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INTRODUCTION

The Lied is a unique artistic form, in that it has as its
basis a previously existing work, complete in itself. The task of
the composer then, is to create a synthesis of poem and music,
enhancing the text without greatly disturbing its inherent form
or content. The poems of Friedrich Rickert display a formal
perfection and lyrical simplicity which appealed greatly to
Robert Schumann, and he handled the texts with great sympathy,
and, for the most part, with great fidelity to the coriginal
poems. Schumann’'s Lieder to poems by Riuckert are, with a few
exceptions, largely unfamiliar to contemporary audiences,’and
there has been a corresponding lack of detailed study of these
Lieder. While critics claim that the Rickert Lieder are not of
the same musical value as settings of other poets’ work,

a detailed study reveals that the musical language in these
Lieder is the language characteristic of Schumann’'s Lied
writing, and his piano writing, and that the musical setting of
the Ruckert Lieder is well suited to the texts.

The aim of this thesis is to investigate the nature of those
Rickert poems which have been set by Schumann, and to examine the
composer ‘s musical language and the way in which the text is
enhanced by such a union of poetry and music. The thesis is
divided into four chapters, the first being a study of the poems
themselves, Schumann’'s handling of poetic metre and rhythm, and
his fidelity to thé original texts. The following chapters are an
analysis of the musical elements melody, structure, harmony and
tegture, with emphasis upon the relationship between Schumann's

treatment of these elements and the text.



CHAPTER ONE
THE TEXTS OF THE LIEDER

FRIEDRICH RUCKERT AND THE LIEBESFRUHLING

Friedrich Ruckert was described by his contemporary, Heine,
as "one of the great lyric poets".l Both a scholar and a poet,
his work as an orientalist greatly influenced his poetry, and
these two facets of his life cannot be considered separately.
During his life time, his translations of Persian poetry into

s

German were considered the most significant contribution o+#f

foreign literature to the German lanquagez1 and are still highly

regarded today.

Ruckert was fascinated by puzzles, acrostics, puns and
unusual rhymes.3 This fascination is reflected in numerous
experiments in poetic form. In his translations, he introduced to
German literature the ghasel, a Persian poetic -Form.4 Among his
published works is a collection of ghasels, these being his only
original work to adhere strictly to this form. However, elements
of the Persian ghasel form can be seen in the Ostliche Rosen
published in 1819, and in the Liebesfrihling, published in
182@/216. From a structural point of view, these formal
expériments were most successful. Willoughby says "there can be
no doubt that Rickert treated the most difficult forms and meters
with ease"7. and other critics describe the essence of his style

as being extremely virtuosic.



The influence of his work as an orientalist can also be seen
in the underlying spirit of Rickert’'s poetry. Heine, in his essay
on German Romanticism "describes Rickert’'s fancy as exuberant and
oriental in its richness”.a It is true that, like Heine, he was:
"a master of accurate costume and adaptability to alien ideals“.9
His virtue lies in his capacity to capture the spirit of Persian
poetry, a spirit which pervades his own work, and in "an ability
to find poetic charm and value in the drabbest things and

18
occurrences. "

This is reflected in the poetic themes and images which are
to be found throughout the Liebesfrihling, and particularly in
the Rickert texts chosen by Schumann. Most important is the
preocccupation with the beauty of nature.11 Thus we +ind
throughout the songs, images of flowers, sun, sea and stars. In
addition to their intrinsic value, these images are motifs which
derive from larger themes. Flowers are frequently used as a
metaphor for the unfolding of human love, as in Jasminenstrauch
and Schneegléckchen, or as a simile to describe the nature of the
poet’'s love as in Aus den o6stlichen Rosen. A comparison of the
loved one with the beauty of nature is a common theme in
Ruckert’'s lyrics. In Rose, Meer und Sonne and @ Sonn’', O Meer, O
Rose, Rickert compares his beloved with the rose, the sea and the
sun. This image is linked with an idea of the beloved being a
source of light, also found in Mein schéner Stern. Another poetic
image used frequently in the Liebesfrihling is that of the
beloved as a shelter or a resting place, seen in Mein Freund,

mein Schirm, mein Schiitz and Widmung. Other themes are a




suggestion of distance, barriers or geparation (Aus den 6stlichen
Rosen and Mein Tone Still und Heiter), and the concept that love
lifts the poet above the realm of daily living (Widmung).
Ruckert’'s ability to find beauty in ordinary things can be seen

in Volksliedchen and Der Himmel hat eine Thrane geweint.

While such images are to found throughout late Romantic
poetry, in Rickert ' s work they are expressed with a simplicity,
directness and clarity which, if not deeply searching, is most
appealing. I believe it is this lyrical simplicity, filled with
images of spring, which drew Schumann so powerfully in his first
year of song composition. In the later songs the music lends a
depth to the poems which belies the simplicity of the original

texts.
SCHUMANN 'S TREATHMENT OF THE TEXT

Because the Lied is a setting of an already existing poem,
composers of Lieder face a difficulty as to how to set the poem
to music while maintaining its integrity. Any poem is subject to
a variety of interpretations, and a Lied is simply the composers
own interpretation of a given text. However, according to Stein,
"in setting the poem to music the composer makes his own
interpretation explicit, and thus limits the poem. It is
therefore imperative that the composer attempt to preserve the

integrity of the poem when music is added."12

The most
significant factors in the preservation of poetic integrity lie

in the composer ‘s treatment of metre, rhythm and duration, and in

his faithfulness to the text with regard to repetition, omission




or addition of words or phrases.

Although a degree of flexibility is possible in poetic metre
and rhythm, the metre and rhythm of a given line are frequently
determined by stress patterns in speech. It is thus the
composer ‘s responsibility to set the text in a musical metre that
corresponds to the poetic metre. Within the correct metre it is
not imperative that the composer follow the poetic rhythm exactly
in order to maintain poetic integrity. Indeed, Robert Bridges
believes doing so to be damaging to the musical integrity,
claiming that the exclusive use of the declamatory style "is an

’

abnegation of musical spontanaeity for the sake of a secondary
. 3 . .
mediate form ...”1 . However, it is also necessary for a composer

to consider the poetic rhythm as it is possible for an

inappropriate rhythm to destroy a poem’'s continuity and thus its

force.

An essential consideration in a discussion of poetic and
musical rhythm is the eleﬁent of duration. In a musical setting
of a poetic text, two aspects of duration are significant.
Firstly, internal duration, in which the musical rhythm extends
the duration of a given syllable far beyond that of the spoken
word, and thus has the potential to disrupt the motion of the
text. This affects the external duration, in which the length of

a song is usually far greater than that of the original poem.

In his Rickert settings, Schumann has largely remained
faithful to the text in terms of metre, rhythm and duration,
intensifying the subtle nuances by means of small scale rhythmic

devices. Such enhancement is inevitably linked with the other




musical elements: melody, harmony and texture, which will be

dealt with in later discussion. There are, however, several songs
in which metre and rhythm are not straightforward, and therefore
warrant close examination. The discussion in the following pages

will be confined to these songs.

In his Rickert Lieder, Schumann often experiments with
metre and rhythm as a means of enhancing the text. This is true
of one of his most popular songs, Widmung (Myrthen op 25 no 1).
Although the song is in jé the accentuation of the text is
such that the triple metre is not clear. Every second phrase
begins on the third beat of the bar, sometimes with an accent,
when, poetically, these phrases should begin on the first beat
of the bar. This effect is heightened by greatly lengthening some
words to emphasise their importance, as in the phrases
"Du meine Wonn', o du mein Schmerz" and "Du meine Welt in der ich
lebe":

EXAMPLE 1
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In the second section an idea of peace is created by rhYthmically
augmenting the entire line "Du bist die Ruh, du bist der

frieden". When spoken this line could be notated :

I R A T I Y R A B I

Du bist die Ruh’, du bist der Frie — den

Dw




Schumann, however . notates it thus:

joJJvoAcJol

Du bist die Ruh’ . du bist der Frie - den

Schumann again uses the rhythm to enhance the text in

Aus den ostlichen Rosen. The A metre suits the text
perfectly, and within this metre, Schumann lengthens the

beginning of each phrase and uses a syncopated rhythm on the word

"einen to depict the breeze:

2 N A S A O A R P A

Ich sen — de ein — en Gruss wie Duft der |Fos — en

The first song in the cycle ZwélY Lieder aus Ruckert’'s
Liebesfrihling Op. 37, Der Himmel hat eine Thrane geweint,
fits neatly into a straightforward guadruple metre with an

anacrusis beginning each phrase:

& N N N N R I AP S D I

Der [Him - mel hat ein — e |Thran — e ge — weint, dielhat sich . .
The first phrases of Schumann’'s setting conform to this stress
pattern and rhythm, but Schumann alters the pattern in his

setting in order that the word du should fall on the first beat

of the bar, thus accenting it:

49 5 2 bl o0 d

sollst um mein — e Ferl — e sein




A very similar example of the manner in which Schumann alters the
metrical pattern of a poem within the context of that poem, is
the +ifth song in this cycle. Ich hab in mich gesogen is a simple
metre again with an anacrusis beginning most phrases. However, to
suit Schumann’'s interpretation of the text, the anacrusis pattern
is broken in the first two verses. Metrically the phrase '"dass er
der Welt entflogen' and those beginning "hier sind die" +fit the
anacrusis pattern, and these phrases could easily have been set

thus:

pd jb 30l ol

Hier sind die blauw — en Lif - o
However , Schumann alters the pattern in these phrases so that
the word "hier" falls on the first beat of the bhar, thus
accentuating this word, which is further stressed by the addition
of an accent on this beat. This alteration emphasises the

idea that the beauties of spring can all be found within the

poet ‘s heart:

td 13 )

Hier sind die blau — en Laf -

The effect of such an alteration of the metrical pattern
for these particular phrases is heightened by the fact that
these phrases are the only time that Schumann does deviate
from the anacrusis pattern suggested by the metre of the

original poem.




It is rare for Schumann to incorporate radical changes of
metre within the context of a Lied for the obvious reason that
the form is too short to sustain such a change. However, the text
of Fligel, fligel, the eighth song in 0Op. 37, is longer and more
dramatic than much of Rickert’'s work. A change of metre is
therefore possible and appropriate. The song opens in 8 and has
a second section in ﬁf , returning to é for the last verse.
This change in metre is purely an interpretational device, as the
poetic metre requires no alteration: the phrase "Ach von dem
Verbannungstrande which opens the second section could fit as

s

easily into g as it does into 4L :

TR P B

Ach, von dem ver - |bann — ung — strande

or

2200 S S B P SR

Ach, von ver —lbann - ung — strande

Nevertheless, the change of mood at this point in the poem

is greatly intensified by Schumann’'s change of metre.

Songs in which Schumann’'s setting interrupts the textual
continuity are few. One such, however, is Lied der Braut I (Op 25
no 11), in which the duration of some syllables is extended
inappropriately, compromising the grammatic sense. The most
glaring of these is the phrase "Mutter, Mutter, seit ich ihn

liebe". which is set to the rhythm:



20 08 ML 24 e

Mut - ter, [Mut - ter |seit ich ihn lLiebe

A similar example is to be found in Meine Téne still und
heiter Op. 181, no 1 in which the lengthening of the words
steigt and meinem interrupts the speech rhythm of the

original text:

“ad | T4

zu der|lLieb— sten Steilgt hin — an

and

dmd J| 4 2 dd

an die|Brust ihr meji — nen Schmersz

In Liebster, deine HWorte stehlen, Op. 101 no. 2, the
unity of the poem is compromised not by a difficulty with metre
or duration but by a lack of rhythmic continuity. Where
Rickert has created a gentle regularity through the repetition
of the words "Liebster, deine", Schumann sets these words to a

different rhythm at each repetition14:

al
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“Lieb — ster| dei - ne Worte steh — len
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Lieb - ster, dei — ne|Tone zie — hen

TR I N ]

Lieb — ster, | dei — ne Sai — tin |tra — gen

d)
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Lieb - ster,| dei - ne Lie — der |ran - ken

Although this constantly changing rhythm can be seen as being

a means of expressing the different concepts in each phrase of
text, such irregularity does disrupt the unity of the original
poem.

The faithful representation of the text as the poet wrote
it is a matter of some difficulty in musical settings of
poetry. If repetition of some words or phrases of a poem in a
musical setting destroys poetic integrity, all the 12th Century
Lieder composers are guilty of so doing. Schubert began the
practice of slightly altering a poem, often repeating lines of
text, particularly at the end of a verse or song, but also
repeating or adding a word where he needed it for metrical
purposes or to balance the structure of the song. E.OD. Dliphant15

believes that the repetition in Lieder of words or phrases

destroys the overall structure of the original text. While such

10



line of poetry. Furthermore, it must be remembered that the LLied
is an entirely new creation, a synthesis of poem and music, in
which the original structure of the poem no longer exists,
regardless of repetitions. It can therefore be argued that, when
applied appropriately, repetition of some words or phrases does
not compromise the integrity of the poem, though perhaps the same

cannot be said of additions to or omissions from the text.

The repetition of words or phrases as a means of enhancing
the poetry or balancing the musical structure is charactéristic
of Schumann’'s Lied style, and is a device used frequently in the
Ruckert Lieder. Very often when a line of text is repeated, the

musical phrase will also be repeated with virtually no

alteration. This device will be discussed in a later chapter.

The simplest form of repetition occurs when the last line
of the poem is repeated in its entirety with no textual
alteration, as is the case in Aus den 6stlichen Rosen,

Zum Schluss Liebste, was kann denn uns scheiden, Rose Meer und
Sonne, 0O Sonn', 0 Meer, 0O Rose, and Volksliedchen.

This type of repetition seems to be derived from a folk style.
Musical example 2 shows the last line of Liebste, was kann

denn uns scheiden:

EXAMFLE 2

» —_— A i N ) Ml

"
4 T—t 7~y s
‘E. TL T | V2 — e ill' 1 t

o ™
1 1 z
Y

T t " —
— F T AR , -

¢ . wol _ len  wir, o Lich . ster  sein.
1.4%0l _ len  wir, o Licb.ste sein, zaZwel lwul_ ln  wir, o Lich _ ste  sein.

Y2
s




A second form of simple repetition

is the repetition of a

line at the end of a verse, rather than at the end of a song.

One such instance is Liebster, deine Worte. The end of the first

verse of this song is seen in example 3:

EXAMPLE 3
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zu der sel-genéei - st'er Cher, zu der sel - gen Gei - ster Caor!

