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CHAPTER I
INTRODUCTION

Statement of Purpose
The purpose of this document is to explore the text painting in Robert
Schuman’s art songs and how he realized the inner emotion of the poet through the
piano part. A general overview of Schumann’s life as both a composer and critic will
be presented. The musical materials to be covered in this document are Frauenliebe
und -leben Op. 42 and Dichterliebe Op. 48. Schumann was influenced by the
philosophers and artists of his time, and these influences are evident in his music. The
composer’s personal life, his aesthetics of poetry and music, the independent
functions of the structural and harmonic elements, and specific performance practices
will be thoroughly examined to establish the programmatic content that provides a
direct connection with the music itself. This document will provide a musical analysis
of two major works from the perspective of a collaborative pianist. Schumann’s
approach to text-painting and his exploration of the poet’s inner emotion will be
examined as well.
This study is a performer’s guide for professional musicians to more fully
realize the inner voice of the text, and it can also serve as a resource for amateurs to
learn more about Schumann’s songwriting genius.

1

Scope of Research
Historical and biographical evidence will be important to this research. Just as
important will be the understanding of the cultural milieu in which Robert Schumann
chose the elements that make up these famous compositions. This requires a more
in-depth study of Schumann’s life and exploration of his musical creations, and more
importantly, the style of the poets he was closely associated with at that time. The
challenge of this study will be to explore the intimate relationship between poetry and
music, and to understand the different characters that Schumann presented in these
works.
The works that will be deeply examined are Schumann’s two major song
cycles composed in 1840, both of which are a reflection of the major biographical,
social, and cultural influences on his compositions. This study will focus on the
word-painting and how the pianist realizes the inner emotion of the text through the
piano part. This cannot be achieved without analysis of harmony-related methods and
performance practices, both of which are primary elements of the music itself and
directly affect emotional impact of the audiences.

Review of Literature
The literature pertaining to Robert Schumann and his musical works is
extensive and appears in many different formats (books, articles, dissertations, etc).
This study will utilize several music history textbooks which focus on Schumann’s
historical background, and will make use of the research of musicologists and

2

performers published in academic journals and dissertations, so as to provide a deeper
understanding to the reader. These sources offer biographical overviews and analytical
content of the relevant music. Similarities and differences of data can be gathered
through comparison, and this information is of great value to this study. Although
some of the materials contained in the bibliography are not mentioned separately in
this proposal, all have been examined and provide relevant analyses of Schumann’s
musical style.
There is a great deal of information on Robert Schumann’s life as well as his
compositional style. This literature is wide-ranging and mainly focuses on
Schumann’s biography, including details of influential events in his life and how his
experiences weighed on his musical aesthetic. A set of articles included in Beate Julia
Perrey’s The Cambridge Companion to Schumann (Cambridge University Press, 2007)
provide essential commentary on Schumann’s life and his aesthetics of music and
poetry. In a number of articles, Schumann’s own experiences as well as his musical
works are linked to major contemporary events in music, literature, and philosophy.
Schumann’s song cycles based on topics of “poet’s love” and “love and life” are
discussed in Jonathan Dunsby’s article “Why sing? Lieder and song cycles.”
Another valuable source is a 1997 publication by John Daverio entitled Robert
Schumann: Herald of a “New Poetic Age.” This book examines the life of Schumann,
both as a man and as a composer. With a few questions in mind such as “What is
Schumann’s position relative to the accomplishments of other 19th-century artists?... Is
it sensible to link the changes both in Schumann’s style and in the direction of his

3

career with the social and economic configurations of the mid-nineteenth century?”1,
Daverio aims to explore “more broadly historical, critical, and analytical issues”2 in
his book. This book contains a number of citations from Schumann’s diaries and
autobiographical accounts, and these are the principal nonmusical sources which
illuminate Schumann’s personality. The topics covered include his youth, his marriage,
his declining health, other composers and their influence, and his own
works-in-progress. Even more valuable, Daverio links Schumann’s autobiographical
music to experiences or events in his personal life and his passion for literature.
Dietrich Fisher-Dieskau’s Robert Schumann: Words and Music – The Vocal
Compositions (1988) is largely a biography of Robert Schumann, covering all his
major vocal compositions – art songs, choral works, and some stage works. The most
valuable aspect of this source is Fisher-Dieskau’s detailed commentary on each work,
as well as the biographical background of the composer. Schumann’s songwriting
aesthetics are discussed in the first chapter. In chapters 9 and 10, the author describes
Schumann’s artistic nature as is reflected in Dichterliebe and Frauenliebe und -leben,
and closely links Schumann’s musical language to the texts, analyzing each of these
songs in detail.
Thomas Alan Brown’s book The Aesthetics of Robert Schumann was
published in 1975. This is a source that vividly presents the life and thoughts of the
great composer. The difference from the previous resources is that it provides some
discussion about the two personalities of Schumann – Florestan and Eusebius, and
John Daverio, Robert Schumann: Herald of A “New Poetic Age” (New York: Oxford University Press, 1997),
10.
2 Ibid.
1
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this will contribute to my study in terms of understanding Schumann’s diverse
approach to music. Unfortunately, it does not investigate Schumann’s aesthetics of
music-writing in great depth. Therefore, some other sources must be collected to
obtain enough information for my research. One such source is Leon Plantinga’s
Schumann as Critic, published in 1967. Plantinga puts forward a discussion regarding
Schumann’s thoughts as a critic and a practical aesthetician, particularly in the chapter
“Schumann’s Aesthetics of Music.” Plantinga points out that “Schumann paid little
attention to aesthetics divorced from artistic practice,” but at that time, the aesthetic
thoughts of some philosophers influenced him in different ways.3 In the same chapter,
Plantinga mentions Schumann’s belief that truly expressive music is a gift of
inspiration (at least in part).4
Steven P. Scher’s Music and Text: Critical Inquiries, published in 1992, is a
collection of articles by various authors that study the relationship between music and
text in a broad sense. In the article “Poet’s love or composer’s love?,” the author
Edward T. Cone indicates that Heine’s poems are “full of personal references,” and
that Schumann, in Dichterliebe, identified himself as a poet-lover just as the main
character from the Dichterliebe is.5 Cone argues that Schumann’s musical settings
achieve specific concepts of both music and character that are the main components
of poetic creation; examples are provided to bolster his argument, all of which are
useful for my research.
Another relevant source, Rufus E. Hallmark’s Frauenliebe Und Leben:
3
4
5

Leon Plantinga, Schumann as Critic (Yale University Press, 1967), 114.
Ibid, 130
Steven P. Scher, Music and Text: Critical Inquiries, (New York: Cambridge University Press, 1992), 184.
5

Chamisso’s Poems and Schumann's Songs, conducts a most extensive study on
Chamisso’s poetry and discusses the musical reception of Frauenliebe und -leben.
Besides, Hallmark provides a detailed analysis and a comparative interpretation of
Schumann’s musical composition. This source will form the basis of my chapter of
“Frauenliebe und -leben.”
There is a significant amount of literature on the music of Schumann,
including analytical information as well as the history behind the works. One such
source is Jon W. Finson’s Robert Schumann: The Book of Songs, published in 2007.
This is a well written piece of literature with a rich analysis of Schumann’s treatment
of poetry and music. Each of two song cycles I am going to focus on has a certain
theme: Dichterliebe – “Irony and the Heine Cycles”; Frauenliebe und -leben – “Song
of Marriage.” Closely related to the poet’s words, the author conducts a very detailed
analysis of each song in terms of the tonality, text painting, and how Schumann
realizes the inner emotion of the poem. This source will form the basis for my study
in terms of the text painting and Schumann’s approach to realizing the poet’s
psychological state.
One of my goals in this study is to discuss the text painting in Schumann’s
songwriting, with special focus on explaining certain performance practices. Thus,
aside from the literature on historical context and the topic of each individual piece,
the literature specific to the interpretation is also important. One such source is Poet’s
Love: The Songs and Cycles of Schumann (London: Hamish Hamilton, 1981), written
by a legendary British pianist Gerald Moore. Moore gives his advice to both the
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singer and pianist for interpreting Schumann’s song in terms of lyrical treatment,
relevant pianistic/musical techniques, and performance practice. Moreover, through a
careful examination of text and music, Moore offers his understanding of how
Schumann explores the poet’s inner voice in his music.
Another relevant source is Richard Miller’s Singing Schumann: An
Interpretive Guide for Performers (Oxford University Press, 1999). The author draws
on a number of references from other scholarly studies. In addition to the biographical
information, he also quotes analytical information from various scholars and sources.
This book not only offers the performer with a detailed analysis of word-painting but
also provides a large-scale analysis of structural elements. The analysis method in this
source is sophisticated, and is more specific and emotionally deeper than other
sources.

