ks by the 0 



98 

Th r i no doubt a re son why the 1· ear ier works by 

Hin ar not avai able; perhaps they, too, are somewhat 

contrived, and , being among Wolf' . 
s earlier works, resemble 

exercises, and are not of suff1.'c1.'ent musical interest or 

magnitude to be included in standard repertoire. (This 

is speculation since the works were not avail able .) 

Interestingly and ironically enough, the composers 

who observed and attempted to reproduce correct decla-

mation with greatest zeal, to the point of fanaticism, 

dealt least effectively with the poems. Since the ultimate 

effect is music, perhaps it can be concluded that certain 

liberties may be taken with the text in such a situation 

in order that its meaning be enhanced and expressed more 

effectively. It is greatly different to hear a poem in a 

musical context than to read the poem itself. To gain 

complete understanding in reading, the eye may linger and 

certain parts may be read over again. But in music this 

is not possible; to gain the same effect it may be 

· Likewise declamatiin: necessary to repeat certain passage&. 

in a voca l passage it is often difficult to understand every 

word no matter how careful writing and execution have been 

undertaken. 11.·ne of the music may have a more 
The overall 

t han zealous consideration 
beneficial effect on the poem 

Perhaps 
this philosop~y contributed to 

of minute detail. 



th rater effectivene of t he He ine songs by Schuber t 

and Brahms. Th t ext was important to a l l, but these 

composers realized that accurate interpretation of it 

is often better served when certain libert ies can be 

taken . 

It is also interesting to note the piano style 
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of the f our composers. The accompaniments of Schubert 

and Brahms were quite active and detailed, often inde­

pendent from t he voice, especially in Brahms, but had the 

role generally of enhancing, describing, embell ishing, 

and basically assisting the vocal line in its message. 

The piano parts of Schumann and Wolf are of paramount 

importance to the point that the vocal part is often 

mere ly an appendage to the piano and of no real interest 

in itself. Thinking in terms of justice to the poem, 

it is quite possible that the latter situation could 

become rather unfortunate poetically; a piano obbligato 

does not need words. 
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CHAPTER VII 

0 CLUS ION 

" The music that 
a man writes is only the reflection 

of his own l ife, ambitions h 
, opes, and failures . When 

you know his life , you have the clue to the significance 

of his mus ic. " 1 

The preceding stu~y of the poet Heine and the 

composers Schubert, Schumann, Brahms and Wolf showed 

that their l ives were influenced by the period they 

lived in and , in most cases, the existence of related 

style, emotions and motivations in their work and a 

simi l arity in environment, education, and philosophy of 

life. 

The poet and the composers were among the leaders 

of the period . Their combined talents developed the Lied, 

which, with its new and intimate union between poem and 

music, is perhaps the most typical product of the Romantic 

period. 

At the end of the Nineteenth and the beginning of 

the Twentieth Centuries the Lied was considered supreme 

over any other k ind of song. But, as the years passed the 

1 Face to Face with Great Musicians 
Char l es D. Isaacson, - 1929;, p.Tx. 

(New York : D. Appl eton & Company, 
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Ro antic attitude ceased to be fashionable and the decline 

of the Lied began . Today Lieder are still heard at concerts , 

but they occupy only a single provi nce in the singers' 

rea lm . The repertory has shrunk , the general s tandard of 

per formance f a llen. But this is by no means evidance 

that the Ro antic period was not of i mport ance. In any 

ar t , the past is l inked t o the future. 

Looking back to t he f ive artists, t heir l ives and 

works , the genius whi ch made them tower above other men 

and the humanit y which brought them c l oser to others, 

there are no more fitting words to be f ound than those of 

Peter Latham: 

If a man has worked hard and wrought valiantly, 
if he has preserved unswerving in pursuit of a 
noble idea l , if he has gi~en ~e~igh~ to thousands, 
then he needs no further Justification. H~ has 
deser ved his place .in th: s~n. 2 The wor ld is 
sweeter f or h is soJourn in it . 

2
Latham, .2£· cit., P• 173 . 
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ORD TO SONG 
BY FRANZ SCHUBERT : 

SCHWA NGESANGl 

Atlas 

A miserable Atlas! 

A miserable Atlas ! All the world 
' 

The whole wide world of sorrows must I 

The whold wide world must I carry; 

Support the Unsupportable, until the 

Heart in my body's broken. 

carry, 

O prideful heart, 'tis thou hast will'd it so! 