A more complex repetition can be seen in Der Himmel hat

2

eine Thrine geweint, where the last line is repeated, and a

single word within the phrase is also repeated:

EXAMPLE 4
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In a similar manner, in the second verse of Liebster, deine

Worte, the words "so reich" are repeated twice before the

final two lines of the poem are repeated in their entirety:




EXAMFLE S
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Schumann occasionally adds words to the text which were
not present in the original poem, as can be seen in Fligel,
fligel. At the end of the first section he adds the words
"Flugel, Fligel," which were not stated at this point in the
original text, in a similar rhythm to their statement at the
opening of the song. Although such an addition is in keeping with
Schumann’'s dramatic interpretation of the poem, the effect is
somewhat over - dramatic, and artificial. Nevertheless, the
addition of this phrase does serve to balance the first section
Example 6 shows the end of the first section:

EXAMFLE 6
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A similar type of interpolation of material which was not present
in the original text is the repetition of the first phrase of the
poem at the end of the song. Schumann does this in Lied der Braut
I, and Die Blume der Ergebung. In the latter, this addition to
the end of the original poem is a means of balancing and unifying
a long song containing a great deal of contrast. The first and
final phrases of Die Blume der Ergebung are shown in Example 7.

EXAMFLE 7a
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Among the Rickert Lieder are three songs in which Schumann
departs markedly from the original version of a given text,
either by omitting a section of the poem, or by Jjoining two
separate poems in one musical setting. In Schneegldéckchen,

Op. 79, no. 2616, the second phrase of the second verse
reads:

"0 komm geschwind in Haus lautets der Frihling ein". In the
poem, this phrase begins "0 Liebchen komm geschwind", and there
are four verses between the end of this phrase and the beginning
of the next in the song, which Schumann omits. Although this is

doubtless shocking in the eyes of literary critics, and certainly

compromises the integrity of the poem as a whole, the grammatical




and narrative sense are not destroyed, and the song, as it stands
is extremely beautiful with no sense of there being anything

missing.

The first of the Rickert Lieder in which Schumann sets two
poems as one song is Volksliedchen Op. 51, no. 2, in which
Schumann joins two four line poems which follow one another in
the 1828 edition of Rickert’'s Liebesfrdhling. The two poems agree
perfectly in terms of the notions expressed, and their
jJuxtaposition has the effect of lengthening what would otherwise
have been an extremely short song. In addition, Schumann avoids
disunity by the repetition of the +first line of the first poem at
the end of the song, as discussed above. The second example of
this igs Meine Téne still und heiter, which again is the
juxtaposition of two separate poems, the second of which is not
even taken from the Liebesfrdhling.17 Unlike Volksliedchen, this
results in some disunity, though Schumann must have felt there to
be some connection between the two poems, as this can be his only
reason for joining the two. A reason cannot be found in a wish to
lengthen the poem, for the first poem is longer than many of the
Ruckert texts which presented Schumann with no difficulty. The
above examples, are however, the only instances among the Riuckert

Lieder of such a marked departure from the original text.

Although Friedrich Ruckert is not generally considered one
of the greatest German poets of the Nineteenth Century, the poems
of the Liebesfrihling are often extremely beautiful, and have
inspired Schumann to write some beautiful Lieder. Indeed Eric

S5ams goes so far as to say that "Rickert, not Heine, was




Schumann ‘s favourite source of texts.“18 Whether or not Sams’
analysis is correct, the musical evidence suggests that Schumann
regarded the poetry of Rickert highly, as he made few alterations
to the existing poems in his own settings, either in terms of
content or structure, and thosebalterations he does make serve to

enhance the poems, rather than to destroy them.
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b.Lliebesfrihling was written during Ruckert’'s courtship of Anna,
the daughter of an innkeeper, whom he married in 1821, and for
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presentation of this collection to his bride, and Schumann’'s
composition of Myrthen, Opus 25 as a wedding gift for Clara.
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14.The frequent repetition of the words "lLiebster, deine" is
clear evidence that Rickert did indeed intend to create a sense
of rhythm and regularity in this poem. For my realisation of this
regularity in the original text, I am indebted to Eric Sams.
However , my analysis of Schumann’'s treatment of this poem, both
here, and in following chapters, is my own.

15.0liphant, E.O0., Musical Quarterly, Autumn, 1947, p.43

16.Eric Sams numbers this Lied as Opus 79, no 27, based on the
contemporary Peters Edition, however Rufus Hallmark ("Die
Handschriftlichen Quellen des Lieder Robert Schumann" in Robert
Schumann - Eine Romantisches Erbe in neuer Forschung Mainz:
Schott’'s Sohne, 1984) argues, from a study of the sources,that it
should be numbered op. 79 no 26 Further evidence to support this
numbering lies in the edition by Clara Schumann, released in the
collected works of Schumann, in which it is also given the
numbering op. 79, no. 26 ,
17.The poem which is the basis for the second section of Meine
Tone still und heiter is in fact taken from an anthology of poems
by various poets published in 1836.

18.5ams, Eric, p. 178
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CHAPTER 2
STREUCTURE AND MELODY

By their very nature, Lieder give great prominence to the
voice and thus to the melody. If is therefore imperative that the
melody reflect and enhance the sense of the text. In the Rickert
Lieder of Schumann this is effected by the relationship between
the textual structure and the musical phrase structure, and by
the association of particular melodic configurations with

s

specific poetic ideas.

A second consideration of significance in a discussion of
Lieder melodies is the influence of melody on both the textual
structure and on the musical structure. Though the overall
musical structure of the Lied is not always determined by the
form of the text, Schumann frequently bases the musical form upon
the strophic structure of the poem. The most common musical form
among the Rickert Lieder is a ternary structure, though the form
is not strictly ternary form, as will be seen in the following

discussion of structure.

Within this discussion of the linked elements of structure
and melody in the Riuckert Lieder of Schumann, the songs of
Schumann ‘s earlier period of Lied composition and those of the
later period1 will be considered separately. The discussion of
structure and melody will also, for the sake of convenience, be

divided.
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THE EAFRLY LIEDER: STRUCTURE

The structure of a nineteenth century Lied is largely
delineated by the melody, though harmony too is important. Two
significant structural elements are the composer ’'s treatment of
the strophic structure of the text and the musical structure (in
terms of binary, ternary, etc.). These factors are very much
linked, the composer ‘s melodic treatment of the strophic
structure of the text greatly influencing the overall musical

structure.

Most common among Schumann’'s Rickert Lieder are songs which
are through composed and have a ternary form. This ternary
structure cannot be considered so in the strict sense, (which can
be represented by the formula A B A). In the Lieder, the third
section may be altered, the closing phrases of the song
comprising oné of the "closing configurations" used frequently by
Schumann. (These "closing configurations'" will be discussed and
illustrated within the section on melody later in the chapter).
Thus this ternary — like form is perhaps better described as

varied ternary form.

The basis of this varied ternary form is frequently the
composer ‘s repetition of part of the text at the end of the
song. One such example is Widmung, in which Schumann
repeats the first four lines of the poem, and one line from
the middle of the poem, at the end of the song. The melody of
this textual repetition is an exact repetition of the melody from

the opening of the song. However the melody is altered slightly
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to remain in the dominant, rather than modulating to the sub -
dominant as it did in the beginning. The line of text taken
from the middle of the poem becomes a short coda with a new
melodic fragment ending the song. The examples below show

both the beginning and the end of the song.

EXAMPLE 1a
#&E‘;{l T y 5 - w— ym——ra » i te—
a o — w1~ - 't ———f
AT s 17—t i 17 L — t
r . T v . . . ¢
Du nieine See - le,dumein Herz, duneine Woun,_, _ o dumein
N = - ———
"7:7“?- - == g 1 }A:' . -y v 20 ~T -D1. .*rbrn s |
P r—> - . D " T ——t Y—— =
o i T ras 1T 711 { —— T i —1 1 1 —i— .
Schinerz, dwcine Welt,___in der ich le . hemeinHimmel du, darvin ich schwe _ be,o  dumein.
- — .
” | L Ay T S U . >
WA’ 1 o A = 1Y T L) IV — y 2 - T N
y Ay v & 7T o 177 = T 1T 1 - r A T o = ]
——h— i L L1 W A 11 r . ¥ _KAmi 1 3 1 : 18 v b |
-~ I' l'l L3 { 11 T I 1 ;7 l_} = v—] ;)
Dumucine See. ledumeinHerz, dumeine Wonn)—— o dumcinSchmerz, dumeine
steigend und euena - - - - ritard.. - - — '
s B I PR > . + ——
L —  —— v " a—" = 1 == —T—o——1— o et e S O—
Yy hr—7rr y - i —f ] 100 s —t T v S — i ks 72
S, 1 :’ 11 3 ; + r & j:L 1 T L2 1 1 T " . T
v Welt,—_ inder ich le - heaueinHim_mel du da_rein ich  schwe _ heguein guter Geist,ueinbessires Teh!

Co0A
Another example of the composer 's repetition of part of

the text as the basis for a varied ternary form is Volksliedchen.
As discussed in Chapter 1, this song consists of two short poems,
connected by Schumann as the text of one song. Schumann repeats
the first poem in its entirety at the end of the song, and sets
it to the original melody, thus creating a ternary structure. The
third section is, however, altered, with a repetition of the
final line of text, set to one of the closing devices so common
in the Rickert Lieder: |

EXAMFLE Z2a: Volksliedchen first phrase
Einfach.

! TL ya S —.§ 1 =
Y rr.r v r T , 4 . . . .
Wenn ich frih i den Gar_ten_geB. in mei - nem griionen IHut, ist wein
e
S 1 - = |
v A} i >y T ) 1 A g — y 1 . 1 1
1 4 B s ) i "y A [y - 1 o) Ny 4 k. —— r 2 1
e —
0 X —F ¥  Sa— : -
er_ster Ge.dan.ke, was uun mein Lich_ster thut. i
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EXAMFLE 2b: Volksliedchen final phrase
'H’ p A 1 i} 1 1
Y N S N1 kN ) v |
At L s e e
royor Py e . .
Weun ich frib in den Gar_ten geb, in mei.nem grii.nen Hut, ist mein
3 ri . ftar . dan . do
By, , o e = i
e e e o e e
e s = == e === !
er.ster Ge_dan_ke, was nun mein Lich.ster thut, ist mein er . ster Ge - dan - ke, was munmein  Lich_ster thut.

In several Lieder,

ri tar . dan do

Schumann creates a ternary structure

within one strophe,

repeating the opening melody at the end of

the song. This technique may be seen in 0O Sonn,

0 Meer,

0 Rose.

The original text has three verses, and Schumann treats the text

strophically, setting each verse to the same melody. The ternary

structure is created within the context of one strophe, as there

are three phrases,

melodic fragment. As

in the previous examples,

the first and last beginning with the same

the third phrase

is altered slightly in order to end the song:
EXAMPLE 3: 0 Sonn, O Meer, O Rose
a)Phrase 1
Tempo,wis im vorigen Lied.
L— = : y—
e e s o e S e B S e 0 e e e e
L - ¥ F—r F——p—F—F—F—
1.0 Sounw, o Ddeer, o, Ro.se! Wic wenn die Som. me tri . um . phi_ rend  sich
' ritard.
TR S W W W W A G
L e e S e e e e s e e
d[l ¥ r V L TT 'F ﬁrl P’ .Il 1
hebt G ber Stef.ne, die fw Hiw . * el stun_den,

}\ l‘l Y | Y 5

e A
r—r—F —

dem an_dern leis’  er-blich,

Schim - mer  nach

ein
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c)Phrase 3

f } d N N Y
) - > T - C—rt T Ny N
T >
T . " 1
1 18 . =1
S v _J | O S L a— 1 4 N P A S 4 174 1778 i’ 3§

AN AR ANA P 4 " ; —
Du kunst. dn war. WY!IB ie mein Herz em. pfun.den, ge_sdiwun.den in dich, ge.schwun.den in dich.

A similar example is Der Himmel hat Eine Thrine Geweint,
the original text of which consists of one ten line strophe.
Schumann repeats the opening melody, with some ornamentation,
at lines seven and eight, and the following two lines are
altered to form a coda. Example 4a shows the beginning of Der
Himmel, Example 4b illustrates the melody at lines seven .and
eight, and Example 4c the end of the song:

EXAMFLE 4a

L Einfnch. y 4 L 3 I\
bt . — o e e
— £ o e A —A——— 1 H—t——
117 = —F— ol LAY - r 1
1Y Der Him . mel bat ei_ne Thei_ne ge_weint, ic  hat sich ins Meer ver. lis . ren g-meiut.
v . P
) Ry (2 I 1 T 1 A I
4 r 4 Py r 4 1 I} o 5 X ¥ 1 4 17T o x |-~ - o
1 AW 17 | ol LT 1T I fud § &3 ~ 1 ¢ X1 5 17 1 3] | - F s ' ol
: pa l'l { lrl i § # 'V AW | — o I |rl k4 ) | lrl ) & : jyl JI
O du mein Schwerz,—.  du  mei_ne Lust, du  Him . auels_ thriin’ 1u mei . ner Brustl
EXAMFLE 4c
!
1 K I}
e —a—p—p A Tlip 5 —a——a |y —y
P
Gich, Him - mel, dass ich in  rei_pem Ge. mii _ the den
e —ba > o y e e—
GRS Sl s S e et e e e == e
N " T ¥ ¥ ¥ ¥ 1= 7 =
rein . . . o . . - ] B ]
in - sten dei - ner T;o-pien bii _te, den rein_sten, rein_ sten dej_per Tro . . -« = < -plen hii_te,

A typical example of a varied ternary form based on the
strophic structure of the poem is Aus den ostlichen Rosen. The
poem is divided into four verses, and Schumann sets the first

lines of verses one, two and four to exactly the same melody,
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with a contrasting but related melody in the third verse. The

second musical phrase of the second verse is used as a bridge to

the dominant,

and the second phrase of the fourth verse is a

closing configuration, so that the verses which began with the

same melody do not end the same.

The structure is thus A A

1 2

B AT,

and is not strictly ternary form, but the listener hears a

division into three sections, the outer two of which are similar,

and the middle one contrasting:

. EXAMFLE 5a Aus den é6stlichen Rosen Verse I

Ruhig, zurt.