7

CHAPTER II
ROBERT SCHUMANN: LIFE AND MUSIC

Robert Schumann, born in 1810, cultivated a considerable passion for
literature and music at an early age thanks to the encouragement of his family,
particularly his father, Friedrich August Gottlob Schumann. Friedrich Schumann was
not only a publisher and bookseller, but also a writer who greatly influenced Robert
Schumann’s literary interest, which was the root of his musical philosophy.6 Robert
became acquainted with great poets and writers from many countries as a result of his
father’s guidance and his higher literary education, which enabled him to conduct his
own poetic experiments.7 In 1825, he founded a “literary society” with ten classmates
and noted that:8
It is the duty of every cultivated person to know the literature of his own
country, so it is likewise a duty for us, who already yearn to attain to higher
cultivation, not to neglect German literature but to strive with might and main
to acquaint ourselves with it…German literature, which has so much rich
material to offer us in every field of knowledge…

Around the age of seventeen, Robert Schumann was deeply impressed by Jean
Paul’s novels, which had a direct impact on his romantic narrative style and musical
compositions.9 He believed that modeling Jean Paul’s approach – for example,
references to the thematic material of the previous compositions, the juxtaposition of

6

Perry, The Cambridge Companion to Schumann, 38-39.
“Robert Schumann - Biography,” Schumann Netzwerk, accessed Jun 16, 2021,
https://www.schumann-portal.de/Biography_Robert.html.
8 Perry, 39.
9 “Robert Schumann - Biography,” Schumann Netzwerk, accessed Jun 16, 2021,
https://www.schumann-portal.de/Biography_Robert.html.
7
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romantic irony and profound sentiment, and the meaning behind the word – improved
the poetic quality of his works.10
Schumann enrolled at Leipzig University to study law in 1828, a year after his
father’s death, at his mother’s insistent request. Nonetheless, he persisted in his
musical studies. He was studying music theory and harmony with Heinrich Dorn at
the time,11 which provided him the opportunity to meet Friedrich Wieck and
eventually became one of his piano pupils. Afterwards, Schumann devoted himself to
his career as a musician.
The years 1830-40 are often considered the most romantic and thoughtful
period in Schumann’s musical career.12 By this time, Schumann had already
published a number of works for piano, and his other occupations – as a music writer,
editor, and publisher – were also taking shape.13 In addition, he founded a music
magazine, Neue Zeitschrift für Musik, and a music society, Davidsbündler, in which
he presented two contrasting personas in his critical writings: Florestan (characterized
as passionate and extroverted) and Eusebius (characterized as thoughtful and
introverted).14
The year 1840 was the most productive year for Schumann, known as “the
year of song.” He wrote more than 140 lieder during this period. Song cycles and
song collections account for a large proportion of his lieder output, with the most
notable examples being Frauenliebe und -leben, Op. 42, and Dichterliebe, Op. 48.
10

Perry, The Cambridge Companion to Schumann, 41.
Harkrader, “A Musical Poet,” 14.
12 Brown, The Aesthetics of Robert Schumann, 9.
13 “Robert Schumann - Biography,” Schumann Netzwerk, accessed June 16, 2021,
https://www.schumann-portal.de/Biography_Robert.html.
14 Ibid.
11
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This was also the year he married with Clara Wieck; their relationship is generally
viewed as a catalyst for his prolific output of lieder in 1840.15
Schumann’s marriage with Clara took place after he won a lawsuit against
Clara’s father, Friedrich Wieck.16 During that time, Schumann was anxious and
heartsick about being separated from Clara. In anticipation of their marriage, he often
expressed his distressed emotions in his vocal music; on the other hand, when he
communicated with his beloved, he discovered he had difficulty writing music.17
Schumann once expressed this conundrum to Clara in a letter: “It is very strange, but
if I write much to you, as I am doing now, I cannot compose. The music all goes to
you.”18 As a result, the majority of his lieder during the “year of song” were written
in the months before August, when the couple obtained permission from the court and
from Friedrich regarding their union.19 During this tumultuous period, Schumann
sought solace through poetry with themes of loneliness, love, nature, and the “duality
of joy and pain.” The composer portrayed these themes in his music through a variety
of creative approaches; many of his sources were poems by Heine, Goethe, Byron,
and other renowned romantic poets.20
From 1840 onward, Schumann’s compositions were no longer confined to
piano and vocal pieces. Other outstanding works in a myriad of genres, including
chamber music, concertos, symphonies, overtures, and choral music, were

Harkrader, “A Musical Poet,” 15.
“The Life and Music of Robert Schumann,” National Public Radio, last modified June 2010,
https://www.npr.org/2011/07/18/127038609/the-life-and-music-of-robert-schumann.
17 Ibid.
18 Stephen Walsh, The Lieder of Schumann, 7.
19 “The Life and Music of Robert Schumann,” National Public Radio, last modified June 2010,
https://www.npr.org/2011/07/18/127038609/the-life-and-music-of-robert-schumann.
20 Harkrader, “A Musical Poet,” 9.
15
16
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successively created.
Schumann’s aesthetic selection of the text for his composition is attributed to
his knowledge and appreciation of literature; his discerning and introspective nature
allowed him to infuse his works with aspects of his personality.21 In his lieder,
Schumann often embodied the emotions inspired by the poem, and illustrated the
narrator’s inner voice or interactions with nature. Thus, Schumann’s piano
accompaniment is frequently literary and expressive, reflecting and strengthening the
text while being independent of the vocal part to some extent. His most renowned
song cycles, Frauenliebe und -leben, Op. 42, and Dichterliebe, Op. 48, which will be
addressed in this document, are often cited as his highest achievements in German
lied. They encompass all of the abovementioned poetic themes, and Schumann
utilizes a number of compositional techniques to realize the intense lyrical and
musical expression.

21

The Life and Music of Robert Schumann,” National Public Radio, last modified June 2010,
https://www.npr.org/2011/07/18/127038609/the-life-and-music-of-robert-schumann.
11

CHAPTER III
FORMAL ANALYSIS OF FRAUENLIEBE UND -LEBEN, OP. 42

Frauenliebe und -leben, commonly known as “A Woman’s Love and Life,” is
a cycle of eight songs with text by French-born German poet Adelbert von Chamisso.
In comparison to Schumann’s other song cycles, the texts in this set of songs evolve in
a more continuous and coherent manner.22 This work describes the story of a
woman’s love and life, from the moment she realizes her feelings for her beloved;
through hearing his confession and celebrating their wedding; to the moment they
become parents; and, eventually, to the grief of experiencing her husband’s death.
Schumann’s musical expression is fairly straightforward, and the collaboration
of the vocal and piano lines showcases his unique creative strategies. The piano
accompaniment sets the mood for the text in the brief introduction to each song, but is
not limited to this aspect. Schumann elaborately develops a spectrum of emotions
(such as bliss, insecurity, hope, and despair) in the piano accompaniment through
tonality, harmony, intricate rhythmic arrangements, creative motifs, and text-painting.
The postlude of each song is equally noteworthy, not only echoing the atmosphere of
the current song, but sometimes establishing ideas for the next song. The lengthy
piano postlude that concludes the cycle is fascinating and heartbreaking, recalling the
woman’s journey through a lifetime of a love and loss.

22

Fisher-Dieskau, Robert Schumann: Words and Music, 89.
12

1. “Seit ich ihn gesehen”

This beautiful cycle begins with a song about a young woman who is smitten
with a man whom she has only seen. Tragically, she has no faith in her ability to gain
the man’s affections. The first verse states that thoughts of the man have consumed
her; she views him as a beacon in the darkness. The woman’s despair and lack of
confidence are depicted in the second verse. Everything around her is colorless, and
she no longer cares for anything but him.
The song is written in strophic form. The piano articulation at the beginning
combines staccato with slurs, which is known as portato. Combined with the piano
dynamic and sparse texture, the piano evokes a sense of insecurity (Fig. 3.1.1). The
woman might be scared about the intensity of her new feelings, and her heart is fragile.
Her inner uncertainty is reflected in the staccato chords. Both the voice and the piano
are directed to enter gently, maintaining a delicate tone.

13

Figure 3.1.1. “Seit ich ihn gesehen,” mm. 1-15

This song is a Sarabande, a style that is in triple meter and is usually written
for baroque dances. In the piano part, the first beat is frequently performed somewhat
lighter, and the second beat is generally held slightly. Accents on the typically weak
second beats of m. 3 and m. 19 indicate the woman’s inward yearning. Furthermore,
the ritardando in m. 7 reflects her desire to hold onto this moment, for she is
consumed by thoughts of her beloved.
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Schumann constructs a dreamlike scene to the showcase the phrase “Wie im
wachen Traume” (“as in a waking dream”). In order to portray an intangible dream
world through the piano accompaniment, the beginning of the phrase is constructed
on a weak beat, and the harmonic progression of V-I-V-I-V appears to be searching
for a destination. None of these chords are in root position, reinforcing the fact that
the music is not grounded. A minor second followed by a leap of a fourth (A–B♭–E♭)
in the voice part also contributes to the unsettled atmosphere. This figuration is
doubled in the piano’s top voice (m. 7) and inner voice (m. 9), and should therefore be
emphasized by the performer. The B♭, directly above the word “Traume” (“dream”) in
m. 9, serves as the suspension of the phrase and should not be overlooked (Fig. 3.1.1).
The purpose of melodic and harmonic dissonance in “Seit ich ihn gesehen” is
to accentuate negative emotions. A harsh F diminished chord, played over C in the
bass (m. 4), is set to the word “blind” within the phrase “glaub’ ich blind zu sein” (“I
think I am blind”). The woman’s love has blinded her to all but him, but he does not
know who she is, causing her great sorrow. The piano echoes the words “tiefstem
Dunkel” (“deepest darkness”) towards the end of the first verse (m. 12), and the
somber mood is amplified by a dissonant harmony: a D is held across m. 11 into m.
12, wherein it forms a minor second with an E-flat. This dissonance sounds alongside
a G and B natural, forming an E-flat augmented chord with a major seventh. This
tense chord conveys a sense of suffering. In the next two measures, major second
intervals preserve the feeling of hopelessness. In the vocal part, Schumann uses leaps
of the seventh and sixth in m. 12 and m. 28, in order to convey the woman’s yearning
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on the words “tiefstem” (“deepest”) and “ihn” (“him”).
The piano postlude demonstrates the circular form of Schumann’s writing, and
offers significant insight into the subject’s emotional state. By restating the insecure
material of the introduction, Schumann creates the impression that she has been
trapped with these thoughts for a long time.