Thou wouldst happy be, f or ever happy, 

Or else for ever wretched, 

For ever wretched, prideful heart, 

And therefore art thou wretched . 

A miserable Atlas! A miserable Atlas! 

The whole wide world of sorrows must I carry. 

Her Picture - -..;_;;;,--
I stand in dark of dreaming , 

And at her picture stare, 

Until her dear face strangely 

Lives in the canvas there. 

l Mu llerin and Schwanengesang . Schubert, ' Die Schoene e 116-117. 
<Ne~ York : Lee Pocket Scores) , PP · 
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About her lips there dimpl es 

The wonder of a smile· 
' 

And tears of tribulation 

Illumine her eyes the whi l e. 

And then my tears fall also , 

And stain my cheeks with woe--

And ah! I cannot believe it, 

That I have l ost thee so! 

The Fisher-maiden 

My pretty fisher-maiden, 

Steer me thy skiff to land; 

Come to me and sit beside me , 

We'll whisper hand in hand. 

Come, lean thy head on my heart , dear, 

And be not afraid of me; 

Dost thou not trust unfearing 

Daily the stormy sea? 

My heart is like the sea, dear-­

Hath storm, and ebb, and flow; 

And many a precious pearl, dear, 

Lies in its depths below. 
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Th Town ---
Upon the far hor izon 

Appears, like a shadow-show 
' 

The town, with all its towers 

Enwrapp'd in evening glow. 

And now a wind-puff dimples 

The greying water-way; 

My boatman in mournful measure 

Rows on with a rhythmic sway . 