, e
I —— L T = =1
I D, y 3 . - 1= - P u— o= P r_ 131 | ) r 4 P 2 —1
5 4 i - 12 ! r—r— — 571 ) r-a —
H + I3 T 11T T T ¥ 1t 1
v |4 |4 ro= 12 |4 v |4
1 Teh sew - de ei . nen Gruss  wieDuft  der Ro _ sen,
) L .
T 5 > T DT 1N I a 1 T +
—e—12 7ot —u—— Nt %
- ,V, +-# )t 4 - = x x ¥ L+ :
dch  send ihman_ ein Ro . sem.an . ge_sicht,
EXAMFLE Sbh: Verse I1
LﬁJLL — b} \ —
) T | N 1 T T Ly N —1
4 | — — 2 o - —r M ¥ '3 - —~— — |
=t e = r—e—s =
v ¥ == 7 |28 7 7 ; 4
: Ich  @en _ de ei _ nenGruss wic Friih _ lings_ko . sen, ich send  ihn an ein
LQLL 1
— . 1 et 3
ol v VA A -y
- ‘A. X X1
Aug’ voll Friih . lingslicht. - i
EXAMFPLE Sc: Verse 111
— ritard.
) = \ 4 ) ! . —— = { —h k { -— hl — m—
I o o e M —t—x i — 2 —— S e—o—" it Dhy——L s —]
U " s o m— s v e 7 Vi O S L S S—" i =4 B —
i |4 (4 : 1
Ans Scluuer. zen - stiir _ men, die  meinUerz durdh. to. s, send’ ich den Hauch,dich un - sanft riithe’__ er nicht!
’ ’ .
EXAMPLE Sd: Verse IV
AJj'i-*}l T - l — T3
Pt X o175 X o s 3 —=—
1L 1 L} 12 117 LX 1 - ) - 1 1 L -}
Jd y=rr ' - ' -
Wenn du ge.den_kest an  den Fren . de . lo. sen, s0
e v Har
2| ' 1 \ 1 ) L I ritard. I
KX e e e e e e e e —
. —— v ia Bt 27 y3 4t T —r 1 198 1= v 2 —y 2 1—* Y 1
UAI 14 rl r 4 ! — Iy r 4 ) 1 sl -2 i’L r 1 | A - r Z L 4
wird der Him_mel  mei _ ner Nich - te  licht, so wird der  Him_mel meiZopr  Niche . Cte  lidht,
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A similar example is Ich hab in mich gesogen in which
the first and penultimate verses are exactly the same, with
a contrasting but related melody in the middle verses, and a
closing figuration in the last verse. The result is a form in
which the listener hears a division into A B A, although this
is not strictly the form, as the third section incorporates
material not heard in the first.

Among the Rickert Lieder of Schumann, structures such as
those discussed above, based on a through composed technique are
the most common. Thus strophic Lieder are quite rare. Tw&
examples are Rose Meer und Sonne and 0 Son;, 0 Meer, 0O Rose. It
was clearly the intention of Ruckert that these two poems should
be linked,2 and Schumann connects the Lieder using the same
opening melodic phrase:

EXAMPLE 6a: Rose, Meer und Sonne

1 1 Y I re
égé%rﬁ =12
T J_'ll r 1 : [ A—
Ro = seMecrund  Son :

EXAMFLE &6b: O Sonn, O Meer, O Rose

N |

— =% = %

- N - & ol ) r P x ™.

;; 1 i’ ot .I‘,' z i’) T %JF" H—1——+F 1
. ‘ r—yv r

0, RO.‘N:! Wic weon die  Son . me tri - um _ phi_rend sich

Schumann also links these songs by giving them exactly the

same postlude. This will be discussed in a later chapter.
Schumann may have decided to set these two Lieder strophically
in order to reinforce the link between the two. In this
strophic treatment, the opening melody which connects the songs

is heard many times, as Rose, Meer und Sonne has four verses, and
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0 Sonn, O Meer, 0O Rose has three. The melody which connects the

two songs is thus heard seven times. (See Example 6)
THE EARLY LIEDEER: MELODY

The melodic structure in the early Rickert Lieder is
characterised by extreme simplicity. This simplicity is a result
of Schumann’'s treatment of the phrase structure, in which the
phrases are generally short. Phrases are frequently repeated, and
sequence is used as a device for melodic development. However
these techniques are not solely developmental. They servé also to
accent poetic devices such as the rhyme scheme and the repetition

of words and ideas in the poem, thus enhancing the sense of the

text.

The repetition of a musical phrase as a means of enhancing
the text is striking in Der Himmel hat eine Thrine Geweint, where
a fourfold repetition of the inward turning phrase

emphasises the concept of enfolding expressed in the text.

A song in which the exact repetition of the opening musical
phrase in the first two verses enhances both the sense and the
form of the text is Aus den 6stlichen Rosen, where the repetition
of the.words "Ich sende einen Gruss", and the a b a b rhyme

scheme are emphasised by the musical repetition. (See Example 5)

Both repetition and sequence are used in Ich hab’' in
mich gesogen to emphasise the rhyme scheme and to enhance
the meaning of the text. In the opening four phrases, sequence

is used to draw attention to the rhyme of gesogen and
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entflogen, and lieb and blieb.

EXAMFLE 7
ra—— e e e e e e e e e A
= z e e e e e e e e e e e
o = = . " = 7 I 4 - . 1—® ‘lr o~ —
Ieh hali ju michge_so_gea  den Friihling treu und lich, i dass ender Welt ent_flo_gen, lier in der Brust mir hlich,
L e L)

The section in which the characteristics of spring are described
is clearly defined by the repetition of two melodic phrases. This

repetition is also compatible with the a b a b rhyme scheme:

EXAMFLLE B . p
O \ \ = i \ 1 4 X b
e e 1 e e e e e e o S e S o
o f LA § ran X ¥ F .rL b i 1—* F V;) ira j oy F ‘,7 7 t
Aljer sind r{ic blau.en Liif . te, hice.«ind die grii_nen Au'n, die Blu_men hier, die Diif _ te, der bliilin.de Ro.sen_zaou.
L& | LbjJ Lo | by

Similarly, the usé of repetition is essential to the
construction of fFllgel, flugel. Here, this device is used to
support the poetic connection between two lines of text. One such
example is the repetition of the musical phrase for the two lines
which begin "fllugel uber 's". The impact of this link between the
two lines is heightened by Schumann’'s repetition of the word
fligel at the beginning of the second phrase, and the fact that
gA the end of the repeated phrase is varied by a stepwise ascent to
the word Tod. This ascent serves also as a means of enhancing the

effect of this word:

EXAMFLE 9
>‘|-| ———7 ) t —1——4 h— l1 ? - S— R T I T— n —
e s I e b e
- — 1 — - —— r—— : —7 - +—
Fli_gel, i.bers Meer zu shwehen  mit dem Morgen_roth, Fli_gel, Fli_gel ii.bers Lo ben, i_ber Grab——_ und Tod.

Later in the song, the repetition of a phrase is again

used to enhance the poetic link between two lines of text. As
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in the previous example, the repeated phrase rises at the end,
here "painting" in music the concept of flying away expressed

by the word entfloh 'n:

atempo
? L ———— —————
5]  — — ~ y 3 ‘. " - -
—t- I At s — 2 —]— > P ) — N — T ——— .t Sy ) - s .
e e e e e e e
_ gel, nach - zu flickin den Taogenydio vor. 6. . -ber sind, Fligel, Freu.den ein_zn - ja_gen,dic entflobn m Wind.

In both instances, the repetition of the musical phrase

is suited to the phrase structure of the text. Sequence is used
similar manner in Fligel,fligel, to enhance both poetic {magery
and structure. The lines beginning "fligel wie die" are linked by
a descending sequence, in which the repetition of the musical
phrases begins a fifth lower than the original statement. The
significance of this sequential treatment is increased by the
relationship between voice and piano at this point. The vocal
melody imitates the melodic phrase of the piano. The melody of
the "fliigel wie die" phrases is thus heard four times, twice at
the original pitch and twice at the lower pitch. The imitation in
the lower phrase occurs at a distance of only a guaver, so that

the two phrases are heard in conjunction:

EXAMFLE

- ar dan .
\

o . re - | = -
T 1 T 2 ». ] g CHS ) WY - I 1 — I L - Y
= gt e et w7
1* X ) | I 1 y—1 7 T 7 } P = 5 : -
Fli_gel, wie dic Ju_gend hat_te, da sie niir ent_ flog, Fli_gel, wic des Gliockes Bciat_te,
by - o o - fur - dan . - -
| | NG DN =1 N L : L\ 7 ——
; g e " e v 4 } Bt B, a4 i i % Z I I —X 2 r— o7 1 Ty T T |y
7 — -~ - oy a—1)— . yof r 3 - 1y g | — - “F—ve - — y e —rg
Py $ 3 —$— $—2> to—t o— & e J > 'y IS R N1%3 = — %
= Tl T SR IR L I & S S [
—t— > ’ i
< _ o \ R P >
— - o H
: L2 T - T v = e - i I Ty
ya T f 2 T "y
1 hra o - =
# > - = T —— N~ —— 2%
~ N— > ——— r ' ‘ -



It has been observed that the phrase structure in the early
Ruckert Lieder of Schumann is characterised by a great
simplicity. This simplicity extends also to the melodic shape
within a phrase, in the use of stepwise motion, many repeated
notes within a phrase, and leaps of small intervals. In many of
the Ruckert Lieder, the first musical phrase is based upon the
use of several repeated notes, varied by a stepwise motion or a
small leap. In the following table, the first phrase of each of
these songs is given, along with an indication of the scale

degree on which the melody begins. It is interesting to note that

a large number of these songs begins on the third scale degree.

TABLE 1

TITLE OF SONG On No FI1RST PHRASE SCALE DEGREE

5]

J)457 e Bl gt J’P‘
@’Mr trelt ot oo
| kﬁ”v’% EEzi[er=])

Der Himmel hat eine
Thrane geweint 37,no 1

Lied der Braut II 25,n0 11 4

A .:étggttlfgzﬁ

Aus den ostlichen
Rosen 25,n0

Zum Schluss 25,no

bl e 3
. Ef%‘gﬂr-&m AR

Liebste, was kann WCI_‘ JJH‘; P‘I‘—ﬂ“r—m
denn uns scheiden 37,n0 6 g} ; D:r—_—é—_—r_l

Mfi P—ik—y.lr{ =

W

Rose Meer und Sonne 37,no 9 )

0 Sonn, 0O Meer,

Volksliedchen S51,no0 2 - - — 3
,+_pg£_gg{;&ﬁ5::éiiiﬁ
Schneegloickchen 72,n0 26 L 3
W_Li;éf‘ﬁ—ﬁﬁffmfj
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Another way in which Schumann commonly constructs a
melodic phrase is by outlining a triad. In Widmung, the
melody begins on the third scale degree, and the tonic triad
is outlined. The outlining of a triad is the basis for many
phrases in the song, as can be seen from the examples below.
EXAMFLE 12a

A
o = +y
) Sowm—— {l : A
- (AL
D 1e See

T
]
!
f 1
W meine - le,dumein Herz,
L )

rZs r—y
T

N
N

»

N

EXAMPLE 12b

be. a bp .
T 1 ['

1T
=T =
X

sl
N
N
Nl
N
1%l
Y
03
g |
™
it
N
Hd
TT®
[T®
1
Ll

darcin ich schwe _ be,

e—
EXAMPLE 12Zc

L:JTn we! T 1 A Tt % —e
h Y ~
- 1 —t — o — > ) .t .
N y E— L W 2 7 avy ' 177 y o 5 | ——
B—i—t - i va; 7 —
—hHte - t ——

Dass du mich liehst, mnchtmichwiv - werth,—dein Blick  hat mich—vor nir ver . Kliirt,__

{ i |

This melodic shape is important in Widmung as it forms the
basis for musical depiction of specific words. Schumann sets the
words associated with good (Seele, Herz, HWonn, Helt and Himmel)
with an upward motion, usually a leap but sometimes a step.
Those words which have unpleasant connotations (Schmerz, Grab)

are set with a downward motion.

Another song in which the outlining of the tonic triad with
some ornamentation is used for a specific effect is 0O ihr Herren,
where the melodic shape combined with the JTj Ifjurhythm gives
an air of stateliness and pomp. There is perhaps an element of
mockery at the pompousness of the "great lords" in this typical

stately melody. (See Example 13)
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EXAMFLE 13

-

=1 T >
P B N - ] 13 1T -
a8 I 7

1 =

nt Il

'_9 X a 1 1
1 el
LIy
- : 7 { r—v— = —r—r -
o O ilr Heroren, 0 ihr  wercthen grossen  reei - chen Heroren - all?

J
|
'L'.]I

s

& r e

Throughout this chapter I have mentioned closing
configurations which are commonly used by Schumann (not only in
the Ruckert Lieder but in all his Lieder)s. By closing
configurations I mean a melodic phrase which brings the song to a
close, usually moving from dominant to tonic. Clearly, no final
phrases of any two songs are exactly alike, however, it is
possible to distinguish several different categories of closing
phrase used by Schumann. The first of these is the use of an
ascending tone passage as the final phrase of the song. A related
category is the use of an ascending semitone passage. A third
category is the descending tone passage, and its relative
category, the descending semitone passage. Another category is
the use of a triadic figure, either ascending or descending in
the final phrase. On occasions, one of these figurations may be
altered or ornamented, but are still distinguishable as belonging
to that particular category. Closing configurations do not
consist only of the melodic shape of the entire final phrase, but
also of the last few notes, which are also generally in a
specific closing figuration used frequently by Schumann. Table 2
indicates the title of the song, the category of the final

phrase, and the scale degrees used at the end of each song.
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TITLE OF SONG

Widmung

l.ied der Braut I

Aus den dstlichen
Rosen

Zum Schluf3

Jasminenstrauch

Der Himmel hat

eine Thramne geweint

0O Ihr Herren

Ich hab® in mich
gesogen

Liebste, was kann
uns

Fligel, fliugel
Rose, Meer und
Sonne

0 Sonn, O Rose,

0 Meer

Volksliedchen

Schneeglackchen

Op No

25,

23,

293,

25,

27,

37,

37,

37,

37,

37,

37,

37

51,

7%,

1

11

25

26

10

26

CLOSING PHRASE

TABLE 2

SCALE DEGREE

AN AA Z'/NA
supertonic triad, é 2 51
descending
~ A
ascending tone figure 5 Jal
PadiRe W\
ascending semitone s 1

figure

supertonic triad,

2nd inversion

tonic triad, ornamented?a?'q’é\ /‘\/‘\1’ ?l\\
descending tone figure 3 /§ ,'I Q?
ascendir‘wg tone fiqurg, A Q /':\I-IA
chromatic ornamentation

descending semitone /)\ Z ?a’ )

figure

ascending tone figure

descending semitone
figure

descending semitone Z 3 fy gl‘\

figure, ornamented

: AA AN A
sequence of thirds L 2 3# 2 a/l\
descending semitone A D oA
figure s 7’ !
descending triad, A~ A O
ornamented \ A 'P?