2. “Er, der Herrlichste von allen”

While the songs in Frauenliebe und -leben share certain elements in common,
such as the subject, the object of her desire, and the theme of romantic love and
adoration, each song in the cycle is given a unique atmosphere by Schumann. In
16

contrast to the uncertain and sorrowful voice of the previous song, this one is full of a
more hopeful sense of longing.
“Er, der Herrlichste von allen” is written in ABA form. In the A section, the
young woman extols her beloved’s virtues reverently. She lovingly describes him as
“gentle,” “clear and wonderful,” “majestic,” and so on. By calling him “my heaven,”
she makes it clear that he is the greatest person she has ever met.
This song could be considered a fantasy. The chords are not written in root
position when she is singing the man’s praises, which suggests that this is a mental
image rather than an actual one. The accompanying texture, which includes repeated
eighth notes and ascending chromatic octaves in the bass (mm.2-4, Fig. 3.2.1), adds to
the sense of restlessness.
Schumann creatively shows two different sides of the man by changing the
melodic motion in the opening phrases. The first gesture, a broken E-flat major chord
(mm. 2-3, Fig. 3.2.1), is a sweeping upward movement accompanied by a long-short
rhythm that commands attention. This confident phrase represents the man’s powerful
and muscular physique. In contrast, Schumann highlights the man’s softer virtues with
the second theme’s text, “wie so milde, wie so gut” (“so gentle, so good”). The
melody becomes more expressive and lyrical, with fewer leaps, which in turn
provides a great opportunity to portray his gentlemanly side.
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Figure 3.2.1. “Er, der Herrlichste von allen,” mm. 1-9

The pianist must pay attention to the tone color shifts of the man’s two different
personalities in the four-bar interlude (mm. 17-20, Fig. 3.2.2), using greater pressure
to show the man’s brawn and strength in the first theme and transitioning to a softer
touch when the second theme returns.
The B section of the song features a prayer for the man’s happiness, regardless
of whom he chooses as his bride. The young woman says. “He could go on his way. I
do not mind simply following him and maintaining distance from him.” The imitative
texture between the voice and piano (mm. 21-24, Fig. 3.2.2) is a clear example of
text-painting, portraying a scene in which she watches him and walks behind him.
Furthermore, the descending eighth-notes C-B♭-A♭-G and D-C-B♭-A♭ not only depict
their walking pace, but also the woman’s despair, which is caused by her lack of
18

bravery to confess her admiration. Schumann’s arrangement of counterpoint and thick
bass texture sounds like an organ, indicating that the woman is in a church while she
prays for the man. Meanwhile, the falling chromatic octaves in mm. 29-31 (Fig. 3.2.2)
seem to suggest her somber resolve of watch and follow.”

Figure 3.2.2. “Er, der Herrlichste von allen,” mm. 16-31
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The woman is experiencing conflicting emotions in the B section, as indicated
by the words – “selig” (“blissful”) and “traurig” (“sad”) within the same line. The
piano manifests her unstable and unresolved feelings in mm. 37-40 (Fig. 3.2.3), with
the bass and treble lines alternating between neighboring parts. More evidence of
emotional text-painting is found in the climax at m. 42, which features the highest
note of the song, G-flat, on the word “Wahl” (“choice”), referring to the man’s choice
of wife (Fig. 3.2.3).

Figure 3.2.3. “Er, der Herrlichste von allen,” mm. 36-42

Pianists are permitted some independence of interpretation in the postlude.
Based on an upward motion of an accented D-flat and accented F that appears in mm.
66-67, perhaps the woman is wondering if the man will look back at her and choose
her. Suddenly, a German augmented sixth chord sounds on the downbeat of m. 68.
This colorful subdominant, which does not resolve until the following downbeat, is a
magical moment of breathless anticipation: perhaps the man finally turns and sees her.
Will he, indeed, return her affections?
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Figure 3.2.4. “Er, der Herrlichste von allen,” mm. 64-71

Directly following the augmented sixth chord is a brief imitative counterpoint (mm.
68-69, Fig. 3.2.4), perhaps representing the fact that the pair are looking at each other
and conversing silently.

3. “Ich kann's nicht fassen, nicht glauben”

The third song depicts the woman’s disbelief that the man she adores shares
her feelings of love. Frequent tempo changes are the distinguishing feature of “Ich
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kann's nicht fassen, nicht glauben,” which is composed in strophic variation form.
The opening is set in the key of C minor and the piano breaks through the
recitative-like melody with crescendoing staccato chords, accompanied by
Schumann’s tempo marking Mit Leidenschaft (with passion), creating a sense of
exhilaration pierced with doubt. Richard Miller interprets this opening as a request
from the composer for enthusiasm and powerful emotions rather than whispering
introspection.23 The frequent usage of secondary chords and diminished chords by
Schumann is strong evidence of the intensity of emotion contained in the piece (Fig.
3.3.1).

Figure 3.3.1. “Ich kann’s nicht fassen,” mm. 1-15

The woman calms herself in the second stanza and speaks gently about the
man’s confession to her. The tempo changes to Etwas langsamer (slightly slower),
and the mood shifts dramatically. Long legato notes and a warmer tone are demanded
of the pianist, which contrasts sharply with the initial bursts of shockingly strong and

23
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abrupt chords of the beginning. Schumann uses ritardando to stress the man’s
confession of “ich bin auf ewig dein” (“I am yours forever”), and an arc of crescendo
and decrescendo to underline the lovely word “ewig” (“forever”), highlighting the
woman’s joy (Fig. 3.3.2). The repetition of the text, “Es kann ja nimmer so sein” (“for
it can never be so”) is marked ritardando and crescendo by the composer, requiring
both the singer and the pianist to accentuate the second appearance.24 The word
“nimmer” (“never”) is underscored in the same manner as “ewig,” indicating the
woman’s struggle to believe that his confession is real, rather than a dream.

Figure 3.3.2. “Ich kann’s nicht fassen,” mm. 16-42

The key of the third verse from C minor to E-flat major, suggesting that the
woman is gradually becoming overwhelmed by her feelings of joy, and shedding her
24
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doubt. Schumann exquisitely paints the text “In Tränen unendlicher Lust” (“in tears of
endless joy”) with a sudden tempo change to adagio to alert the audience to the
significance of the line. The vocal part is comprised of descending eighth notes on
and around the word “Tränen” (“tears”) to represent tears falling down her face.
Simultaneously, the piano performs long legato/sustained chords to achieve an
“unendlicher” (“endless”) sensation (Fig. 3.3.3).

Figure 3.3.3. “Ich kann’s nicht fassen,” mm. 48-51

The musical material of the first verse reappears after the woman’s joyful tears, but
the forte opening dynamic is replaced by piano, signifying that the woman’s feeling of
incredulity is fading away.
Before the final repetition of the text “Ich kann’s nicht fassen” (“I can’t grasp
it”), the pianist is expected to lead up to the climax of the song with an eight-bar
interlude (Fig. 3.3.4). A short motif is repeated three times, each with a larger
intervallic leap than the last, which serves as a manifestation of the woman’s
skepticism, as if she repeatedly asks herself, “Is this real?” The music reaches the
climax with a D diminished chord to highlight the word “glauben” (“believe”) in m.
79, and then the woman’s dubious feelings are gradually released by falling thirds.
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Figure 3.3.4. “Ich kann’s nicht fassen,” mm.61-86

In the postlude, Schumann presents a “ring” theme (the notes E-F-D-E, in a
circular progression), which will be featured as a motif in the next song. The “ring”
motif in the inner voice of the piano signifies the fairytale ending of the woman and
her beloved (Fig. 3.3.4). In addition, while the key of this song alternates between the
relative keys C minor and E-flat major, the final two measures abruptly shift to the
parallel key of C major. This compromise of the tonal center of C and the major mode
of E-flat implies their engagement as well.
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4. “Du Ring an meinem Finger”

The fourth song in the cycle is jubilant, showcasing the woman staring at her
engagement ring and singing passionately of her future with her husband. This is the
moment that her childhood dreams come true, and she will no longer be alone in the
world. The song is written in rondo form.
The “ring” motif first stated in the previous song, portraying the bands that
will encircle the spouses’ fingers, frequently appears in octaves in the bass (Fig. 3.4.1),
pointedly advertising the text “mein goldenes Ringelein” (“my little golden ring”).
The pianist should play this motif louder and more emphatically.