The sun again is arisen, 

Lightning from above, 

Shows to me the city 

In which I lost my love . 

~~~ 

The sea lay shining out abroad 

In evening's latter glory; 

We sat by the fisherman's lone abode, 

And silence t old our story. 

The mist rose up, the water swell'd, 

The gull flew to and fro there, 

And from thine eyes, with love lights fill'd, 

Softly the tears gan flow there. 
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I saw t hem fal l on t hy l ittle 
hand , 

and on my knees I sank down· , 
And from the cup of thy white hand 

The br immi ng tears I drank down. 

From that s ame hour my body gan fade, 

My soul consumes in yearning : 

The tears of that unhappy maid 

Ar e like a poison burning . 

The Ghost l y Double 

Ca lm is the night, the streets are deserted, 

In that house yonder dwelled my dear; 

'Tis many years since she departed, 

But stil l stands the house on the corner here. 

And there stands a man, his gaze upturning, 

And wrings his hands in agony lone; 

I shudder, the stranger's face discerning-­

The moon shines out--and the form is my own. 

0 pa l e fami l iar, O ghost l y double! 

Why mockest thou my love's despite, 

Which here was wont my soul to troubl e 

In bygone years on many a night? 
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WORDS TO SONGS BY ROBERT SCHUMANN : 

LIEDERl<REis2 

Rising ,!:!E 

Rising up, I as k each morrow: 

Comes my dear to-day? 

Sinking down each eve I sorrow: 

Still she stays away--away. 

With my grief , at midnight sombre, 

Here I sleepless, sleepless lie; 

Dreaming , as if half a-slumber--dreaming 

All the day go I. 

I'm Driven to 

I' m driven to, I'm driven fro! 

'Tis but a few hours until I shal l greet her, 

The maid, than all maids that is fairer and sweeter-­

Poor heart of mine , why beat'st thou so? 

The hours, alack, are a lazy l ot! 

Slow ly , comfortably sliding , 

Yawn they, on their j ourney gliding ; 

Hur ry now, you l azy lot! 
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Furiou haste has me mount ed astride! 
surely the hours never l oved 

to distraction- -

Never , never l oved to distract i on--

Secretly l eagued in a horrible f action 
' 

Lover's impatience they mock and der i de. 

I Wander'd in Forest Gloomy 

I wander' d in f orest gloomy, 

And there my gr ief I hid; 

The olden dream came to me 

And i nto my heart it slid. 

Who taught you this word that ye coo it, 

Ye birdl i ngs in aerial blue? 

Now pea ce! When my heart harks to it, 

It wakens my anguish anew. 

~here came a young maiden who brought it, 

And oft her song we heard; 

We lis t en'd , we birdlings, and caught it- -

That go lden , g~orious word.; 

Now t hat ye shal l tel l me never, 

Sly bir dlings that ye be; 

Ye would s teal my sorrow for ever, 

But I will trust nobody• 
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ting 

Sweet sweet i ng , l ay finger on heart of mine; 

Dos t hear, what a knocking 's within the shrine? 

There l odges a carpenter, grim and vil e, 

Who makes me a coff i n all the while. 

'Tis hammer and hammer by ·day and by night, 

That l ong ago murder'd my sleep outright. 

o come, Master Carpenter, haste thee on, 

That I may get to sleep anon. 

Love ly Cradle 

Love l y cradle of my sorrow, 

Lovely tomb of peace for me, 

Love l y town, we part ere morrow, 

Fare thee wel l, I cry to thee. 

Fare thee well, fare thee well! 

-
Fare thee we l l, thou hallow'd portal 

Where have trod my darling's feet; 

Fare t hee well , thou place immortal 

Where I firs t beheld my sweet. 

f thee well! Fare t hee well, are 

Would that I had seen t hee never, 
t 

b ty 's queen. My own heart ' s and eau 
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ur ly , 

Surely I had not for ever 

so f orlorn and wretched been . 

Ne ' er would I thy heart's blood riot, 

Love I never did entreat; 

Al l I wished, to live in quiet 

Neighbor to thy passing feet, 

To thy passing feet. 

But thou driv'st me thence unkindly, 

Bitter words thy lips do speak; 

Frenzy stirs my senses blindly, 

And my heart is faint and weak. 

And my limbs , all worn and weary, 

Fainting , 

Fainting on my staff I stay, 

Till my tired head, my dearie, 

Far in a cool grave I lay. 

Lovely cradle of my sorrow, 

Lovely tomb of peace for me, 

Love l y town, we part ere morrow, 

Fare thee well , fare thee weil! 
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Tar ry , Tarr 

Tar ry , tarry , surl y sail or 
' 

soon on boar d I' ll fo l low th ee--
Soon , soon, s oon; 

From two l adies I am parting: 

One is Europe , one is--she. 

Blood-stream , from my eyes run over; 

Blood-stream, from my body break; 

That, to write down all my sorrow, 

Hottes t life-blood I may take. 

Ah , my l ove, why dost thou shudder 

Just to-day, to see my blood? 

Saw'st not, many years before thee 

Pale with bleeding heart I stood? 

Ah! 

Dost thou know the olden legend 

Of the snake in Paradise, 

That with fatal gift of apples 
• ? Did our f orefather chastise. 

All our il l s were brought by apples! 

Eve with one once brought us Death, 

Eris brought to Troy red ruin--

Both thou F' and Death. brouahtest , ire 
0 
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~~ 

rag and keep are pictur ed shoreward 

In the mirror-crys t a l Rhine 
' 

And my skiff sails ga ily f orward 

Shot about with bright sunshine. 

Lazily I wa tch a-quiver 

Golden r ipples, crisply stirr'd, 

Dull emotions wake and shiver 