THE LATER LIEDER: MELODY AMD STRUCTURE

In the Riuckert Lieder, a difference can be observed between
the m?lodies of the Lieder written in the first period of song
composition, and those written in the later period. While the
melodies of the earlier period are marked by extreme simplicity,
tthe Lieder of the later period are rather more complex in
construction. Longer phrases preclude the prolific use of
repetition and sequence observed in the 1840 Lieder. Instead,
each line of text is generally set with a new melodic phrase.
Unlike the early Lieder, the structure of the original text is
rnot clearly reflected in the phrase structure of the melody.
Unity is preserved by some relationships between phrases in terms
of intervals used or the overall shape of the phrase, but these
rrelationships between phrases are not clearly defined as they

were in the earlier Lieder.

In Meine Tone s5till und heiter, there are only two vocal
phrases where there are four poetic phrases. The second musical
phrase contains the descending semitone, ascending third figure
of the first phrase, and preserves the basic shape of the initial
phrase. The words "heiter" and "leiter" are both set with a
descending tone, but the two rhymed phrases are no longer linked
musically by repetition or sequence as they would have been in

the melodies of the earlier period

EXAMFLE 14a

r
1T ¥ 1 i 1 1 1 ) - A |  J—

1
T t T t t t
Mei- ne  T6- ne still und  hei- ter, zu der Lieb - stenstelgt___ __ hin - an!
| ES—— |
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EXAMFLE 14b

- T = 1 1
- w P A— b 3 z i ——=
' f 1 } B f ! — e e e
3 4 1

. 1 1 1”4 ] | 1 1 1 1 :7'
3 0 daB  ich aaf eu . rer Lei- ter zu ihr  auf nichtstel- - gen kamn.
—_

A sense of unity and balance is given by the strophic
treatment of the original poemq‘ln the second section of the
song, where the text is the new poem, no rhymed phrases are
linked musically, as can be seen in these bars from the beginning
of the section. Schumann’'s more complex conception of the melodic
shape in the songs of this later period is reflected in the
use of the interval of a seventh in the first phrase.

EXAMFLE 15

0 . JP
b\ T 1 L T i Y T
1 IS 1 I. l. 18 ¥ 15 : ‘{ 1"‘ } l. = : i
Lieb - ste hat mit Schwei - gen das Fen-ster auf - ge-tan.
U

—

At the end of the song, the sentence "da hat sie lauter Rosen auf
mich herab gestreut" is repeated, and the poetic repetition
incorporates a musical repetition, though this is more complex
than the treatment of such a repetition in the earlier Lieder.
The melody of the first statement of the fimal line of the text
is thus:

EXAMFLE 16

—T pe— )
1N . JJ? J-r

| ] Py
—1er o = R 5 —]
N 1 1 -1 [nl 1 \'l{ { — |
!U [l [ ) 4 I 4 |v3 ¥ 1 t — |
¥ V2 4a hat sie lau. - ter, lau - ter™ Ro .- - _sen
) PN
— T H— —
11 et 1 ) 4 1 1 1
- 1 1 1 iy T 1 T
o i ' 4
auf mich her-ab ge - streut,

In the textual repetition, the musical repetition begins in the

piano, the voice joining part way through the line, and has an




~addition which corresponds to the rhythm of the beginning of the
original phrase, thus:

EXAMFLE 17

A - ————— ===  luna2 Mal
S — i e F—e—Tr—> - T e —
\UV 1 } I I 1T 1=  — 1( 1'1 It | S—
hat sie lau - - ter Ro - sen auf mich her - ab ge- treut.
schlieft das  Fen - - ster wie - der, urd li- chelt stili__  in Blch. :
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A further example of the more complex melodic construction
of the later Lieder is to be found in Liebster deine Worte
Stehlen. As discussed in Chapter 1, the structure of this poem is
based on the repetition of the words "Liebster, deine". Neither
rhythmically nor melodically does Schumann observe this
structure, setting each repetition with an entirely new melody.
This alteration in each musical phrase also results in the
disruption of the aa bb cc dd ee rhyme scheme. While there is a
risk of disunity in such a treatment, a unifying factor is found
in Schumann’'s setting of the words "o wie kann ich dir" which are
stated by Rickert at both the beginning and the end of the poem.

At the beginning of the song, this line of text is set thus:
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EXAMFLE 18
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At the end of the song, the phrase "o wie kann ich dir es danken,
wie du mich so reich umlaubt" is stated twice. The melody of both
statements is linked to the melody of the "o wie kann ich dir"
phrase at the beginning of the song.

EXAMFLE 19
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The different conception of the later melodies can agaih be
seen in Mein schoner stern. The melody is based on jumps rather
than on stepwise motion with a few smail steps or the outlining
of a triad. The phrases are longer, and are irregular. Schumann
makes no use of sequence and repetition as he did in the Lieder
of the early period. The text has two verses, and Schumann sets
these with a strophic melody, yet the song is not. truly strophic,
as the piano is treated differently in the second verse, as will
be seen in a later chapter. Example 20 givés the first three
phrases ot Mein schéner Stern, and the first phrase of the second
verse:

EXAMPLE 20a Verse 1
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EXAMFLE Z280b Verse =2
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The phrase structure of oné of the later songs looks
superficially like that of the earlier Lieder. In O Freund mein
Schirm, mein Schlitz, the phrases are short and the melody is
develcped sequentially. The poem is divided into strophes of
three rhymed lines each, and Schumann delineates this structure
by using seqgquence for the first two lines of each strophe, and a

derivative of the first phrase for the third line:

EXAMFPLE 21 0 Freund, mein Schirm, mein Schitz, Verse 1
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0 Freund, meinSchirm, mein Schutz! o Freund, meinSchmuck,mein Putz! mein Stolz, meinTrost,mein Trutz!
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The song sounds strophic, as the same melody is heard three
times. It is, however constructed in pairs of strophes, in which
the second of each pair has a new melody, though this is related
to the melody of the first strophe by the use of the same opening
notes. The second strophe is constructed in the same way as the
first: that is, a sequential treatment of the first two lines,
with a contrasting musical phrase for the third. The structure of
the song is made more complex by the fact that the second strophe
of each pair contains a repetition (both textual and musical) of

the last line of the strophe:
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EXAMFLE 22
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An interesting feature of some of the melodies is that they

do not suggest the tonic of the Lied. One such is Aus den

6stlichen Rosen, in which the melody hovers around the fifth and

sixth scale degrees, descending to the tonic only at the end of

the first and last verses. In the first verse this tonic

»

harmonised by the relative minor and in the last verse is

is

harmonised by a tonic seventh chord in first inversion. Only at

the end of the song, in the repetition of the final line of text,

does Schumann reinforce the tonic in the melody, using a closing

configuration.

Similarly, the melody of Lied der Braut I is not firmly in

the tonic.

The key of this song is G major. In the first melodic

phrase, B min

Schumann outlines the mediant triad, (in functional

harmony, the relative minor of the dominant), and the melody

seems mostly to be oriented towards the dominant, D major:

EXAMFLE 23
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This phenomenon is also found in Schneeglockchen and Die Blume
der Ergebung. In the former, the melody seems clearly to be in C
minor, the relative minor of the tonic, E major. The tonic is not
clearly defined in the melody until the end of the third phrase.
A parallel case is Die Blume der Ergebung in which the melody
suggests F#minor, while the tonic is actually A major. In these

two Lieder, this results in a tonal ambiguity, which will be

discussed further in a later chapter.

A frequent device of Schumann in all his Lieder is to
end the melody in éuch a way that it sounds incomplete, and it
is necessary for the piano to complete the song. In the Ruckert
Lieder, this technigque is seen only in the later songs. The
melody of the first section of Meine Tone still und heiter ends
on the seventh scale degree, and Schumann uses the piano to then

modulate to the key of the second section, C major:
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Similarly, although the melody of Mein schoner Stern
ends on the tonic, the chromaticism of the preceding phrase
negates the feeling of the tonic at the end of the melody, and
the melody seems incomplete. It is not until the piano completes
the song that there is a resolution of this harmonic tension. The
postlude will be discussed in Chapter Four. Example 25 shows the
final vocal phrases, and several bars of the postlude in Mein
Schoner Stern:

EXAMPLE 25
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A connection can be observed between this phenomenon of leaving
melodies incomplete, and the fact that, in the later songs,
Schumann no longer uses the particular closing formulae so common
to him in the earlier Ruckert Lieder. Example 26 gives the last
vocal phrase of each of the Ruckert Lieder from Op. 83, and Op.
101, in order to show the difference between the conclusion of

the melodies in the early Lieder and those in the later Lieder.
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EXAMFLE 26a Die Blume der Ergebung
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EXAMFLE 26d Mein schiner Stern
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EXAMFLE 26e 0 Freund, mein Schirm, mein Schiitz
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The structure and melody of the Rickert Lieder clarify and
enhance Schumann’'s interpretation of the poetry, yet the melodies
are not dependent upon the text for their beauty. The simplicity
of the overall structure, both in the early and later Lieder,
uses as its foundation the structure of the original texts,
whilst the shape of the melodic phrases serves to emphasise and

enhance particular poetic concepts.
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NOTES

1.The "early period" of Lied composition with regard to the
Ruckert Lieder, means those composed in 1840, or those opus
numbers up to no 37. The later period begins in 1848, and
includes opus numbers 51 to 181. However, the style of
Volksliedchen, op. 51, seems to indicate that, despite its later
opus number, it was composed during the first period of song
composition, rather than the second.

2. There are two pieces of evidence to support the the theory
that ruckert intended to link the two poems Rose, Meer und Sonne
and 0 Sonn, 0O Meer, 0O Rose. Firstly, the similarity between the
two titles, and between the subject matter of the two poems, and
secondly that 0 Sonn’', O Meer, O Rose follows Rose, Meer, und
Sonne in the 1836 edition of the Liebesfriuhling. This physical
link is mentioned and maintained by Oscar Loerke in the foreword
to his edition Ruckert’'s poetry.

3.A close examination of Schumann’'s total Lied output is not
within the scope of this study. However, even a superficial
examination of the best known Schumann Lieder reveals that in
these Lieder Schumann does use particular devices, such as those
mentioned in this chapter in order to bring a melody to a

conc lusion.

4.As was mentioned in chapter 1, Meine 7Téne still und heiter 1is

based on two separate poems, this division being reflected in a
musical division into two distinct sections.
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CHAPTER 3
HAEMONY AND TONALITY

The musical lanquage of the middle nineteenth century is
characterised by extreme harmonic complexity. The strong
relationship between dominant and tonic had gradually weakened
towards the end of the eighteenth centuryl, and, as a result,
the functional harmony of the eighteenth century was no longer
paramount. This is particularly true of Schumann’'s piano music,
and, because the vocal music grew out of his piano style, of the
Lieder. In all Schumann’'s Lieder, the harmonic language of each
song, and the tonality are very much linked, the combinafion of
these two elements being used by Schumann as a means of
reflecting the mood of a particular text. In Schumann’'s Rickert
Lieder there appear to be several keys and modulatory patterns
which were favoured by the composer in setting these poems.
Furthermore, there is some musical evidence to suggest that
particular keys are associated with specific poetic ideas or
moods, though this connection is often tenuous, as the tonality
of the Lieder is frequently ambiguous. Such ambiguity is often a
result of the relationship between the vocal melody and the
harmony in the piano: that is, in many instances, the "implied"
harmony of the melody is not fulfilled in the accompaniment. In
several of the Lieder, this ambiguity is a means of enhancing the
text. Linked with this ambiguity of tonality is the use of many
chords in inversion, and the characteristic chromaticism pf the
harmony. The Ruckert Lieder are characterised by the use of
chromatic chords to emphasise a particular poetic idea or word in

the text.
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CHOICE OF KEY

In the Rickert Lieder, the range of keys Schumann selects is
rather limited. There are twenty two Rickert Lieder in all, and
vet only six different keys are used. Such a limited choice of
keys within cycles or groups of Lieder is unusual for Schumann,
as the choice of keys throughout his entire Lieder output is
extensive. Table 1 shows the range of keys used in Schumann’'s

major song cycles and collections of Lieder.

TABLE 1

Song Cycle Poet Songs Number of Keys Total Keys

Maj Min
Myr then Var ious 26 cC -1 a - 2

D -1 b -1

E - 2

F -3

G,- S e - 4

Ab- 3

A - 2

B ~- 1 12
Liederkreis Eichendor ff 12 A -2 f#

B -1

a-1

am
'

[

L]
|

N

~

Dichterliebe Heine 16 cC -1 a -1
D,- 1 b -1 !
Eb- 1 4
E -1 c -1
d, -1
eb- 1
G -1 e, ~- 1
Ab— 1 +#— 1
B - 1 g -1
B -1 16
Frauenliebe
und leben Chamisso 8 Bb— 2
D -1
Eb - 2 c -1
d - 1
G -1 6
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Many of the Rickert Lieder of the early period are in Ab
major. In the two songs which begin and end Myrthen op. 25,
Widmung and Zum Schluss, this key appears to be associated with
an idea of devotion or dedication. It is interesting to note that
the tonality of both these Lieder is very firmly Ab, with no
suggestion of ambiguity in the fonality. Ab major is also the key
chosen for five of the nine Lieder by Schumann in the
Liebesfrihling collection, Op. 37. Two of the three Lieder in
this collection composed by Clara Schumann2 are also in Ab. The

key sequence 1in the collection Opus 37 is shown in Table 2.