Figure 3.4.1. “Du Ring an meinem Finger,” mm. 1-4
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It is worth nothing that, while the singer must take a breath before the “ring” phrase,
the piano part contains continuous running eighth notes. Therefore, the pianist should
preserve the flow but permit the breath by slightly delaying the B-flat. It is the
pianist’s responsibility to make the delay subtle and beautiful.
Schumann creates a dreamlike background for the second stanza, in which the
woman speaks of her childhood dream. The bassline presents a fantasy world while
the inner voices perform wavelike ascending broken chords on eighth notes (Fig.
3.4.2).

Figure 3.4.2. “Du Ring an meinem Finger,” mm. 9-18

An imitative counterpoint based on ascending chromatic notes, shown in mm.
16-17 (Fig. 3.4.2), recalls a similar figure from the postlude of the second song, in
which the future lovers finally see one another, at least in the woman’s dream. In this
song, her wish has finally come true, as she and her true love are wed. A sudden
silence is arranged in the vocal line of m. 16 (Fig. 3.4.2), serving as a dramatic
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transition from the dream world to the true pledge of love depicted.
The musical texture changes dramatically in the fourth stanza (Fig. 3.4.3). The
rhythmic pattern is reminiscent of the second song, reflecting the woman’s
nervousness about belonging wholly to her future husband. The setting of tonicization
and the tempo change Nach und nach rascher (more and more quickly) convey the
woman’s inner excitement. Furthermore, the melodic outline that rises in a stepwise
motion, as well as the climbing chromatic notes that support harmonic changes,
heighten the enthusiasm.

Figure 3.4.3. “Du Ring an meinem Finger,” mm. 25-28

In mm. 41-42 of the postlude, the top voice recalls the melody of the second
stanza (Fig. 3.4.4), in which the woman recounts her childhood dreams. And the
imitative chromatic figure from m. 16 and the second song reappears in the final two
measures. Notably, in contrast to the previous imitative setting, the chromatic notes
are played by two voices in unison at the end of the postlude, signifying that the two
characters belong together and will soon be joined in marriage.
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Figure 3.4.4. “Du Ring an meinem Finger,” mm. 40-44

5. “Helft mir, ihr Schwestern”
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The circumstances of the woman’s wedding day are illustrated in the fifth song.
The bride-to-be is preparing for the wedding ceremony with the help of her sisters.
She also speaks to her sisters of her feelings of anticipation, excitement, and “foolish
fear.”
The piano accompaniment features constantly moving arpeggios reminiscent
of another popular Schumann song, “Widmung” (Fig. 3.5.1), which was Schumann’s
dedication to Clara as a wedding gift: “You are my soul, you are my heart, you are my
pain, you are my world.” In “Helft mir, ihr Schwestern,” he employs the same
passionate rhythmic motif, with a supplement dotted rhythm at the top of each arc-like
contour, to reflect the woman’s mood of sheer delight (Fig. 3.5.2).

Figure 3.5.1. Schumann, “Widmung,” mm. 1-2

Figure 3.5.2. “Helft mir, ihr Schwestern,” mm. 1-6
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The melodic content of this song emulates a wedding march, although it is
softened by the continuous arpeggiated accompaniment. Part of the melodic contour
mimics the subject of Felix Mendelssohn’s Wedding March; for instance, the vocal
material in m. 5 (Fig. 3.5.2) utilizes the same descending stepwise motion and
rhythmic configuration. Under the guidance of Schumann’s tempo marking Ziemlich
schnell (moderately fast), the vocal line has fewer breaks between phrases, conveying
the woman’s hurried and urgent feelings.
It is worth noting that when the singer takes the quarter rest between the two
stanzas, the pianist needs to match the singer’s silence, support the motion, and permit
the singer to breathe without constraint25. It is the pianist’s responsibility to maintain
the flow of music while waiting for the singer’s next entrance.26
The rhythmic pattern remains constant until the fourth stanza, wherein block
chords transform the texture (Fig. 3.5.3). The repeated portato chords may represent
the woman’s pounding heartbeat while waiting for the wedding vows. The melodic
outline has an upward trend, suggesting her anxiety and elation.
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26

Martin Katz, The Complete Collaborator: The Pianist as Partner, 14.
Ibid., 11
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Figure 3.5.3. “Helft mir, ihr Schwestern,” mm. 27-35

To portray the woman’s anticipation in “Giebst du mir, Sonne, deinen Schein,”
the bass moves downward from E-flat to C, and chromatically steps back up to F. The
unstable chords also contribute to the mood. Schumann makes excellent use of
text-painting again in mm. 33-34, in which the posture of bowing is characterized
through descending octaves from F to B-flat beneath the text “verneigen” (“bow”).
The fifth song concludes with a wedding march in the piano part, which
represents the woman’s perception of the actual wedding scene.
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6. “Süßer Freund, du blickest mich verwundertan”

This song is presented in recitative style, and features the woman expressing
tears of joy to her husband as she reveals her pregnancy. She tenderly expresses her
intimate and personal feelings about becoming a mother, and pictures the image of
their baby. The song is written in ABA form.
Schumann suggests that this song be performed “slowly, with intimate
expression.” The piano part calls for a soft touch and deliberately smooth connection
between the chords as the woman speaks about her pregnancy. The opening is tonally
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ambiguous (Fig. 3.6.1), echoing the woman’s state of emotional complexity.27

Figure 3.6.1. “Süßer Freund, du blickest,” mm. 1-11

Schumann’s musical arrangement reflects the depth of Chamisso’s text. The
word “Perlen” (“pearl,” m. 8) is used to describe the woman’s teardrops, and the
text-painting is accomplished in the following measure with portato chords in the
piano and a motif of “tears” in the vocal melody (Fig. 3.6.1). The motif of “tears,”
which comprises a diminished fourth followed by a minor second, appears throughout
the song for different purposes. On some occasions, it alludes to specific words; for
instance, “Tränen” (“tears”) in mm. 25-26 and “weinen” (“weep”) in mm. 27-28 (Fig.
3.6.2). At other times, it denotes certain body language. For example, when she says
“come and hide your face on my breast,” which could be interpreted as “give me a
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hug,” the motif represents the physical gesture of “hugging” (m. 19).

Figure 3.6.2. “Süsser Freund, du blickest,” mm. 19-30

The interlude (mm. 21-24, Fig. 3.6.2) reproduces the subject of the opening
piano accompaniment, which is reiterated three times in higher registers with each
subsequent repetition. It not only contributes to the expanding tension for leading up
to the B section, but also implies that her husband’s reaction to the news is one of
speechless, mounting joy.
In the B section of the song, the accompaniment pattern changes to
heartbeat-like, consistent chordal notes as the woman directly asks her husband
whether he understands her tears of joy. Schumann produces a dramatic dialogue
between the woman and the man, which is achieved through the vocal line and the
piano’s bassline; the man imitates the melodic contour of the woman in the bass
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(Fig. 3.6.2), as if in response to the queries of his lovely wife.
At end of the song, the words “dein Bildnis” (“your image”) are repeated and
underscored by Schumann (Fig. 3.6.3). The first instance contains large contrasting
leaps in the melody (m. 53), because the baby has not yet been born, so this image is
still a daydream. However, her reverie is broken by a momentary dissonant chord in
m. 22. The repetition of “dein Bildnis” is finally assigned melodic notes in narrow
range, along with a perfect authentic cadence in the piano, emphasizing the woman’s
sincere wish to see her baby’s image in the real world.

Figure 3.6.3. “Süsser Freund, du blickest,” mm. 52-58
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7. “An meinem Herzen, an meiner Brust”

The seventh song celebrates the birth of the couple’s child. The woman is
holding her baby affectionately in her arms and expressing the profound happiness of
motherhood. Schumann’s musical setting for the song is rather straightforward: it is
written in a modified strophic form, with the harmony alternating between dominant
and tonic chords for more than half of the song, concisely expressing the woman’s
simple pleasure in becoming a new mother. The one-measure introduction features
two dominant seventh chords on A; according to Richard Miller, the chords prefigure
the initial leap of a fourth in the vocal theme, from sol to do (Fig. 3.7.1).28 Schumann
often uses this triumphant interval to engender an atmosphere of happiness.
Schumann creates constant wavelike arpeggios in the piano accompaniment
(Fig. 3.7.1), representing the movement of the cradle; the baby is resting in the cradle
and the woman is rocking it gently. The pianist is expected to play lightly and with
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facility, promoting a childlike soundscape. The vocal melody is in gigue rhythm,
which generates a happy mood and indicates the woman’s pleasure in becoming a
mother.