In my bosom sepul chred. 

' 

Ki ndly greeting and beguiling 

Lures be l ow the stream's delight; 

But I know it--outward smiling, 

Hides in only Death and Night. 

Face of l ove, and heart of malice-­

Stream, thou art her counterfeit! 

She as innocent l y dallies, 

She can smi l e as soft and sweet. 

First of All --
First of a ll I fel l despairing-­

It could not be borne; and now 

I have borne it , and am bearing--

Ah b how.I , ut only ask not : 

Ah, how? 
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ith Myrt e ...!}£ oses -With myrtle and r oses , fair to beho ld , 

Wi th sweet-scented cypres s and l eaf of 
gold , 

would I broider this book , 1i·k 
ea dead man's h · s rine, 

And bury in i t these songs of mine. 

o cou l d I but bury Love in it so! 

The fl ower of peace doth on Love's grave grow; 

It fl owers thereon, is gather'd therefrom--

But not for me, till I lie in my tomb--

Till I lie in my tomb. 

Here now are the songs I so wildly sung, 

Like a l ava-stream that from Etna is flung, 

Outpour'd from deeps of my soul's desire, 

And ring 's with lightnings of flickering f ire! 

Now sil ent they lie and deathly still, 

Now frozen all stark and misty-chill, 

But the ash wi l l burst anew into blaze 

If the spirit of Love once over it plays. 

And my heart is now big with prophetic lore-­

The spirit of Love shall bedew them o'er 

If this book comes into thy hand , 

My dear dear l ove, 

My dear dear l ove , in a d i stant land · 
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en f reed from t he spell the 
book shall b e , 

And a ll the pale l etters l ook on thee , 

Look suppliant into thy beautifu l eye , 
And whisper with year ning a l ov 1 . e- orn sigh . 

WORDS TO SONGS BY JOHANNES BRAHMS : 

SIX SONGS 

~ is ~ Lovely in Spring3 

Blue waves are gl istening and flutter and sing; 

Love is s o l ovely , so l ovely in spriAg! 

By the stream sits the shepherdess, gent l y 

binding flowers into a wreath. All around the 

budding , swelling , growing nature whispers; 

Love is s o l ove l y , so l ovely in spring! 

The shepherdess asks , with a yearning sigh , 

To whom will I give my flowers? 

A young r ider rides a l ong t he shore 

And waves and smiles l ike the nature. 

With painful heart she watches him pass, 

And sobs and flings into the glistening str eam 

the beautiful f l owers, now worthl ess. 

3 . t ava1.·1able·, trans l at ed by 
Trans l ation no 

Heide Hepler . 
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Of love and cares es the night' 
l nga les sing ; 

Lov i s o l ov ly , so l ovely i n Spring ! 

~S.=:;.;;.::.e_r Evening4 

s er eve wit h day is striving, 

oftly gaining wood and meadow• 
' 

Mi d blue heavens the golden mooqlight 

Gleams, in perf umed air reviving. 

Crickets round the brooks are cheeping ; 

Something stirs amid the water; 

And the wanderer hears a splashing , 

And a breath amid the sleeping: 

There a l one, beside the river, 

See! a fair Undine is bathing: 

Arms and bosom, white and lovely, 

In the shimmering moon-rays quiver . 

Moonl ight* 

On strange roads the night is lying, 

Weariness and pain before me! 

When, l i ke blessings softly f l ying , 

The swee t moon-rays quiver o'er me . 

S trans. Charles G. 
*4iie i nr i ch Heine, S ~k ~~~~ l dt, 1864) p . 165f. 

Leland (Phi l adelphia: Fre eric 
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G ntle moon , by that bright gleaming 

Nightly terrors soon you banish• 
' 

And y eyes with tears are s treaming, 

As my fears and sorrows vanish. 

Death is a Cool and Pleasant Night5 ---
Death is a cool and pleasant night, 

Life is a sultry day. 

'Tis growing dark--l'm weary; 

For day has tired me with his light. 

Over my bed a fair tree gleams, 

and in it sits a nightingale: 

She sings of naught save l ove: 

I hear it even in dreams. 

All Flowers Look P.E,6 

All flowers l ook up to the glowing sun. 

All streams empty into the glimmering sea. 

All songs dr i ft to my shining beloved. 

Take with you my tears and my sighs, 

Melancholy tunes of my sadness! 

5
Heine , 12£· ill· 

6Hepler ,l££- ill· 
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..;;...;.. ____ ..._Y 7 

My love, in our light boat • 
riding , 

we sat at the close of the day, 

And still through night went gliding 

Afar on our watery way. 

The spirit-is l e soft fjowing, 

Lay di mmering 'neath moon and star; 

There music was softly flowing, 

and cl oud-dances waved af ar. 

And ever more sweetly pealing, 

And waving more winningly; 

But past it our boat went stealing 

All sad on the wide, wide sea. 

WORDS TO SONG BY HUGO WOLF 

Te 11 Me Where 8 --
Tell me where the weary wandrer 

Shall one day to rest be l aid? 

In the South neath waving palm trees? 

On the Rhine neath l inden shade? 

7
Heine, l oc. cit. 
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Shall I l i e , a stone my pillow, 
Buried neath the desert sand? 
Or be l ow the f oaming billow ; 

In a distant f oreign land? 

Though afar f rom those that love me, 

I shal l rest neath God's blue sky, 

And at night , the stars above me 

Fun'ral lights, shall burn on high . 
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Johannes Brahms,Op. 71 
(Veroffentlicht 1877) 
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1. Der Tod, das ist die kiihle Nacht 
H. Heine 

Johannes Brahms, Op. 96 
(Veroffe ntlicht 1666) 
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