’

TABLE 2

Song Composer Key
1.Der Himmel hat eine Thrdne geweint Robert Ab
2.Er ist gekommen Clara F min
3.0 ihr Herren Robert Ab
4.Liebst du um Schénheit Clara Ab
S.Ich hab’ in mich gesogen Robert F
6b.Liebste, was kann denn uns scheiden Robert Ab
7.5chon ist das Fest (duet) Robert Ab
B.Fliigel, Flugel Robert B
9.Rose, Meer und Sonne Robert B
18.0 Sonn, O HMeer, 0O Rose Robert B
11.Hillst du andre fragen? Clara Ab
12.50 war die Sonne Scheinet (duet) Robert Ab

Thus, although this collection was composed by two different
writers, and two of the songs are duets, there is a sense in
which this obvious unity of key selection makes the collection
a cycle, intended to be heard as a separate entity, not broken

into single songs.
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The two Lieder der Braut are in G major, as are
Volksliedchen and Liebster, deine Horte. The texts of
these four Lieder are all written from a woman’'s point of
view.3 An image of spring or flowers seems to be
associated with A major, as in Jasminenstrauch and Die
Blume der Ergebungq. Flowers aré also associated with

Eb in Aus den oOstlichen Rosen and Schneegldéckchen.

MODULATION

Discussion of modulations in Schumann’'s Lieder is
difficult, for two reasons. Firstly, the previously mentioned
ambiguity of tonality and extreme chromaticism sometimes make it
difficult to establish a fixed tonic. Secondly, the harmony is
not functional. That is, ﬁhere is frequently no relationship
between chords in terms of tonic, dominant, subdominant, and so
on. It is, however, possible to observe a particular modulatory
pattern that occurs in several of the Lieder. In many of the -
Lieder, there is a modulation from the tonic to the supertonic,
often gquite early in the song. The supertonic is the relative
minor of the subdominant, and Schumann often uses it as a
preparation for the dominant, that is, with a subdominant
function. One such example is Aus den éstlichen Rosen, in which
the first phrase ends with a clear modulation to the supertonic,
before returning, via the dominant, to the tonic. However, this
modulation is far from being a conventional dominant - tonic
relationship, as the perfect cadence in the supertonic occurs
with the dominant in first inversion. The modulation to the

supertonic is reinforced by a repetition of the dominant tonic
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relationship in the new key. The first phrase o{‘Aus den

ostlichen Rosen is given in musical example 1:
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The chromatic alteration of the supertonic, making it a qajor
chord (and thus the dominant of the dominant) is also used by
Schumann. An example is Lied der Braut I, where the first phrase
modulates very quickly from tonic through the supertonic to the
dominant. The first phrase of this Lied is shown in Example 2.
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Andunntino. - .
? Schr inniy, Jlicht schnedl ! R \

1 T — o T T I N — 5
£ hod 1 - 1 o 1 1 ) — | Y 1} — |
X £ 2 = = = 12 e
.JV = i [ 4 T
Mut - . ter, Mut . - terl plan . - - he
V) Ve B
A @’T;E‘jr\ £, NP £
T T t—t——1—F
AT "l5 1} ™ P T I 1 E ; l E ; _-—.l + T
b‘- . # N, - -
x Ve X [ a xX ATy
e 1 1 7 - i
. ; I t = :L
G 4 D = — ——
e e = ey =
paaA - - t T—1t 505 b ety T Tt v 17 |
J . !, s ¥ e i i r ! " !
nicht, weil ich il lieh al. o :;2\ sehr, duss  nun
e o . - - o
by T e e AL TE, F, &, & e F Fs
F—t—o—pT-= > —— & e tr= Tt e—T E‘ﬁ
~ » '\L
2 x 4 | | s s N
= —* = - : )
: Cri s iz 3 -
’ ' > >
. ¥ % h‘;‘

The Rickert Lieder in which an early modulation from tonic to
supertonic occurs, and the keys of each of these Lieder are

illustrated in Table 3.
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TABLE 3

Modulations to the Supertonic

Song Opus Keys

Lied der Braut I 25, 11 G - A maj - D
Aus den ostlichen Rosen 25, 25 Eb— F min

Zum Schluss 25, 26 Ab— Eb— Bb min
Jasminenstrauch 27, 2 A — B min
Schneeglockchen 79, 26 Eb - Bb - € - Fm
Meine Tone still und heiter 181, 1 c - A6 - D min

(Second section)

In an earlier chapter, 1 mentioned that it is rare for
Schumann to change the time signature within the context of
a Lied. Similarly, it is rare for him to modulate to a distant
key, or to change the key signature within one song. One Lied
in which he does both is Widmung, where the first section
is in A~ major, and the second section is in E major, a key far
distant from the tonic. The modulation to this key is a device
by which Schumann intensifies ideas in the text, as the key of E
major is brighter than Ab, and more vividly conveys the
sentiments of joy and peace conveyed by this section of the text.
The manner in which Schumann effects this modulation to E major
is significant as the first section ends firmly in the tonic,
with an Ab chord and an Ab in the melody. Schumann simply
enharmonically alters the Ab, making it a G# and moves to E major

(see example 3a). The return to Ab in the last section of the
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#
song is effected by a similar enharmonic change, in which C

becomes Db. the seventh of the dominant in Ab

major
(see example 3b)
. . b
Example 3a - Hidmung - modulation from A to E:
£t e —— 5 — - ity
AT — e oy e S S o e o a2 —Fr—rr i
amatd E’ -~ ,l' 1 I 1T 1' I - 1 - — ‘
Y Grah, indas hin_ab ih e . wig meinen Kum o mer guh! ritard.
i — i B l e e S ot
o i e S S e e T o e S ey s S =T
| T e J D e
‘I'/ \“ / -_/ \!" 1 / y] / \ - & & e e
= = 1Y Il= ;’T; i - ‘., .‘r—. "};‘ﬂﬂ-“
5 i ) w1 } | i
- ' e
?B&ap - —— . . =1
=S == e == ==
; o 3T .
v Du hist die Ruh, du hist der- " Frie . den, dn hist vom
W EE N e ale nuN o - t———t ,
T | JOU AR N S T 1 M I DU S SRS SR S + +—
R s TS er et sl e e e JTEE S ’
!w Fidddisiid Lt isser 3 1S S S S 55 5(3333333% |(vve s ¥ e
(3‘;—::"'4‘ : IEA X :{ ti‘ "i - I “ll'q} -
e =S
: v
Example 3b - Hidmung - modulation from E to A :
] . 1
- A Sr— gﬁd’k bop - ritard,
ﬂiﬂF—r——l—-l—h*———n—Hﬂ—.—.—.—ﬂ — = 1 - =]
oyt | Lo —" :?'ﬁ“’{ s e g
J mich_vor mir'  ver_ kliirt, duhehstmich lic - bendii _ bermich, mein  gu_ter Geistmeinhessres
[ | [ W T rli’lnrrl. —
X > e S TE ] ———— —;
: Fl :*l 0 Dt i r 28 4 > - 1
) AT I ]
n h ay L, .rlj n‘/ \'J A / .Tg \ P 3‘1/
. IEJEY * o, #

Another song in which Schumann changes the key signature

in a contrasting section is Flugel, Fligel. In this song,

the first section is in B major, and the middles section is in

F# minor, the dominant minor. In the final section, although the

melodic phrases from the first section are repeated, Schumann

does not return to B major, but remains in F# minor, the new key

being firmly established at the end of the Lied by the melodic

S

and harmonic outlining of an F# minor triad™:
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In the postlude, a B minor triad is outlined,

chromatically to C#

before moving

major, and back to F# minor.

s

A third song in which Schumann changes the key signature

is Meine Tone still und heiter, in which the key signature
of the first section is G major, and the key signature of the
second is C major. Eric Sams believes Schumann’'s intention to

be a strong dominant - tonic relationshipb, but the

tonality is not firmly established in either section, and the

second section is highly chromatic, negating a sense of motion

from the dominant to the tonic.
TONAL INSTABILITY

In Schumann ‘s Riuckert Lieder, it is common for the tonality
not to be firmly established at the beginning of a song. Thus
a sense of tonal

instability is created, contrived by means

of chromaticism, use of many chords in inversion and the

juxtaposition of different tonalities. This tonal instability is
frequently a device whereby Schumann enhances the sense of the

text.
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One such example is Der Himmel hat ein' Thrédne geweint.
Although the tonality of this Lied is clearly Ab, the use of the
tbnic chord in first inversion for a whole bar at the beginning
of the song gives a sense of instability which is linked with the
ideas of heaven, sea and waves inherent in the text. The first
inversion chord is not "down to‘earth", hence a depiction of
Himmel. The first inversion chord is also very mobile, which

corresponds to the notion of waves expressed in the text:
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A similar feeling of instability, effected by the use of
chords in inversion is used in Lied der Braut II to reflect the
bride’'s questioning anticipation. The pilano introduction and the
first vocal phrase consist of a series of chords in first
inversion, moving from the dominant to the tonic. However, the
sense of dominant - tonic movement is weakened by the

interpolation of the minor chords 11 and 1II in first inversion.:
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EXAMPLE 6
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Another song in which the tonality is not firmly established from
the beginning is Fliugel, Flugel. The result of this is a sense of
tonal instability, again used as a means of reflecting a
particular poetic idea, the notion of flying, or being +;r from
the stability of the earth. This tonal instability is achieved by
a combination of chromaticism and the use of chords in inversion.
The song begins with a diminished chord, followed by a dominant
seventh in first inversion, both extremely unstable chords
requiring resclution. The tonic is not heard until bar 35, and is
stated in first inversion, with the third of the chord doubled:
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A sense of instability created by means of chromaticism is
again seen in Ich hab’ in mich gesogen. This Lied begins with a

chord which contains the third and fifth of the tonic chord, but
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the chord lacks a root, making it impossible to correctly

identify the tonality. This unstable opening chord is fol

a chromatic passage leading to the dominant. The pattern

repeated a tone higher, and finishes with a tonic chord,

lowed by
is

thus

firmly establishing the tonic for the first time at the end of

the piano introduction. The tenuousness of such an openin

appears to reflect the fragility of spring’s beauty, expr

the phrase "dass er der Welt entflogen':
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TONAL AMBIGUITY

Linked with this idea of instability is one of ambiguity

of tonality, seen more fregquently in the later songs. In

the introduction of Meine Toéne still und heiter, for
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example, the right hand outlines an E minor triad, while the

left hand outlines a G major triad:
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Similarly, in Mein schéner Stern, the tonality fluctuates between
Eb major and C minor. The harmony is highly chromatic,
incorporating chords with many added notes. The Lied begins with
a cycle of fifths which moves from C min (chromatically altered)
to Eb major. The tonic effect of this chord is negated, however,
by the preceding and following harmony, and the fact that it is
in first inversion, with the third of the chord, G being
reinforced by being doubled at the extreme lower range of the
keyboard (see example 10a). A second "tonic idea" occurs at bar

ten, with a C min chord in second inversion (Example 10b)
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The true tonic chord, Eb, is not heard in root position until
bar 18, but again this chord is not heard as a tonic because

of the highly chromatic harmony which precedes it.

Ambiguity in the tonality is frequently the result of the
relationship between the vocal and piano parts.In Schneegldéckchen
for example, the piano begins with a clear statement of Eb ma jor ,
but the vocal melody enters a bar later with a strong movement
from dominant to tonic in C minor. The alteration of Ab to A
reinforces the C minor tonality. Eb major is firmly established

only at the end of the verse.
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I mentioned in an earlier chapter that in some of Schumann’'s
Rickert Lieder, the harmony is different to that suggested by the
melody. One such example is Die Blume der Ergebung, where the
% vocal melody has an E and the first phrase has a perfect cadence
in F# minor, while the harmony is firmly in A major, moving to F#
minor only at the end of the phrase. Again the result is
ambiguity of tonality, in which the tonality could be either A

# .
major or F minor:
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Another song in which the melody is not firmly in the tonic

is Aus den ostlichen Rosen. As discussed in chapter two, the
melody of this Lied moves within a limited range around Bb and C
(scale degrees 5 and 6), and lacks a strong tonal centre. The

harmony, however, firmly establishes the tonic as being Eb:
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The above examples illustrate a phenomenon which was a
feature of nineteenth century harmony, namely the relationships
between keys a third apart, which, in a sense function as an
alternative to the strong tonic dominant polarity of the
eighteenth century. Third relationships such as these are first
truly established in the music of Beethoven, in particular the
. piano sonatas7. Charles Rosen states that "after the Waldstein
sonata, (op. 53) Beethoven was almost as likely to use the more
remote mediant and submediant keys as to empioy a straightforward
dominant"ei A polarity or duality between keys a minor third
apart, such as those revealed to be characteristic in some of the

Rickert Lieder, is also an integral feature of nineteenth century
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{itonality, not only in the music of Schumann, but also in the

9
music of Chopin and of wagner.lm.Modulations to the mediant or
submediant, and third relationships within tonalities such as

those described above, are typical of Schumann’'s Lieder.

CHROMATICISM

A most significant aspect of the harmony of Schumann’'s
Rickert Lieder is that it is frequently marked by extreme
chromaticism. Although such chromaticism is often used purely
to enhance the musical beauty, there are many instances in the
Rickert Lieder where Schumann employs chromatic writing to
emphasise particular textual concepts. In Widmung, for example,
the word Schmerz is accentuated by means of a minor subdominant
chord with an added sixth. A tonic chord, with added seventh, in

third inversion is used to give emphasis to the word Himmel:
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In the third section of the song, the word Himmel is again

emphasised by a seventh chord in third inversion. Here,
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however, it is the chord on the submediant, altered from minor
to major, thus making a cycle of fifths progression to the
tonic. An interesting feature of Schumann’'s harmonic language,
seen in these examples from Widmung is his alteration of
the colour of chords (that is, Schumann alters a chord which,
in a major key would normally be minor, and makes it major,
and vice versa).