Figure 3.7.1. “An meinem Herzen, an meiner Brust,” mm. 1-6

The texture of the piano accompaniment does not change until m. 26 (Fig.
3.7.2), at which point her baby looks up and smiles at the mother. The gentle,
wavelike arpeggios give way to staccato chords in a faster tempo, suggesting that the
woman is intensely enjoying the intimate interaction with her baby.
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Figure 3.7.2. “An meinem Herzen, an meiner Brust,” mm. 24-41

In the piano postlude, the arc-like shape of the top voice mirrors the
increasingly languid motion of the cradle as it slows, and the music returns to a slower
tempo, Langsamer. In the last four measures of the song, the continuous downward
motion of the melodic contour accompanied by the composer’s instruction of
ritardando suggests a scene in which the woman is gently laying her sleeping baby on
the bed (Fig. 3.7.2).
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8. “Nun hast du mir den ersten Schmerz getan”

In the concluding song, the woman is mourning the death of her husband. His
passing has been painful for her, and she feels as if her heart has died as well. Without
him, the world feels desolate and ‘void’.
The song is written in a declamatory style with a through-composed structure.
The opening D minor chord, struck with a shocking sforzando, sounds like a funeral
bell ringing at a nearby church. The tonality of D minor evokes a mood of despair,
meanwhile, falling octave bass notes in mm. 3-4 contributes to the sorrowful
atmosphere of the song (Fig. 3.8.1).
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Figure 3.8.1. “Nun hast du mir den ersten Schmerz getan,” mm.1-10

In order to accentuate the text, “the deserted one stares ahead, the world is
void” and convey the woman’s feelings of anguish and emptiness, Schumann crafts a
falling vocal line that emulates sobbing (mm. 7-9, Fig. 3.8.1), followed by a leap up to
the chromatically altered note for “void.” This D-flat is held for most of m. 10 to
highlight the emptiness surrounding the grieving widow. The harsh, nonfunctional
chords in the piano part, some of which are fully diminished sevenths, add to the
gloomy atmosphere.
The lengthy postlude of the song cycle is a reprise of the opening song. This
recurring material might imply that the woman is reliving the past with her beloved
through her memories. Their love journey replays in her mind much like a movie,
from the moment she recognized her feelings for him, through hearing his confession
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and celebrating matrimony, to the eventual moment they became parents. All the
happy recollections act as a counterpoint to the reality that he is no longer with her,
and the cycle ends as it begins, on a note of uncertain sorrow.
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CHAPTER IV
FORMAL ANALYSIS OF DICHTERLIEBE, OP. 48

Dichterliebe, also known as “The Poet’s Love,” is based on the collection of
lyric poems entitled Lyrisches Intermezzo by German poet Heinrich Heine, which
consists of sixty-six poems. Schumann originally grouped twenty of Heine’s poems
into a set, but only sixteen were included in the first edition.
This song cycle was composed a few months before the composer’s marriage
to Clara, when he felt anxious about being separated from her. The poems portray the
tragedy of a romantic relationship from its inception to its bitter end, and Schumann’s
musical arrangement is therefore filled with the “duality of joy and pain.”
The most remarkable features of this song cycle are its intensity and simplicity
of emotional expression. Schumann modifies some phrases of the text to fit his
creative ideas, and the piano accompaniment not only conjures the mood of each
poem through tonality and harmony, but also offers the appropriate word-painting to
echo or mirror the text. Most of the songs in this cycle include a prelude and a
postlude, all of which may be interpreted with great individuality; similarly to
Frauenliebe und -leben, the extended piano postlude of Dichterliebe reviews the
poet’s spiritual journey to provide a summation and a sense of closure. In addition,
Schumann’s music exhibits romantic irony, which is often produced through conflicts
between dream and reality, abrupt dissonances, or unexpected shift in mood.

43

1. “Im wunderschönen Monat Mai”

The focus of the first song in the cycle is the poet’s declaration of love. The
poet confessed his desire and longing to his beloved in the height of springtime, when
“the flowers were blooming and the birds were singing.” The text indicates the poet’s
delightfully loving mood, but Schumann does not create a musical setting consistent
with the poet’s attitude. The tonality of the piano part is somewhat ambiguous,
vacillating between F# minor and A major. If F# minor can be considered indicative
of a depressing atmosphere, and A major indicative of a happy atmosphere, Schumann
proposes an internal struggle between depression and happiness in his music, as
demonstrated by the alternating keys. Perhaps this uncertain tonality implies that the
poet’s love may not be rewarded at the end of the song cycle.
The introduction of this song features unexpectedly dissonant harmonies. A
non-harmonic C-sharp pickup opens the song and is suspended over B minor chord in
m. 1, eventually settling on B during the second beat (Fig. 4.1.1). The C-sharp in the
top voice and the D natural in the bass form a strong dissonance, which is repeated
multiple times and is inconsistent with the pleasant mood of the text.
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Figure 4.1.1 “Im wunderschönen Monat Mai,” mm. 1-6

The piano accompaniment provides several instances of text-painting in
addition to the background harmonies. Schumann employs the piano to depict the
sounds of nature such as flowers and birds, alluding to Heine’s comparison of the
poet’s enthusiasm to “the burst buds” and “the singing birds.” For instance, in m. 7,
the bouncing melodic contour – B skips to D and then immediately drops to F-sharp –
underneath the phrase “Knospen sprangen” (“buds burst”) reflects the growth stage of
the flower, which can also be considered an apt metaphor for the sprout of the poet’s
love (Fig. 4.1.2). Another successful portrayal of the text is seen in mm. 9-12 (Fig.
4.1.2), wherein the voice is given ascending stepwise notes and the piano is assigned a
continuous upward arpeggiated line under the words “meinem Herzen” (“my heart”)
and “Liebe aufgegangen” (“love risen”), accompanied by crescendos, emphasizing
the blossoming of the poet’s love. The same figuration in the second stanza (mm.
20-23) underlines the poet’s “longing and desire.”
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Figure 4.1.2 “Im wunderschönen Monat Mai,” mm. 7-13

All of the musical components from the first stanza are repeated in the second
stanza. The song ends on an unresolved broken C-sharp dominant seventh chord (Fig.
4.1.3). The absence of cadential closure conjures a sense of unfinished business,
allowing the vocalist to transition into the second song. Schumann’s use of unresolved
harmonies and the half-cadence ending fully echo the poet’s desire and longing for
love.

Figure 4.1.3 “Im wunderschönen Monat Mai,” mm. 23-26

The pianist should keep the fingers close to the keys at the beginning of this
song in order to evoke a tender, smooth tone, making the arpeggios float instead of
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playing them as on a percussion instrument.29 Schumann permits the piece to be
played with rubato;30 the performer should preserve perfect rhythm in the first half of
each measure and add slight improvisatory rubato in the second half.

2. “Aus meinen Tränen sprießen”

The poet expresses his expectation of a loving response from the girl he adores
in the second song. The mood of longing in the previous song continues in this one.
“Aus meinen Tränen sprießen” consists of four phrases and in AABA form. In
the first two phrases, the poet states that his tears turn into “full-blown flowers” and
his sighs turn into “a nightingale chorus,” which may be interpreted as the
transformation of negative thoughts into positive ones. Therefore, Gerald Moore
indicates that the downward stepwise motif of the piano accompaniment (mm. 1-2,
Fig. 4.2.1) should include light and airy qualities, inspired by the “flowers” and
“nightingales,” rather than dwelling on the “tears” and “sighs.”31 The tonal center of
A major effortlessly captures the poet’s hopeful tone. In addition, each phrase
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concludes with elaborate text-painting, in which the downward thirds with short-long
rhythm emulate birdsong (mm. 3-4 and 7-8, Figure. 4.2.1).

Figure 4.2.1 “Aus meinen Tränen sprießen,” 1-17

The musical material changes in the third phrase, where the descending
chromatics in the piano obfuscate the tonality (mm. 9-10, Fig. 4.2.1). This
arrangement reveals the poet’s nervousness as he asserts, “If you love me, I will give
you all.” The subsequent staccato chords (mm. 11-12) indicate that his statement of
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affection is exceedingly careful. The poet’s caution is eased by the jaunty dotted
rhythmic arrangement in m. 13, after which the music returns to its original blithe
atmosphere.

3. “Die Rose, die Lilie, die Taube, die Sonne”

In the joyous third song, the poet tells his beloved that she is the source of all
the beauty in nature, exemplified by his comparison of her to flowers, a dove, and the
sun. He asserts that his love for her transcends his passion for the natural world.
Schumann creates the music in a simple linear fashion, both in harmony and
rhythm, which is in line with Heine’s straightforward statement in his poem. The
constant sixteenth notes sound like the poet’s confident steps (Fig. 4.3.1), as if he is
striding through in the garden. Similar to the manner in which the piano sometimes
represents the sound of nature in the previous two songs, the countermelody played by
the piano’s left hand in “Die Rose, die Lilie, die Taube, die Sonne” sounds as if the
beauty in nature is responding to the poet’s call. In terms of the interpretation, the
pianist must produce a crispy sound through somewhat dry articulation, in order to
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show the poet’s passion and excitement.

Figure 4.3.1 “Die Rose, die Lilie, die Taube, die Sonne,” mm. 1-7

A musical sigh with ritardando distinguishes the last, most significant word of
the text, “Eine” (“the one”), highlighting the poet’s profound love (m. 16, Fig. 4.3.2).