In Lied der Braut I, the word Lieb is harmonised
by a diminished seventh. In the middle section, Lieb is
again accentuated by harmonisation with chromatic chords.’
However, a feature of the two middle phrases is the G pedal
point which is heard beneath the chromaticism, giving a sense
of stability and firmness which reflects the bride’'s assurances
of her unchanging love for her mother. This pedal point gives way
to a chromatic descent as the bride’'s mood becomes more excited,
the change from harmonic stability to chromatic tension
reflecting the alteration of the mood of the song’'s protagonist.
Noteworthy in the following example is the prolific use of
seventh chords and chords in inversion characteristic of
Schumann ‘s harmonic language. Example 15 shows how Schumann uses
chromatic chords in Lied der Braut I to enhance particular words

in the text.
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A ——— P,

The use of chromaticism to create unstable
Fligel, Fligel has already been discussed.
also a means of emphasis throughout the song.
repetitions of the word Fliugel are accompanied by a
diminished chord or a seventh chord.
flying) are inherent in these chords. (See example 1léa)

Diminished chords are also used to emphasise the words Grab

and betrog’
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A striking feature of Fligel Fligel is the chromaticism of
the harmony in the sequentially treated phrases. The use of
pedal notes beneath these descending chromatic triads has a
twofold function. The pedal notes cause dissonance with some
of the chords, thus accentuating their chromaticism, but at

the same time have a unifying effect.
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In several of the Rickert Lieder, diminished chords are
associated with an idea of questioning or perplexity.11 One
example is Lied der Braut II, in which the word
frage is harmonised by a diminished chord. The

question "wie soll es ....?" is also given emphasis by the

use of a diminished chord, as is the horrified exclamation

Enden?:
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A similar example is Liebster, was kann denn uns scheiden?,
where the use in the first phrase of a dominant seventh in
second inversion produces a diminished fifth in the right

hand. The phrase "Kann uns meiden scheiden?" ends with a .
Qiminished chord. These questions from the text of Liebster, was
:ann denn uns scheiden are shown in Example 19a. The effect of
these diminished chords is to create a mood of uncertainty, and
this sense is heightened by the contrasting use of functional,
diatonic harmony to depict the mood of security expressed in the

second section of the text. (See Example 19b)
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"EXAMPLE 19b
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In the Rickert Lieder, Schumann’'s harmonic language, like
that of most of his Lieder, is rooted in the harmonic innovations

of the early nineteenth century, and reflects the trends of the

middle nineteenth century in its complex use of tonality,
modulation and chromatic relationships between chords. Yet
despite the complexity of the harmonic language, the beauty of
the harmony in the Rickert Lieder lies in Schumann’'s ability to

enhance and capture the simplicity of the poetic images through

the harmony.
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NOTES

1.This weakening of tonality was essentially begun by Beethoven
and is most noticeable in his piano sonatas op. 31, 53 and 57.

2.The cycle Zwdlf Lieder aus Rickert's Liebesfrihling contains
three Lieder by Clara Schumann, and two duets. Schumann arranged
for the cycle to be published in September 1B40 as a surprise for
Clara’s birthday. It was published as his Op. 37, and her Op. 12.
There has been conjecture regarding Clara’s input into this
cycle, as those songs attributed to her show some evidence of
collaboration with Robert. My own feeling is that two of the
Lieder attributed to Robert, Rose, Meer und Sonne, and 0O Sonn’', 0
Meer , 0 Rose may have been based on a melody composed by Clara.

3.An obvious comparison with these Lieder written from a woman's
point of view is the Frauen liebe — und leben cycle, settings of
the poems of Chamisso. Only one of the songs in this cycle is in
G major, the sixth, Helft mir ihr Schwestern, in which the bride
joyfully prepares for her wedding, assisted by her sisters.
4.Eric Sams, in The Songs of Robert Schumann, p. B, mentions this
connection between the concept of spring, and the key of A major.
In Blume der Ergebung, such a connection can only be suggested
with caution, owing to a tonal ambiguity (to be discussed later

ig the chapter), in which the tonality may be either A major, or
F" minor. A parallel instance is Im Wunderschénen Monat Mai, the
first song of Dichterliebe, ,another springtime poem, in which
there is also an A major, F minor duality.

S.Progressive tonality or directional tonality such as this is an
intrinsic part of the nineteenth century harmonic language, as
indicated by William Kindemann, in his article "Directional
Tonality in Chopin", in Samson (ed.):Chopin Studies, London:
Cambridge University Press, 1988, p. 5%

6.5%ams, Eric, p. 213
7.0p. 32, Op. 53

B8.Rosen, Charles: The (Classical Style: Haydn, Beethoven, Mozart,
London: Faber & Faber, 1976, p. 383

?.A thorough discussion of this type of "third duality" is to be
found in Jim Samson’'s article, "The composition — draft of the
Polonaise - fantasy" in Samson (ed.): Chopin Studies, p.41

12.A well known example is 7Tristan and Isolde.

11.Sams, Eric, p. 19, alludes to this association between an idea
of questioning, and the use of diminished seventh chords in
Schumann’'s Lieder.
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CHAPTER 4
THE FPIANDO IN SCHUMANN'S RUCKERT LIEDER

Prior to the "year of song", 1848, Schumann concentrated
mainly on piano music. During this time he wrote very few Lieder,
the composition of Lieder being problematical for him at this
timel. It is therefore natural that the piano should have an
enormously important role in his Lieder, and it is possible to
see the Lieder as a natural extension of the piano music.
Schumann ‘s treatment of the piano part in his Lieder is typical
of his piano style. Inaeed some of the piano parts could almost
stand alone as piano miniatures. Yet the piano part is always
well suited to the text, and a hallmark of the Lied piano parts
is the use of pianistic devices to depict textual ideas. Linked
with this is the role of the piano as commentator, particularly
in the postludes so characteristic of Schumann. Although the
piano in the Rickert Lieder is an equal partner in the Lieder,
containing a great deal of material of its own rather than being
a mere accompaniment, it remains, for the most part, very close

to the vocal melody, outlining many of the melody notes.
SCHUMANN'S DEPICTION OF TEXTUAL IDEAS IN THE PIANOD

One of the most striking features of the Rickert Lieder is
the attempt to depict particular textual ideas and moods by means
of specific pianistic devices. A most obvious example is
Jasminenstrauch, where the swift,'turning semiquaver figure is a
musical representation of the waving of the jasmine in the

breeze. Schumann himself remarked in a marginal note that this

66




song is an attempt to "find music for the stirrings of nature and

the symbolism of human love."2

EXAMFLE 1
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Ancother song in which a specific form of nature seems to be

’

musically depicted is Der Himmel hat eine Thrane geweint, where
the syncopatede J JI}J‘J IP rhythm of the piano
represents the motion of the waves:
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Such specific musical representations of natural phenomena
are few. Far more frequent, though no less striking, is the use
of the plano to create the mood of a song. In Widmung for example
the rising and falling arpeggio and the dotted quaver rhythm

create a sense of great exuberance:
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EXAMPLE 3
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The change in accompaniment style in the second section of this
song brings about a most conspicuous change of mood, which is all
the more prominent by contrast with the first section. In the
second section, a sense of peaceful reverence is created by the

repeated chords and gentle triplet crochet rhythm:
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In the Rickert Lieder there appears to be a connection
between the descending arpeggio figure and a metaphorical
comparison between people and elements of nature. This arpeggio
figure has been seen in Widmung (see example 3) and is used
throughout Rose, Meer und Sonne, in which the loved one is

compared with roses, the sea and the sun:
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EXAMPLE 5
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This connection can again be observed in Die Blume der Ergebung,
in which the main piano figure is the descending arpeggio
pattern. The text is full of such metaphorical allusions. In the
following examples, the lover describes himself as a flower, and
likens the loved one to a sunbeam.
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Die Blume der Ergebung is a song in which the delicate
flower and the mood of resignation are clearly evoked by the
piano. The accompaniment pattern changes as Schumann approaches

the climax of the song, and false relation between right and left

hands is introduced:
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Another song in which the piano is used to evoke a
particular mood, without attempting to depict any specific object
or concept is Schneegléckchen. Here, the tinkling delicate pianc
in the higher register, paints the delicate snowdrop and the

beauty of springtime:
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A similar delicacy is to be found in Aus den o6stlichen Rosen,
where the gently wafting scented breezes, the lover ’'s greeting,
and the mystery of the orient are evoked by this delicate piano
part4. The listener doesn’'t hear specific musical depictions of
these elements of the text, and, if it was Schumann’'s intention
to make such a specific connection, there is no record of his
intention, as we have in Jasminenstrauch, for example. The piano
part of the opening of Aus den o6stlichen Rosen is shown in

example 9:
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THE RELATIONSHIF BETWEEN PIANO AND VOICE

A most important element in a consideration of Lied piano
parts is the extent to which the piano follows the vocal melody.
In folksong, and in the 18th century Lied, the typical course is
for the right bhand to play the vocal melody, accompanied by a
chordal pattern in the left hand. Among Schumann’'s Rickert Lieder
there are examples of such treatment of the piano part, but suéh
songs are the exception, and Schumann has written the piano part
in this manner in order to enhance his interpretation of the

»

particular texts which are set in this way.

The first of the Riuckert Lieder which is set in a simple
folk - like style, incorporating a melody and an uncomplicated
chordal accompaniment, is Zum Scluss, the closing song in the
cycle Hyrthgn op.25. Here a solemn, hymnlike reverence, suggested
by such a treatment of the piano part, is appropriate not only to
this particular text, but also to the closing song in this cycle,

the wedding present of Schumann to his bride.
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Schumann sets the text of O ihr Herren in a similar manner in

order to mock the pompous grandeur of the "great lords" in the

poem. This mocking effect is achieved by the melodic outlining of
the tonic triad, and by the use of a chordal accompaniment in the
piano, whose simplicity is in stark contrast to the grandeur of

the palace depicted in the text.
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This technique is again used in Lied der Braut II. In this Lied,

the almost hymn - like chordal piano style creates a sense of

stability, security and permanence, which the bride wishes to

convey not only to her mother, but also to herself regarding her

marr iage:
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As the song progresses, the bride’'s security in her love

increases, and the piano reflects this, playing a joyful

countermelody based on the notes of the vocal melody. This
countermelody is then treated imitatively in several lines of the

piano part:
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More characteristic of the piano parts of the Rickert Lieder
is a degree of independence from the vocal part, and a more
complex texture incorporating many musical lines.

Yet despite its

complexity and independence, the piano remains close to the vocal

part, usually outlining many of the notes of the vocal melody

within the context of a more complex texture.

Schumann achieves this characteristic juxtaposition of
independence and union in a number of ways. In some Lieder, the
pliano moves freely then returns to play the notes of the vocal

melody in the same time as they are sung. One such example is

Widmung where the piano begins with the arpeggio figure, then
takes up the vocal melody while continuing with this figure (see

example 3). This type of treatment is seen again in Ich hab in

mich gesogen, in which the contrapuntal phrases, begun by the

piano, join the voice, playing the melody in the same rhythm as

that in which it is sung:
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although the piano and voice have the same

the end of the piano phrase is the beginning of the vocal

EXAMPLE 15
J =t o \ . = o <\
e e T e e e e e e e e
R sy Y e
Hier vind die blau_en Lif _ te, hicr.sind die grii_nea Au'n, die
‘Q‘ .m P /——L\L P—— ——— - :
e o y X1 y  — ,== u.; ol —— s : " = ;
‘%: nd_a U@ * - —y 1 - I r
y BANAE I S e
mf ) /_’r_ ! mf
i0_4 L £ —
l‘: ; X >y Y y Y K >4 -
Eor e e LT
e S~ T ¥ ey \‘-’ V [
a a a————
hI?L ” — —g i h| LL = T T —h k - n " 1
YA 0 o — gt ) — s L e o - s v |
F = e
Blu_wen hier, die Diif _ te, der bliiin.de Rou.sen_zagn Und hier am Bu.sen Ich_uet wit
~ = b b b
] o Il_ - Py —— Y dd T 15 o - P
o — = W by ALy 57 S
L " 1‘“"::"—'—'—&" o - ) x T n 7 m—
Py, [ V V L 48 |., 4 -:—'E’_—_'_l "t o —
4 N —
I . 3 S 4 \ —_
e ke o———— ——a— ~5::—~—1"—f~--t_—f'.arm—-—h~———'r——‘-——- —
e e A O T e P
J < LAEC [ S—— A 7 N N - 5
&/; \__,-v .r\___/y ‘\___’

In the

and the piano



Further in this middle section of the Lied, the relationship

between voice and piano becomes even more complex, as the vocal

notes in the piano are alternated between soprano and alto

voices:
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A similarly complex song is Fliigel,

piano sometimes

"flies off",

Fligel

returns to join the voice:
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In the imitative section of this song, the vocal melody is

by the piano in an inner voice:
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The second section in which the key and time signatures are

played

changed again provides an example of the piano playing the vocal

melody in the same rhythm as that in which it is sung, yet moving

independently.

Almost immediately,

the piano moves away from its

exact representation of the vocal melody, and moves freely, yet

continues to support the voice:5
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This type of indepéndent piano part, which also plays the
‘vocal melody in the same rhythms as tﬁat in which it is éung, can
also be seen in Mein schéner Stern. At first the piano simply
plays a rich chordal accompaniment, supported by a strong cycle
of fifths in the left hand. Gradually, however, a contrapuntal
texture develops in which the right hand plays the melody of the
voice in the same rhythm as that in which it is sung, while the
left hand has its own melody. Schumann treats the two melodies
imitatively. This fugal texture is sometimes '"real" in that the
exact notes are used in the imitation, and sometimes "tonal" in

that the same intervals are used a fifth or a fourth lower:
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A contrasting style is that in which the piano outlines some
of the notes of the vocal melody, but they are not played in the
same time as they are sung. The earliest example of this in the
Rlickert Lieder is Lied der Braut I, where the accompaniment
figure plays notes of the vocal melody slightly before or after

they have been sung:
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EXAMFPLE 21
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A very similar example is Aus den o6stlichen Rosen, in

which the vocal melody is clearly heard in the piano, but in a
completely different rhythm, again owing to the characteristic
accompaniment figure used by Schumann in the piano part of this
Lied. This type of rocking broken chord accompaniment creates two
inner voices which are important both melodically and texturally:
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In Rose, Meer und Sonne, an accompaniment figure similar to
that in Aus den o6stlichen Rosen is used, the effect again being
the outlining of some of the notes of the vocal melody by the
piano, but in a rhythm different to that in which it is sung.
However , Rose, Meer und Sonne is interesting in that two
different types of piano treatment are juxtaposed. Each phrase
begins with the outlining of some of the notes of the vocal
melody within the texture of the accompaniment figure, but ends
with the exact conjunction of voice and piano. This type of
treatment creates an independent piano part which is ablé€ to add
immeasurably to the composer’'s interpretation of the text, yet at
the same time preserves a sense of unity and balahce in the
relationship between voice and piano parts.
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A similar relationship between voice and piano is found in
Jasminenstrauch. In this song, the rippling accompaniment figure

does play some of the notes of the vocal melody, but in its
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rhythm, creating a similar yet different melody of its own. In

this way, the piano is able to comment upon the text, depicting a

specific natural phenomenon, yet at the same time remain closely

linked with the vocal part. As in Rose, Meer und Sonne, the

phrase ends with the piano joining the voice in its melody.

However, in this instance, the final melody note is in the left

hand of the piano, rather than the right.
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A later example (in terms of date of composition) of such voice

piano relationship can be seen in Meine Téne still und heiter
where an accompaniment figure similar to those in Aus den
6stlichen Rosen and Rose, Meer und Sonne is used, creating a

similar effect: that of the vocal melody played in a different




rhythm by the piano.
important as it imitates
has a melody of its own,
melody:

EXAMFLE 235
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In O Freund mein Sc

of the vocal melody yet,

hirm, mein Schitz, the piano plays notes

unlike the piano parts of many of the

Lieder, is not itself melodic.

Rather, the piano provides

movement through its syncopated rhythm, the constantly repeated

semitone in the middle voice,
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and the use of harmonic



suspensions. The harmonic tension is increased by suspensions
against notes in the voice. The left hand plays a slow moving
melody which reflects some elements of the vocal melody, yet is
wholly independent. The shape of this bass melody seems sometimes
to be an inversion of the shape.of the vocal melody. Although the
phrase lengths are different to that in the vocal melody, the
regularity of the movement obscures the beginning and end of each
phrase:
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From the above examples it is clear that despite the great
independence of the piano, and the complexity of many of the

plano parts, Schumann maintains a very close relationship between
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piano and voice. A different aspect of the relationship between
piano and voice is the way in which Schumann uses the piano to
begin or extend a melodic phrase in the voice. In Aus den
6stlichen Rosen, for example, the first phrase (marked a in the
example below) is extended by a semitone figure in the piano
which seems to be making its own statement about the text. The
second phrase (marked b in the following example) is similarly

extended by a descending tone, which again seems to be commenting

on the sentiments expressed in the previous line of text:
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In Schneegléckchen, a strophic melody, there are two phrases
which are begun by the piano in a vocal style. The first of these
begins with a rising fourth which balances the end of the phrase,
heard in the vocal part. A similar balance is found in the secénd
of these phrases, which begins with a descending diminished

seventh triad:
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A rather more complex example is Die Blume der
piano and vocal phrases overlap, obscuring the

and the beginning of the next. However ,

Ergebung, in which

end of one phrase

a clear example is found

in the first section of the song, where the vocal phrase is

B6




extended by
enhances the
stillness of
2%a) In the
phrase,

balan

Schneegldckch

EXAMFLE 2%a

the piano. The
interpretation
the garden and
middle section
cing it

en. This long p

to balance the piano introduction which

piano figure which extends the phrase
of the text, seeming to evoke the
the beauty of the flower. (Example

of the song, the piano begins a

in manner similar to that seen in

iano phrase (example 2%b) also helps

is extremely 1ong.
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Further examples of this type of relationship between piano

and voice are to be found in the second section of Meine Téne

still und heiter. There are two simple examples in which the

pianoc begins a phrase and is then joined by the voice:
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A moré complex example is seen in conjunction with repetition of

a line of text, where the phrase "da hat sie lauter, lauter Rosen
auf mich herab gestreut" is repeated, with a corresponding
repetition of the melody. When this phrase is repeated, the
repetition of the melody is bean by the piano, while the
repetition of the text begins part way thkough the melodic

phrase.
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In Liebster, deine Horte, the relationship between voice and
pianc in which the piano begins some of the melodic phrases and
is then joined by the voice, is extremely important. In Chapter
1,6 the disruption ofrthe regularity of this poem by the
constantly changing rhythm on the words "Liebste deine" were
discusSéd.’Despite this alteration of the poet’‘s intention,

Schumann does achieve a degree of unity within this song through




the repetition of a particular melodic fragment. (See example
32a) This motif begins the song after the recitative like
introduction, and is heard again in the second melodic phrase.
However, the piano begins this second phrase, playing the
beginning of the motif, and is joined by the voice only part way
7

through the motif. This phrase is shown in example 32b.
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INTRODUCTIONS AND POSTLUDES

A most important elemeﬁt in the piano parts of Schumann's
Lieder are the introductions and postludes, the postludes being
one of the most innovative and characteristic features of
Schumann’'s Lied composition. In the Rickert Lieder, the
introductions are, for the most part, short and simple, and in
some Lieder there is no introduction at all. Generally, the
introduction is composed of material from the main part of the
song, either melodic material, or the accompaniment figure used
throughout the song. One example of the many 1is Ich hab’' in mich
gesogen. In some Lieder, however, the introduction is different
to the following song. Schumann appears to do this in order to
present a particular interpretation of the text of the song. In
Jasminenstrauch and Aus den 6stlichen Rosen, for example, the
short introduction based on an arpeggio is a means of creating
the lighthearted springtime mood of these Lieder. Table 1 (p.%2)
shows the length and type of introduction in each of the Rickert

Lieder.

One of the most characteristic features of Schumann’'s Lieder
are the piano postludes, which serve to emphasise and comment on
the ideas expressed in the text. In some of the Rickert Lieder,
the postlude also serves to conclude melodic or harmonic
progressions that haven't been completed in the vocal section of

the song.
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Song

Hidmung

Lied der Braut I

Aus den éG6stlichen,
Rosen

Zum Schluss
Jasminens trauch

Der Himmel hat

eine Thrine geweint

0 Ihr Herren

Ich hab’'in mich
gesogen

Liebste, was kann
denn uns scheiden

Flugel, fligel

Rose Heer und
Sonne

0 Sonn', O Heer

0 Rose

Volksliedchen

Opus

25,

25,

25,

25,

25,

27,

37,

37,

37,

37,

37,

37,

37,

S1,

no

no

no

no

no

no

no

no

no

no

no

11

25

26

no 9

TABLE 1

Length
(Bars)

no 10

no 2

92

Type of Introduction

Arpeggio figuration,
repeated exactly in bar 2
as accompaniment to voice.

Begins with a rolled chord
then plays the melody of
the first vocal phrase.

Melody of the first vocal
phrase with chordal
accompaniment.

An arpeggio which outlines
tonic triad, ascending
then descending.

No introduction

Ascending A major arpeggio

Tonic chord in second
inversion using the
syncopated rhythm of the
piano part of the entire
song.

No introduction.

The introduction is
contrapuntal. The melody
is repeated in the piano
part of the first vocal
phrase, and incorporates
part of the vocal melody.

No introduction

There is no solo piano
introduction, but the
chordal recitative like
opening functions as an
introduction to the main
part of the song.

An ascending, descending
B major triad which
becomes the accompaniment
figure throughout the
Lied.

Like Fliigel, fliigel,
there is no solo piano
introduction but the
outlining of the tonic
triad at the beginning
of the song functions
as an introduction.
Fur thermore, Schumann
divides these opening
bars from the rest

of the song by a
double barline.

No introduction



Schneegléckchen 7%, no 26 1

Die Blume der
Ergebung 83, no 5 4

Meine Téne still
und heiter 101, no 1 4

Liebster, deine
Hor te stehlen 101, no 2

Mein schéoner
Stern 181, no 3 1.5

0 Freund,mein Schirm
mein Schitz 101, no 4 1.5
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Outlining of an Eb ma jor
triad, which moves to E
augmented, creating a
countermelody which moves
in semitones. This pattern
is continued in bar 2

when the voice enters.

Although the introduction
is only four bars long, a
lot of material is
included because of the
semiquaver rhythm.There
are melodies in both
soprano and bass voices,
the inner voices moving
in an arpeggio figure.
The melody of the
introduction bears little
relation to the melody

of the vocal part. Rather,
it seems to be painting
the stillness of the
garden, and the waiting
flower.

Descending triads which
set up the accompaniment
pattern used throughout
the song and outlines
the vocal melody.

There is no introduction
played by the piano alone,
but again, like some of
the earlier Lieder, the
recitative like opening

3 bars, ending with

a pause, functions as

an introduction.

This short intrgduction
consists of a G chord
without a fifth, repeated
in a quaver rhythm.

The rhythmic pattern and
the semitone figure used
throughout the Lied are
established in these three
beats.




In the Rickert Lieder, the postlude is usually based on
material from the song. In some Lieder, however, the postlude
contains new material, introduced for a specific purpose. In the
postlude of Widmung, for example, the arpeggio figuration used

throughout the song accompanies a new melody, the melody of

Schubert's Ave Maria.
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A similar example is Der Himmel hat eine Thrane geweint, in which
the melody of the postlude is Caro mio ben by Giordani, albeit in
a4 slightly different rhythm.B. This melody, although new, is

related to the final phrase of the vocal melody.

Example 34 shows

the last five bars of the vocal part, and the postlude:
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EXAMPLE 34
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0 ihr Herren is another example of a postlude in which new
material is introduced for a particular purpose. In this poem a
nightingale who has searched the world for a place begs the
"great lords" for a home, saying she will repay them with song,
and the postlude seems to be an example of the nightingale’s
song. This postlude is also interesting for the fact that, after
the chordal accompaniment piano style of the rest of the song,
the postlude has the many voiced texture typical of the piano

parts in the Lieder, and of Schumann’‘'s piano music:
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EXAMPLE 35
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A slightly different example is Aus den éstlichen Rosen,
where the postlude is a repetition of the piano melody in the
last phrase of the poem. This piano melody appears to be a
representation of the light mentioned in the text, and its

repetition in the postlude reinforces the light imagery:
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Characteristic of the postludes in the Rickert Lieder is the
use of a particular figure which may be repeated several times in
the short postlude. In Lied der Braut I, for example, the
postlude uses a figure derived from the accompaniment pattern
used throughout the song. This figure is repeated exactly, then
repeated again with a slight alteration. The last three bars of
the postlude use the J H rhythm from the vocal melody, and
the rolled chord from the introduction, thus creating a sense of

balance through the unity between introduction and postlude:
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EXAMPLE 37a Introduction
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A similar repetition of a particular figuration forms the

postlude of Volksliedchen,

fiqures,

based on the last vocal phrase,

in which Schumann takes two melodic

and repeats them, then

uses a smaller fragment of these figures, the leading note -

tonic figure, and repeats 1it:
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Rose Meer und Sonne and 0 Sonn, O Heer, 0O Rose, are two poems
which are related, both through their subject matter, and their
position in the original published collection. Schumann
emphasises this relationship between the two texts by setting
them in the same key, and by giving them exactly the same
postlude. The postlude of the two songs is a slightly more
complex example of the construction of a postlude through
repetition of a figure derived from the main body of the Lied.
The postlude is based on a figure derived from the vocal melody,
which is treated sequentially and extended to form a four bar
phrase. This phrase is then repeated, but the second time is
stated in an inner voice. A new figure is stated and repeated in
the final three bars, before the postlude ends with an arpeggio

on the tonic chord:

99




EXAMPLE 39

7
A
I
Y
4

<[=

|5
=
i
}Hf
{F |'|
T i

N

H.5.426.°

A different type of postlude is.one which repeats the last
bars of the vocal melody, reiterating the sentiments of the text.
A very simple example is Zum Schluss, where the postlude is
simply a repetition of the last four bars of the voice part.
However it is slightly varied by the use of an inner voice
countermelody fragment. This repetition of the last bars

emphasises the feeling of fulfillment expressed in the text:
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¢ A more complex example is the extremely long postlude in Fligel,

Fliigel, which is sixteen bars long. The first eight bars of the

postlude is a repetition of the last eight bars of the vocal
part, but is now stated in the tonic rather than in the dominant.
The postlude continues with a figure derived from the imitative
section of the song, and this figure is repeated, then, as with
Volksliedchen, a fragment of this figure is repeated. The long

postlude serves to unify and balance this lengthy song with its.

many different sections.
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Repetition is also used to complete and balance Liebste was
kann denn uns Scheiden, which has no introduction and no piano
postlude. However the final vocal phrase is stated twice, this
repetition functioning as a postlude of the type seen in Zum
Schluss, where the postlude consists of a repetition of the final
vocal phrase by the piano. Example 42 shows the end of Liebste,
was kann denn uns scheiden:

EXAMPLE 42

prrlqrrl N .
1 ll T W 1 1 V | | tl
) wol - lcu wir, u len . -mr -u.m |
1.4.%00 _ hn wir, o Lich_ste  sein, zaZwel Lml lw wir, o Lich _ ste  sein.
ritard. ~_—
X —x = e e e —
Ty = —=r : =
x—s—X . & P T ¢
S I | - » = :
1 3 | mrr— ! Py r'] b ad '5'
K T 1 L ) o 1] T 11 - =¥ -
T b Y o L3 1 |'I 1 ) 4 Irl i £ va
S e e o —g— L+ f
[4 . o/

102




The importance of the piano in Schumann’s Rickert Lieder
must not be understated. Far from playing a role merely as
accompanist, the piano parts are highly independent, a fact
attributable to their growth out of the style and texture of
Schumann’'s earlier piano miniatures. Yet despite this
independence, the piano parts remain closely linked to the vocal

melodies, and are an essential and inherent element of Schumann's

interpretation of the texts.
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NOTES

1.Almost all writers about Schumann’'s lieder quote the letter of
Schumann to Hermann Hirschbach, written on June 38th, 1839, in
which he says: "all my life I have ranked song below instrumental
music."” This translation is taken from Stein, Jack: Poem and
Music in the German Lied, Harvard University Press, 1971, p. 92.

2.A marginal note on the original manuscript, quoted by Fischer -
Dieskau, Dietrich : Robert Schumann: Words and Music. The Vocal
Compositions, p. 71

3. The exuberance of this arpeggio pattern and dotted figure is
also to be found in the sixth song of Frauenlieben — und LlLeben,
Helft mir ihr Schwestern.

4.The delicacy of the piano accompaniment of this song also gives
a sense of breathless anticipation, which was obviously °
Schumann’'s idea, as in the margin of the manuscript he wrote "in
Erwartung Claras" - in anticipation of Clara, quoted, Sams, Eric:
The Songs of Robert Schumann, London: Eulenberg, 1975, pl118

S.There is a similarity between this phrase, and sections of the
first song of Dichterliebe.

6.The discussion of the irregularity in Liebster, deine Horte is
to be found in Chapter 1, p. 12

7.This melodic motif is repeated a tone higher, and then at exact
pitch at the end of the song. In the middle of the song, there is

also a motif which can be seen as an inversion of the main motif.