Figure 4.3.2 “Die Rose, die Lilie, die Taube, die Sonne,” mm. 16-22

A bassline is added in the piano postlude, and the leaping octaves underscore the last
two firm staccato chords (Fig. 4.3.2), in which the poet’s faith love is rewarded: she is
mine! Furthermore, the top note of the last chord is a chordal third, which causes an
imperfect authentic cadence, creating a sense of incompleteness.32
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4. “Wenn ich in deine Augen seh’”

In the fourth song, which is set in a 3/4 waltz rhythm, the poet expresses all his
ardent sentiments about love. The melodic contour and accompaniment structure are
similar to the second song. The difference is that, in the second song, the poet conveys
his expectation of his beloved’s responses, while in “Wenn ich in deine Augen seh’,”
the poet is elated by her reciprocity, including her healing kiss, and the words “it’s
you I love.”
Several composition methods are used by Schumann to highlight the above
keywords. To indicate the significance of the poet’s beloved’s gaze, Schumann
emphasizes the words “deine Augen” (“your eyes”) with dotted rhythms and a
relatively higher note, and builds an imitative arc-shape of the melody in the piano
accompaniment, underscored by the arc-like crescendo and decrescendo (mm. 1-2,
Fig. 4.4.1). The pauses in m. 3 echo to the poet’s statement of “my sorrow flies.”
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Figure 4.4.1 “Wenn ich in deine Augen seh’,” mm. 1-8

At the words “when I kiss your lips,” the tonality modulates to F major, which
conveys a jubilant atmosphere. Schumann underlines the poet’s happiness at the
prospect of his true love’s kiss by using the successive crescendos to drive the music
to the song’s highest note thus far, F natural (mm. 5-6, Fig. 4.4.1), on the word
“Mund” (“mouth”).
The dramatic climax occurs in m. 13 (Fig. 4.4.2), wherein the poet’s beloved
tells him, “I love you.” Perhaps the poet felt some nervous anticipation, because
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Schumann uses a stressful G-sharp diminished seventh on the word “sprichst” (“say”)
to break his excitement. The diminished harmony continues in a downward arpeggio
with ritardando, prolonging the tension until the woman’s confession of love. This
arrangement maintains the poet’s melancholic view of love: despite his bliss at her
healing kisses, as a consequence of their mutual affection, the poet must “weinen
bitterlich” (“weep bitterly”).33 The sudden silence in the vocal line (m. 13) also
implies the shift in his mood from joy to introspection.

Figure 4.4.2 “Wenn ich in deine Augen seh’,” mm. 12-21

Schumann skillfully paints the poet’s weeping with a downward melodic contour
from C to G in mm. 14-16, and the word “bitterlich” is also underlined by extending
the melodic note B natural.
33
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The rhythmic motif in the postlude hearkens back to the opening
accompaniment material, reminding the listener of the poet’s bliss while the staccato
chords illustrate his bitter tears. Non-harmonic D natural notes in m. 17 and m. 19
further emphasizes the poet’s angst (Fig. 4.4.2).

5. “Ich will meine Seele tauchen”

The fifth song is full of amorous excitement, in which the poet desires to
plunge his soul into “the lily’s chalice” in order to experience intimate communion
with “the lily.” Heine’s depiction of the shape of a lily as a chalice combines the
ever-present theme of nature with religious iconography, and given the notion that
“the lily” represents the poet’s sweetheart, it affirms his veneration of her. The song is
written in strophic form.
Dense arpeggios in the piano accompaniment not only resemble the waves of
baptismal water, but also visually embody the words “schauern und beeben”
(“tremble and quiver”), both of which convey the poet’s anticipation (Fig. 4.5.1). The
tonality, on the other hand, is in a minor key, suggesting the previously mentioned
sorrowful mood; the feeling of sadness is probably related to the uncertainty of his
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relationship with his beloved. In terms of technical interpretation of the swinging
arpeggios, the pianist should pay attention to the pedaling and use a light touch in
order to create smooth, floating phrase shapes.

Figure 4.5.1 “Ich will meine Seele tauchen’,” mm. 1-7

Schumann’s frequent use of the circle-of-fifths harmonic sequence in this song,
which often begins with a diminished seventh chord that produces tonal instability,
may also reflect the poet’s uncertainty. For instance, the chord progression in mm. 1-2
and mm. 3-4 is C#ø7 – F#Mm7 – Bm5 (Fig. 4.5.1), and the following measures feature
Eø7 – AMm7 – DM7 – GM7 – C#ø7. These sequences of seventh chords perpetuate a
feeling of restlessness and motion without resolution.
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In the postlude, the vocal line passes the melody to the piano’s lowest voice;
therefore the pianist is expected to highlight the bassline (Fig. 4.5.2). The falling
chromatic and stepwise motions of top voice in mm. 18-19 depict the poet’s feelings
of depression, and the melody gradually fades away in the following measures,
implying that his sweetheart is becoming distant.

Figure 4.5.2 “Ich will meine Seele tauchen’,” mm. 14-22
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6. “Im Rhein, im heiligen Strome”

In the sixth song, the poet depicts a painting of Madonna in the Cologne
Cathedral; the Madonna, who is surrounded by numerous flowers and angels, bears a
similar appearance to his lover. The poet compares his lover to the Virgin Mary,
Queen of Heaven, which exemplifies the depth of his love and veneration.
Schumann’s musical arrangement in terms of the text-painting is fascinating.
The stepwise melodic line evokes a Baroque hymn, while the thick, accented octave
bass is reminiscent of the pedal of a church organ, reaffirming the setting of the
Cologne Cathedral. The Rhine River is portrayed as a series of downward arpeggios
with a lilting, long-short rhythmic pattern (Fig. 4.6.1). The second stanza is given a
gentler dynamic and thicker texture with the lilting Rhine motif presented in octaves
and the downward arpeggios becoming narrower, circular gestures (mm. 17-21),
drawing the audience’s attention to the holy picture of the Virgin Mary.
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Figure 4.6.1 “Im Rhein, im heiligen Strome,” mm. 1-23

Before the third stanza enters, Schumann presents a twisted interlude with
consecutive diminished seventh chords accompanied by a descending melodic motion
in the bass, which seems to herald a heartbreaking moment (mm. 28-30, Fig. 4.6.2).
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Figure 4.6.2 “Im Rhein, im heiligen Strome,” mm. 24-31

The extended postlude recalls the opening material, but a variety of potential
interpretations are possible. The downward movement of arpeggios here, for instance,
depicts the poet kneeling before the image of the Virgin Mary in Cologne Cathedral
piously. Furthermore, nine measures of the downward-stepping octaves and falling
melodic contour foreshadow the dark and somber atmosphere of the next song (Fig.
4.6.3).
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Figure 4.6.3 “Im Rhein, im heiligen Strome,” mm. 40-58

7. “Ich grolle nicht”

This seventh song is full of disappointment, due to the fact that the poet’s
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lover has betrayed him. Repeated percussive chords with heavy accents in the piano
accompaniment contribute to the mournful mood and internal tension. Richard Miller
points out that the inner emotion of the poet is one of regret and pain, rather than
outwardly-directed rage and destruction.34
The poet declares at the beginning of the song, “I bear no grudge, though my
heart breaks.” To accentuate the word “Herz” (“heart”), Schumann uses a prolonged
A-flat accompanied by a non-harmonic half-diminished seventh chord on the piano.
This dissonance and chromatic alteration build maximum tension for the dark text of
the poem (m. 3, Fig. 4.7.1).

34
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61

Figure 4.7.1 “Ich grolle nicht’,” mm. 1-18

The text “Ewig verlor’nes Lieb” (“loved one forever lost”) is repeated in a
higher register, emphasizing the poet’s heavy heart as he recognizes the end of the
relationship. At the same time, the unsettling sequence of seventh chords and the
descending octaves in the accompaniment enhance the mood (mm. 5-8, Fig. 4.7.1).
The displeasure of the poet is heightened when he realizes the fact that the beauty of
his beloved cannot conceal the darkness within her soul. Schumann amplifies the
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intensity and discord of the scene by writing forte octaves on the second beat to
combat the accentuated downbeats (mm. 12-16, Fig. 4.7.1).
The word “Herz” is stated five times in this song (mm. 3, 16, 21, 25, and 27),
the interval of the melodic leap increasing with each successive repetition, leading to
the pinnacle at the final repetition of “Herzen.”35 Furthermore, falling harmonies in
the piano accompaniment contrast with upward leaps in the vocal melody in mm.
22-27 (Fig. 4.7.2), generating conflict that amplifies the poet’s sensation of discomfort
and distress at his beloved’s betrayal.

Figure 4.7.2 “Ich grolle nicht’,” mm. 19-28

The rhythmic texture remains constant until the end of song, and the incessant
eighth-note chords denoting the poet’s unresolved stress. Although he continually

35
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claims that “I bear no grudge,” this statement belies his grief and disappointment as
the last three forte shock chords demonstrate (Fig. 4.7.3).