8.5ams, p. 180 believes this introduction of Caro mio ben to be a
tribute to Clara.
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CONCLUSION

Many aspects of musical settings of the poetry of Rickert
remain to be investigated. Directions for future research in this
area may include an examination of those Rickert Lieder by Clara
Schumann, which have been mentioned but not discussed within the
context of this paper. Another avenue might be a comparison of
the musical language in these solo Rickert Lieder, and the
language in the choral settings by Schumann of Rickert’'s work.
EqQually interesting and significant would be a study o+‘the
Rickert Lieder of other composers, and a comparison between the
musical languages of Ruckert settings by different composers.

The Riuckert Lieder of Robert Schumann are a true synthesis
of poem and music. Schumann has made few alterations to the poems
as they stood with regard to content and overall structure, yet a
new artform, entirely independent of the original texts, is
created. Schumann’'s interpretation of the original poems, and his
use of rhythm, melody, structure, harmony, and the piano as a
means of expressing that interpretation serve to enhance the
meaning of particular poetic themes and structures.

The above discussion is by no means an exhaustive analysis
of the musical language of the Rickert Lieder, as such an
extensive analysis was not within the scope of this study.
Rather, this study has sought to identify and discuss those
features of the musical language which are the most interesting
and significant within the context of Schumann’'s musical language

as a whole, and with regard to text music relationships.



APPENDIX 1

The Rickert Poems set by Schumann

Ich hab’ In mich gesogen

Den Fruhling treu und lieb,
Dan er, der Helt entflogen,
Hier iIn der Brust mir blieb.

Hier sind die blauen Liufte,
Hier sind die grinen Au’'n,
Die Blumen hier, die Difte,
Der bliuhnde Rosenzaun.

Und hier am Busen lehnet

Mit sUBem Liebesach

Die Liebste, die sich sehnet
Den Frihlingswonnen nach.

Sie lehnt sich an, zu lauschen,
Und hort In stiller Lust

Die Frihlingsstrome rauschen

In ihres Dichters Brust.

Da quellen auf die Lieder
Und strémen Uber sie

Den vollen Frihling nieder,
Den mir der Gott verlieh.

Und wie sie, davon trunken,
Umblicket rings im Raum,
Bluht auch von ihren Funken
Die Welt, ein Friuhlingstraum.

Der Himmel hat eine Thrane geweint,

Die hat sich in’'s Meer zu verlieren gemeint.
Die Muschel kam und schlofl sie ein;

Du sollst nun meine Berle sein.

Du sollst nicht vor den Hogen zagen,

Ich will hindurch dich ruhig tragen.

@ du mein Schmerz, du mein Luft,

Du Himmelsthrdn’' iIin meiner Brust/

Gib, Himmel, dafl ich In reinem Gemiuthe

Den reinsten deiner Tropfen hute/




Rose, Meer und Sonne

Sind ein Bild der Liebsten mein,
Die mit ihrer Wonne

FaBt mein fanzes Leben ein.

Aller Glanz, ergossen,

Aller Thau der Frihlingsflur,
Liegt vereint beschlossen

In dem Reich der Rose nur.

Alle Farben ringen,

Alle Duft’' iIim Lenzgetrild,
Um hervorzubringen

Im Verein der Rose Bild.

Rose, Meer und Sonne

Sind ein Bild der Liebsten mein,
Die mit ihrer HWonne

Faft mein ganzes Leben ein.

Alle Strome haben

Ihren Lauf auf Erden blof,

Um sich zu begaben

Sehnend In des Meeres Schoofl.

Alle Quellen flielBlen

In den unerschoépften Grund,
Einen Kreis zu schlieflen

Um der Erde blihndes Kund.

Rose, Meer und Sonne

Sind ein Bild der Liebsten mein,
Die mit ihrer MWonne

Fant mein ganzes Leben ein.

Alle Stern’ in Liften
Sind ein Liebesblick der Nacht,
In des Morgens Diuften
Sterbend, wann der Tag erwacht.

Alle Heltenflammen,

Der zerstreute Himmelsglanz,
F1lieBen hell zusammen

In der Sonne Strahlenkranz.

Rose, Meer und Sonne

Sind ein Bild der Liebsten mein,
Die mit ihrer Honne

Fapt mein ganzes Leben ein.




0 Sonn’', o Meer, o Rose’/

WHie wenn die Sonne tr iumphirend sich

Hebt ilber Sterne, Die am Himmel stunden,

Ein Schimmer nach dem andern leis’' erblich,
Bis alle sind in Einen Glanz geschwunden;

So hab’' ich, Liebste, dich

Gefunden :

Du kamst, da war, was je mein Herz empfunden,
Geschwunden

In dich.

0 Sonn’', o Meer, o Rose/

Wie wenn des Meers Arme aufthun sich

Den Stromen, die nach ihnen sich gewunden,
Hinein sich diese stirzen brinstiglich,
Bis sie die Ruh im tiefen Schoofl gefunden;
So, Liebste, hab' ich dich

Emprfunden: ,
Sich hat mein Herz mit allen Sehnsuchtswunden
Entbunden

In dich.

0 Sonn’', o Meer, o Rose/’/

Hie wenn im Friuhling tausendfdltig sich

Ein buntes Grin hat ringend losgewunden,

Ein hadernd Volk, bis Rose, kéniglich
Eintretend, es zum Kranz um sich verbunden;
So, Liebste, hab’' ich dich

Umwenden:

Der Kranz des Daseins muf3 sich bliuhend runden,
Gebunden

In dich

Liebste, deine HWorte stehlen
Aus dem Busen mir das Herz.

0O wie kann ich dir verhehlen
Meine Wonne, meinen Schmerz/

Liebste, deine Téne ziehen
Aus mir selber mich empor.
Laf uns von der Erde fliehen
Zu der sel 'gen Geister Chor/

Liebste, deine Saiten tragen

Durch die Himmel mich Iim Tanz.

Ltans unt dich den Arm mich schlagen,
DaB ich nicht versink' Im Glanz/

Liebste, deine Lieder wanken
Mir ein Strahlenkranz um's Haupt.
0 wie sann ich dir es danken,
Wie du mich so reich umlaubt/




Grin ist der Jasminenstrauch
Abends eingeschlafen.

Alls ihn mit des Morgens Hauch
Sonnenlichter trafen,

Ist er schneeweifl aufgewacht,
“Wie geschah mir in der Nacht?”
Seht. so geht es Baumen,

Die im Frihling tr&umen/

Mein schéner Stern/
Ich bitte dich,

0 lasse du

Dein heitres Licht
Nicht triben duch
Den Dampf iIin mir,
In mir zu Licht,
Mein schéner Stern,
Verkldren hilf/

Mein Schoéner Stern/
Ich bitte dich,
Nicht senk’' herab
Zur Erde dich,

Weil du mich noch
Hier unten siehst,
Heb' auf vielmehr
Zum Himmel mich,
Mein schéner Stern,
Wo du schon bist/




0 Freund mein Schirm, mein Schutz/
0 Freund, mein Schmuck, mein putz/
Mein Stolz, mein Trost, mein Trutz/

Mein Bollwerk, o mein Schild/
Ho's einen Kampf mir gilt,
Flicht' ich zu deinem Bild.

Wenn mich in Jammerschlucht
Die Welt zu bréangen sucht,
Nehm' ich zu dir die Flucht.

Ob sie mir bittres bot,
Mit bittrerem mir droht,
So klag’' ich dir die Noth.

Du schickest ohn' ein HWort
Des Trostes mich nicht fort,
Du bist und bleibst mein Hort.

Der Erde WHeh ist Scherz,
Hier leq’ ich an dein Herz
Mich Selbst und meinen Schmerz.

0O Welt, was du mir thust,
Ich ruh’ in stiller LufTt
An meines Freundes Brust.

Liebste, was kann denn uns scheiden?
Kann's das Meiden?

Kann uns Meiden scheiden? Nein.

Ob wir uns zu sehn vermieden,
Ungerschieden

Hollen wir iIim Herzen sein.

Mein und dein,

Dein und mein,

Wollen wir, o Liebste, sein.

Meine Téne, still und heiter,
Zu der Liebsten steigt hinan/
Q0 dafl ich auf eurer Leiter

Zu Ihr auf nicht steigen kann.

Leget, o ihr suBen Téne,

An die Brust ihr meinen Schmerz,
Weil nicht will die strenge Schéne,
DaB ich mich leg’' ans Herz.




Fliigel/ Fligel’/ um zu fliegen
Uber Berg und Thal.

Fligel, um mein Herz zu wiegen
Auf des Morgens Strahl.

Fligel, Uber's Meer zu schweben,
Mit dem Morgenroth.

Fliugel, Fliigel lber's Leben,
Uber Grab und Tod.

Fliugel, wie die Jugend hatte,

Da sie mir entflog,

Fligel, wie des Gllickes Schatte,
Der mein Herz betrog.

Fligel, nachzufliehn den Tagen,
Die voriuber sind,

Fligel, Freuden einzujagen,

Die entflohn Im Hind.

Fligel, gleich den Nachtigallen,
WHan die Rosen fliehn,

Aus dem Land, wo Nebel wallen,
Ihnen nachzuziehn.

Ich von dem Verbanneungstrande,
Wo kein Nachen winkt,

Fluigel nach dem Heimathlande,
Wo die Krone blinkt.

Freiheit, wie zum Schmetterlinge
Raupenleben reifrt,

Wann sich dehnt des Gelistes Schwinge
Und die HiUll' entstreirt.

Ost in stillen Mitternachten
Fuhl’® ich mich empor

Fliglen von des Traumes Machten
Zu dent Sternenthor.

Doch gewachsenes Gesieder

In der Nachte Duft,

Mir enttraufeln seh’ ich's wieder
An des Morgens Luft.

Sonnenbrand dem Fittig schmelzet,
Ikar stiurzt in's Meer,

Und der Sinne Braufen walzet
Uber 'n Geist sich her.




Henn ich frih in den Garten geh’
In meinem grinen Hut,

Ist mein erster Gedanke,

Has nun mein Liebste thut?

Am Himmel ist kein Stern,

Den ich dem Freund nicht gonnte.
Mein Herz gdb’' ich ihm gern,
Henn ich’'s heraus thun kénnte.

Mutter, Mutter/ glaube nicht,
Weil ich ihn lieb’' also sehr,
Daft nun Liebe mir gebricht,
Dich zu lieben, wie vorher.

Mutter, Mutter/ seit ich ihn
liebe, lieb' ich erst dich sehr.
Lanf mich an mein Hevrz dich ziehn,
Und dich siussen, wie mich er.

Mutter, Mutter/ seit ich ihn
Liebe, lieb’' ich erst dich ganz,
Da du mir das Sein verliehn,
Das mir ward zu solchem Glanz.
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Laf? mich ihm am Busen hangen,
Mutter, Mutter/ laB das Bangen.
fFrage nicht: wie soll sichs wenden?
Frage nicht: wie soll das enden?
Enden?

Enden soll sichs nie

Wenden?

Noch nicht weiss ich wie/




Du mein Seele, du mein Herz,

Du meine HWHonn', o du mein Schmerz,

Du meine Welt, in der ich lebe,

Mein Himmel du, darein ich schwebe,

0 du mein Grab, Iin das hinab

Ich meiner Kummer gab'’

Du bist die Ruh, du bist der Frieden,
Du bist vom Himmel mir beschieden.
Dal du mich liebst, macht mich mir wert,
Dein Blick hat mich vor mir verkléart,
Du hebst mich liebend lber mich,

Mein quter Geist, mein beflres Ich/

Der Schnee der gestern noch In Fléockchen

Von Himmel fiel,

Hangt nun ggeronnen heut als Gléckchen .
Am zarten Stiel.

Schneeglbéckchen lidutet; was bedeutet’s
Im stillen Hain?

0 kimm geschwind/ Im Haine L3utet's
Den Frihling ein.

0O kommt, ihr Blatter, Blit' und Blume,
Die ihr noch tréumt,

All’ zu des Frihlings Heiligtume/
Kommt ungesdumt/

L The above is the text of Schumann’'s song, not the
original poem itself, which I was unable to find.
It therefore, doesn’'t include those parts which
Schumann omitted from his settingl

Aus den o6stlichen Rosen

Ich sende einen Grul wie Dufrt der Rosen,

Ich sen’ 1hn an ein Rosenangesicht,

Ich sende einen Grufl wie Frihlingskosen,

Ich send’ ihn an ein AUg’ voll Friihlingslicht.

Aus Schmerzensstirmen die mein Herz durchtosen
Send’' ich den Hauch, dich unsantt riihr' er nicht/
WHenn du gedenkest an den Freudelosen,

So wird der Himmel meiner N&dchte licht.



Hier in diesen erdbeklommnen
Liften, wo die Wehmut taut,

Hab' ich dir den unvollkommnen
Kranz geflochten, Schwester Braut/

Wenn uns droben aufgenommnen

Gottes Sonn’' entgegenschaut,

Hird die Liebe den vollkommnen

Kranz uns flechten, Schwester Braut/

The above poems are taken from the edition by Oscar Loerke
held by the rare books department at the National Library of
Australia. As the edition is very old, no date of
publication is available.




i APPENDIX 2
FRIEDRICH RUCKERT — A BRIEF BIOGRAPHY

1788 - Born in Schweinfurt, the son of a lawyer.

1805 - 1811 - University of Jena - Studied Classical Languages,
making translations of poetry in order to study its metre.

1813 - Contributed to collection of war — lyrics against
Napoleon.

1815 - Appointed editor in Stuttgart of the Morgenblatt fiur
Gebildete Stande

1817 - Travelled to 1taly, where he met and became friendly with
many of the leading figures of German Romanticism.

18192 - Returned to Germany via Vienna, where he met the
orientalist Hammer — Purgstall. This meeting was significant as
Hammer - Purgstall’'s work influenced Rickert enormously.

1820 - 21 - Met and married Anna Wirtshof, for whom he composed

the Liebesfrihling.
1823 —- Composition of Ostlichen Rosen

1826 - 1841 - Professor of Oriental Studies at University of
Erlangen.

1841 - Appointed professor of Oriental Studies at University of
Berlin. Composition of historical dramas Saul und David and
Heinr ich IV

1848 - Composition of Mdrzgedichten - a reflection of the unrest
in Berlin at that time.

1864 - Retired to Neuses. Composition of Ein Duzend Krieg -
Lyriker fiur. Schleswig — Holstein.

1866 -~ Died in Neuses.
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