Figure 4.7.3 “Ich grolle nicht’,” mm. 35-36

8. “Und wüßten’s die Blumen, die kleinen”

The poet informs the flowers, the nightingales, and the stars of his sorrow and
suffering in this song, which sustains the anxious tone of the previous song. The
disheartening mood of lost love pervades this song, in which the melodic line and
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piano accompaniment repeatedly descend (Fig. 4.8.1).

Figure 4.8.1 “Und wüßten’s die Blumen, die kleinen’,” mm. 1-5

The song is structured in strophic form, and the first three stanzas share the
same musical material in both the voice and the piano parts. The flowers, nightingales,
and stars are represented by the fast, fluttering accompaniment, which changes
depending on the content of the verse. The series of tonicizations in the fourth stanza,
A minor – D minor – F major – A minor (mm. 24-32, Fig. 4.8.2), highlight the text
“she it was who broke my heart,” although the melodic and rhythmic components
remain consistent with the previous stanzas.
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Figure 4.8.2 “Und wüßten’s die Blumen, die kleinen’,” mm. 24-37

The song reaches a climax at m. 31 with the repetition of the text “Zerrissen
mir das Herz” (“broke my heart in two”). The suspended C natural distinguishes the
painful word “Zerrissen,” portraying that heartrending moment (Fig. 4.8.2). The
subsequent chromatic components in both the voice and the piano parts enhance the
uneasy atmosphere.
The piano pattern eventually changes in the agitated postlude (Fig. 4.8.2). The
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large leaps in the triplets appear to mirror the poet’s wounded heart. The arc-shaped
phrases, accompanied by crescendos and sforzandos, sound like a storm of distraught
emotions, increasing the sense of hopelessness and anger.

9. “Das ist ein Flöten und Geigen”

A joyous wedding scene is depicted in the ninth song. This is the wedding day
of the girl whom the poet adores, but unfortunately, he is not the groom.
All of Schumann’s musical arrangements derive from the poem itself. The
cheerful waltz rhythm and the busy piano accompaniment present a wedding dance,
yet the tonality is in D-minor, which engenders a sense of melancholy and irony (Fig.
4.9.1). The pedal point of the piano accompaniment sounds like percussive drums
beating his broken heart, the tight rhythm of the repeated chords seems to laughingly
mock his experience, and the constant sixteenth notes unnerve him.36

36
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Figure 4.9.1 “Das ist ein Flöten und Geigen,” mm. 1-10

Schumann creates a private and special moment for the text “Dazwischen
schluchzen und stöhnen” (“between the sobs and moan”) towards the conclusion of
the vocal portion. The melodic note of the word “Schlachzen” (“sob”) remains on
B-flat (m. 59, Fig. 4.9.2) instead of the step up to C natural in the first stanza (m. 26),
clashing with the doubled C in the bass and underlining the poet’s despair.
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Figure 4.9.2 “Das ist ein Flöten und Geigen,” mm. 57-84

In the postlude, Schumann offers the top voice of the piano three measures of
new material – wave-like arpeggios. The ascending and descending arpeggios
represent the ups and downs of emotion presented in the previous eight songs (mm.
65-68, Fig. 4.9.2), followed by a repetition of the piano’s introduction that maintains
the hopeless atmosphere. Perhaps the poet is still in a state of agitation, unwilling to
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accept the fact that his beloved has married another. The descending chromatic
octaves in the last five measures of the postlude reinforce his sentiments of anguish
and sorrow (mm. 80-83, Fig. 4.9.2).

10. “Hör’ ich das Liedchen klingen”

The tenth song of the cycle depicts a poet who is still mired down in hopeless
love even though his lover has married someone else, and the song she used to sing is
still able to evoke his feelings of longing. He is filled with utter despair, which drives
him to weep in the woods. The despondent atmosphere of the previous song carries
over to this one.
“Hör’ ich das Liedchen klingen” begins with descending arpeggios in the
tempo of Langsam (slowly), which portray the poet’s teardrops. The sixteenth-note
rests bring a sense of space between tears, as if he is attempting to control his sobs by
taking deep breaths (Fig. 4.10.1). Gerald Moore identifies the four-measure
introduction as the song his beloved sang, which is the impetus for his heartbroken
ruminations.
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Figure 4.10.1 “Hör' ich das Liedchen klingen,” mm. 1-6

In terms of pianistic interpretation, the performer should pay close attention to the
syncopated tied notes, and strive to create a mournful legato across the tied melody in
the top voice.
Schumann adds a fourth voice to the postlude, increasing the weight of despair.
The melodic outline of the entire postlude displays a downward trend, whereas the
inner voice of mm. 23-25 provides a chromatically ascending passage (Fig. 4.10.2).
The poet’s “übergrosses Weh’” (“overwhelming grief”) is reflected in the tension
between these two voices.
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Figure 4.10.2 “Hör' ich das Liedchen klingen,” mm. 19-30

In m. 26 (Fig. 4.10.2), the altered rhythmic pattern and the wandering sixteenth notes
in downward motion conjure an image of the poet running toward the deep forest,
while his lover’s song fades way.

11. “Ein Jüngling liebt ein Mädchen”
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In this song, the poet narrates a sarcastic story somewhat similar to his own: a
boy fell in love with a girl who was in love with another guy, while he, ironically,
adored a different girl. This web of emotions culminates with the first girl marrying
the first boy she meets. The poet uses this story to scorn his former lover, asserting
that it was irrational for her to leave him, but in truth, he was the only one who was
wounded.
The piano part sounds like a clumsy impression of dance music, produced by
syncopations (accents in the wrong places) in the top voice and a bouncing bass line
with irregular rhythm (Fig. 4.11.1). The poet’s jealousy is reflected in this
arrangement’s unsettled and ironic atmosphere, while his contempt is conveyed by the
frenetic motions in the bass.

Figure 4.11.1 “Ein Jüngling liebt ein Mädchen,” mm. 1-5

The text-painting is mostly seen in mm. 19-23 (Fig. 4.11.2). Schumann repeats
the ascending bass line to replicate the man’s walking motion for the text “the first
man who comes her way.” The following three portato chords are meant to illustrate
the words “übel dran” (“badly hurt”).
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Figure 4.11.2 “Ein Jüngling liebt ein Mädchen,” mm. 15-24

The music reaches its apex in the final vocal phrase (mm. 29-32, Fig. 4.11.3),
with the poet describing how the sorrow of losing a loved one has crushed his heart.
The vocal melody moves up a half step from a suspended D-flat to D natural,
reflecting the poet’s envious feeling. Schumann arranges a number of complex
harmonies to enhance the poet’s mood. Moreover, a diminished seventh chord
accentuates the word “bricht” (“breaks”).

Figure 4.11.3 “Ein Jüngling liebt ein Mädchen,” mm. 29-33

The postlude, unsurprisingly, revisits the opening material. Richard Miller
advises the pianist to play the postlude in a straightforward narrative manner, with no
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rubato or ritardando.37

12. “Am leuchtenden Sommermorgen”

The twelfth song of this cycle describes a scene in which the poet wanders
alone in the garden on a “beautiful summer morning,” still troubled by his grief, while
the flowers around him pity his hopeless situation and try to comfort him.
The evocative motif in the accompaniment is reminiscent of the tenth song,
wherein the poet is immersed in misery over the loss of his lover. In “Am leuchtenden
Sommermorgen,” Schumann uses the piano arpeggios to symbolize sunshine falling
from the sky in the first stanza and whispering flowers in the second, exhibiting his
customary romantic stylings (Fig. 4.12.1).

Figure 4.12.1 “Am leuchtenden Sommermorgen,” mm. 1-2

37
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Schumann occasionally employs certain unexpected harmonies to convey a
special underlying message. For instance, rather than a general tonic, the song opens
with a German augmented chord (Fig. 4.12.1), countering the romantic atmosphere
produced by the descriptive piano motif, signifying the poet’s desperate state. Notably,
the same augmented chord is employed to underline the words “blasser Mann” (“pale
man”) at the end of the vocal phrase (m. 18, Fig. 4.12.2).
To reinforce the mood of the text, the tonality modulates to the distant key of
G major in m. 17, and the tempo marking changes to Langsamer (slower) (Fig.
4.12.2); the major tonality fosters a delicate and tender ambiance. In the poet’s reverie,
the flowers speak to him with soothing words, attempting to distract him from his
negative thoughts.

Figure 4.12.2 “Am leuchtenden Sommermorgen,” mm. 15-20

The poet’s hopeless mood spirals out of control in the postlude, with climbing
syncopated lines in the upper voice – C to F and B-flat to F in mm. 23-26 (Fig. 4.12.3).
The top voice seems to have been inspired by the syncopations at the conclusion of
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the tenth song. Later, in m. 27- 28, a falling motion followed by a postponed cadence
depicts a scenario in which the poet feels unable to move forward.

Figure 4.12.3 “Am leuchtenden Sommermorgen,” mm.21-30

It is important to highlight that the pianist must be deliberate while dealing
with the arch of crescendo and decrescendo “< >”. In Schumann’s writing, the “<”
typically signifies crescendo and an expectation to pull the tempo back slightly,
whereas the “>” means decrescendo and a slight increase in tempo.38 The musical
material at the top of the arch is frequently stressed and should be played with a
slightly tenuto.
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13. “Ich hab’ im Traum geweinet”

The thirteenth song, “Ich hab’ im Traum geweinet,” depicts the poet’s three
dreams, all of which made him wake up crying: the death of his lover, the story of
betrayal, and the fantasy that his beloved still cherishes him. The feeling of despair
haunts him even in the dream.39
The song is written in modified strophic form. The recitative vocal line
mournfully opens the song. In the first two stanzas, the piano responds to the vocal
part; this is significant because, rather than simply providing harmonic support, the
instrument engages in a dialogue with the voice (Fig. 4.13.1). The pianissimo staccato
chords evoke a funerary atmosphere.
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Figure 4.13.1 “Ich hab’ im Traum geweinet,” mm. 1-11

Schumann introduces a motif of the poet’s “tears” in this song, similar to that
of word “Herz” in the seventh song. The words “geweinet” (“wept”) and “Träne”
(“tears”), which feature often in the poem, are represented by two notes that form an
interval of a second (Fig. 4.13.1). Another text-painting arrangement is shown in
mm.5-6 (Fig. 4.13.1) and mm. 16-17, wherein the descending scale G♭-F♭-E♭-D♭ (in
both the vocal line and the inner voice of the piano) is intended to depict the
descriptive words “lägest” (“lying”) and “verliessest” (“leaving”), full of
unhappiness.
Before the third stanza, the piano rhythmic pattern changes to a more stable
state and the melodic theme first arises in the piano part (mm. 22-24, Fig. 4.13.2). The
prolonged tonic chord (C# minor) and the arch of crescendo and decrescendo
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maintain an air of grave sadness.

Figure 4.13.2 “Ich hab’ im Traum geweinet,” mm. 20-38

The most desperate moment comes in the final phrase, “Strömt meine Tränenflut”
(“my tears stream”), driven by sustained chromatic chords accentuated by rhythmic
stress in mm. 29-31 (Fig. 4.13.2).
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14. “Allnächtlich im Traume”

The fourteenth song is also a description of the poet’s dream. In one
particularly fascinating passage of the poem, his beloved gives him “a bouquet of
cypress” in the dream, but “the cypress is gone” when he wakes up, implying that the
poet is ready to bid farewell to his lost love.
This song follows the same strophic form as the previous one. However,
unlike the mournful minor key of “Ich hab’ im Traum geweinet,” the tonality of
“Allnächtlich im Traume” is firmly fixed in B major throughout the piece, bringing
intense color and passion that may indicate a mixture of fondness and regret; perhaps
the poet is moving beyond pure sorrow.
The downward tendency of the melodic notes implies sadness, while the
energetic intervallic leaps offer a brighter color. The abundant rests in the melodic line
appear to convey a calm mood,40 implying that the poet is finally shedding his intense,
unpleasant emotions (Fig. 4.14.1). The piano part not only provides harmonic support
but also doubles the vocal melody in the treble line, which contrast its role of echoing
40

Moore, Poet’s Love, 22.
81

the funeral ambiance in the previous song.

Figure 4.14.1 “Allnächtlich im Traume,” mm. 1-13
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15. “Aus alten Märchen”

This song depicts a fairyland of many colors and fantastic images to which the
poet longs to travel in his dream, freeing himself from his suffering and heartbreak.
“Aus alten Märchen” builds upon the mood of the previous song, indicating that the
poet may be willing to give up on the hopeless relationship, as well as his beloved.
As the poet describes the dazzling wonders of his dreamland, the song starts in
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the bright key of E major with a cheerful, lively rhythm in 6/8. In m. 17, the
homophonic piano accompaniment is altered to echo the text of the second stanza (Fig.
4.15.1). The short staccato notes in a thin texture present a lighthearted atmosphere,
aptly conveying the image of “flowers blooming in golden evening light.” A similar
arrangement is constructed in the fourth stanza to present the vitality and passion of
the “blue sparks” and “red fires.” According to Gerald Moore, it is imperative for
pianists to show articulation clarity and rhythmic accuracy in order to properly convey
the effervescent staccato sounds.41

Figure 4.15.1 “Aus alten Märchen,” mm. 15-24

The most dramatic passage occurs in the sixth stanza (mm. 57-68, Fig. 4.15.2),
where Schumann employs a series of sustained seventh chords to herald the coming
climax – G-sharp major minor seventh, A-sharp major minor seventh, and B major
minor seventh. The increasing intensity of the passage is well-suited to the text
“springs burst loudly from living marble.”
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Figure 4.15.2 “Aus alten Märchen,” mm. 58-74

The musical tone shifts abruptly in the final two stanzas, as the poet expresses
his desire to be “blissful and free” in the “land of joy.” The musical content is an
augmented opening theme with a rhythmic arrangement that suggests two beats per
measure (mm. 69-103, Fig. 4.15.2). Following Schumann’s instruction of the tempo
Mit innigster Empfindung (with most inward feeling), a peaceful and bittersweet
sensation arises.
The piano postlude revisits the lively, childlike melody of the opening. The
lengthy chords in the last four measures appear to depict the gradual dissolution of the
fragile foam dream as the poet slowly awakens (Fig. 4.15.3).
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Figure 4.15.3 “Aus alten Märchen,” mm. 99-113

16. “Die alten, bösen Lieder”
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In this concluding song of the cycle, the poet expresses his desire to bury the
grief of his past (including the “bad old songs” and dreams) in the grave. The text
calls for giants stronger than the statuaries of the “Cologne Cathedral on the Rhine,”
ironically recalling the sixth song, in which the poet compares his beloved to the
Virgin Mary in Cologne Cathedral.
To echo the poet’s forthright declaration, Schumann composes a piece of
forceful, direct music. The brief introduction not only sets the tone for the opening
vocal melody, but also serves as a bugle call announcing the end of the poet’s story of
love (Fig. 4.16.1).
Figure 4.16.1 “Die alten, bösen Lieder,” mm. 1-5

The long-short-short rhythmic pattern in the piano’s bassline evokes the
footsteps of the giants, showing Schumann’s descriptive skill (Fig. 3.16.1). In the
third and fourth stanzas (mm. 16-35), the bassline is given a thick texture and upward
arpeggiated movement (for instance, mm. 16-17, Fig. 3.16.2), reinforcing the poet’s
determination to bury his past love.
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Figure 4.16.2 “Die alten, bösen Lieder,” mm. 15-24

In the fifth stanza, the musical tone adopts a darker tone fit for a funeral. To
depict the text “they shall bear off the coffin and sink it in the sea,” Schumann
accentuates the weak beat notes, and each measure includes a harmonic transition
from minor to major. These unstable rhythms and harmonies represent the coffin, full
of the poet’s desperate history, sinking deeper into the sea (mm. 36-39, Fig. 4.16.3).
The word “hinab” (“down”) is underlined by half-step neighbor tones G#-G. The
phrase eventually comes to a close on an A-sharp diminished seventh chord with
sforzando and fermata, implying that the poet’s sadness has at last been interred into
the depths of the grave.
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Figure 4.16.3 “Die alten, bösen Lieder,” mm. 34-43

The postlude of this song cycle is quite long, and the musical material is
similar to that of the twelfth song, including ascending suspended notes in the top
voice, downward arpeggios, and sober basses (Fig. 4.16.4). Perhaps this is the poet’s
recollection of wandering in the garden, speaking to and being healed by nature. The
melismatic setting in mm. 59-60, which exhibits Schumann’s romantic expression,
does not conclude the song cycle as expected. Instead, Schumann crafts a lengthy
coda, in which the hovering figuration is repeated, suggesting that the poet is
pondering his past deeds, unable to fully let go of his personal history.
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Figure 4.16.4 “Die alten, bösen Lieder,” mm. 53-67
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CHAPTER IV
CONCLUSION

Robert Schumann’s ability to gracefully articulate the intent of the poets
whose texts he used in his music is attributed to his knowledge and appreciation of
literature. His literary sensibility also contributes to his poetic imagination, making
his music distinctive and interesting.
In Schumann’s song cycles Frauenliebe und -leben, Op. 42, and Dichterliebe,
Op. 48, the piano accompaniment is the most notable aspect, because it not only
serves as the mood-setting background, but also provides the musical flow and the
literal meaning of the poem through exquisite text painting. These structural and
aesthetic aspects elevate the piano accompaniment to a level of importance equal to
that of the vocal line.
When performing these two song cycles, the pianist is expected to exemplify
widely divergent emotions. Understanding the structure and elements of the music
such as melodic contours, chromatic alterations, and obvious dissonances, is of the
utmost importance. These mood-based and technical requirements contribute to the
portrayal of each poem’s meaning and nuance. In addition to interpreting the various
images and emotions in the poem, a successful performance necessitates that the
pianist pay attention to the singer’s breath; the goal is to maintain the flow of music
while permitting the singer to breathe. Mastering the collaborative, technical, and
artistic processes needed to perform Schumann’s exquisite song cycles requires skill
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and effort, but the reward is a poignant and engrossing illustration of the cycle’s
narratives through the union of voice and piano.
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