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PREFACE

I am very grateful to.Dr. Martin Miess of the Foreign Language
Department of Eastern Illinois University for his invaluable assistance
in the translations which appear in the appendixes of this paper and

to Dr. Alan Aulabaugh of the Departmenrt of Music for his encourage-

ment and technical assistance.




CHAPTER I
THE PROBLEM

This paper is an analysis of the musicel form, a comparison of
the translations, and an interpretation of Robert Alexander Schumannts

song cycle, Dichterliebe (Poet's Love), Opus 48, presented in recital

on May 5, 1959. A.brief sketch of the events that influence and facts

that stem from this cycle is included to help gain a more thorough

understanding of the work.



CHAPTER IT
GEWERAL REMARKS
I. SCHUMANK

Robert Alexander Sthumann (b. June 8, 1810, d. July 29, 1856)
aspired to a concert pianist career, but a permanent injury to his right
hand ended this hope when he was twenty. Schunann then turned to the
study of composition and in the decade which ended in 1839 had scored
twenty-three ' compositions for the piano. - In 1840 Schumann turned his
attention to a new medium--that of song composition. During this year,
which was one of prolificacj for Schumann, he composed about one-
hundred and fifty songs. . Why this sudden change in representative
medium for Schumann?.

“SChumanﬁ“s Eiographers represent him as caught in a tempest of
song, the sweetness, the doubt and the despair of which all are to

be attriruted to various emotions aroused by his love for Clara."l

Clara Wieck, a recognized concert pianist, was the daughter of
Schurann'®s old piano master, Friedrich Wieck.. James Hall states:

Then he saw a new heaven . . . this new vision was Clara! His

marriage to Clara Wieck, so long opposed by her father was in the
legal process of being sanctioned; and after many years of. both 2
eager and anxious waiting they were wedded on September 12, 1840.

ltgehumann, Robert,™ Encyclopaedia Britannica (1959), 20, 106.

2James Husst Hall, The Art Song (liorman: University of
Oklahoma Press, 1953), p. 60.
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II. ROMANTICISM AND THE LIED

The terms song and lied are used interchangeably when referring to
romantic period..

Klthough the music of the nineteenth century offers a wovemented
and varied spectacle, with a multitude of forees and components at
work . . .. what determined its course was the charnging relation-
ship of words and music. . . . the slow process from the purely
nusical approach to the music to the words to the music . .. . all
this took place in opera, oratorio, and cantata. This being the

" case, one can understand why the song . . . reached its real flour-

ishing in the early romantic era--a literary era of par excellerice
in the history of music.:

Many characteristics may be giver: to the lied composer of the

rormantic period.

The rowmantic composer likes to linger over single effects; he
revels in sonorities, in colors, instrumental and harmonicj; an
unusual rhythm fascinates him; the rippling tone of the piano, the
velvety smoothness of the human voice beguile him..

3Paul Herry Lang, Music in Western Civilization (Mew ¥York:.

W. W.. Norton and Compary, 1941), p. 779..

%zbid., p. 823.




ITI. SCHUMANN AND ROMANTICISM

Schumann composed when the spirit of romanticism was at its

peak..

The stylistic mark of . . . romantic lyricism, vocal and instru-
mental, is the concentrated expression in single melodies, the de-
lineation of a situation, and the establishient of mood in a few
measures, which is then retained for the duration of the piece
e o « o The theme or motif expresses a state of mind or mood which
is pernitted to live its full life within the modest frame. The
lyric Mausical moment"(moments musicaux)is before us most tyeically
in the pieces strung together by Schumann in cycles . . . Kinder-
szenen, Kreisleriana, Carnaval.@ﬁamo cycles composed prior to

184¢)°

IV. SCHUBERT, SCHUMKAKNN, AND WOLF

Franz Schubert, Robert Schumann, and Hugo Wolf were three ro-
mantic lied writers who dealt in the union of poetry and mu:sic, al-

though each did it in a different way; Schubert placed a great stress

on his melodies..

His instrumental accompaniment. . . . holds us permanently in the
mood of the idea wkile the voice . . . gives us its various im-
ages.. Paradoxical as it may seem, for this very reason and desnite
the great importance of the accompaniment, Schubert's melodies are
such finished entities that they can be sung unaccompanied and

will still give perfect aesthetic satisfaction . . . . for vhile
there were mary fine song composers after Schubert who divired

the secret of the Lied, the balance was gradually upset in favor

of the literary element..
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Sotme of his most sublime melodies were composed to poor poems, but
his ability to find in every instance the right antidote and his
recognition of the bogndaries of the song show how deeply he was
rooted in classicism.."

Wolf on the other hand placed -a greater‘stress on the poetry.

Wolf was essentially self-taught, and from his vantage point in
time he could examine in detail the lieder of Schubert, Schumann,
and Bralms.. To his poetic mind none of them had been fair to the
poet. They had all erred, even Sthumann whom he admired most, in
an undue emphasis of the music. . . . To Humperdirck he wrote:
YPoetry is the true source of music." He gave it first place, and

-wmore truly and more fully than any of his predecessors, he per-

‘mitted the poem to shape the song, not only in the large, but
particularly in the small details.’

Sthumann covers the middle ground between these two extremes..

\
Schumann reached his creative peak in his songs, in spite of the
value and wealth of his piano music. His legendary love story he
translated into a lyricism second only to Schubert's. . . . Ve
have noticed Schumannt's literary penchant.. No matter how purely
lyrical his song, in the cycles especially, their succession gives
us a picture of the development of mental experience.. In the union
of poetry and music and in the emphasis on the psychological moment,
Sthumann undoubtedly goes beyond Schubert. .. . .. Voice and instru-
ment form an indivisible unity. The piano stands in the most in-
timate relationship to the text and to the voice, often contribut-
ing more to the expression of the mood than the voice itself; the
many delicate postludes are a case in %?intm In this connection
Schumann showed the way to modern song.“

6L’ang, op. cit., p. 780ff.
"Hall, op.. cit., p. 112.

®Lang, op. cit., p. 824.



V. DICHIERLIEBE

Source.. If was during the last part of May in the final year of

his courtship that Schumann composed his song cycle Dichterliebe (Poet's
ILove),. Opus 48. Tt was thoroughly characteristic of Schumann to group
songs in a cycle. Earlier he had gathered together short pianoforte
pieces and had loosely bound them under a poetic pitle; with similar
freedom he made a circle of songs from the poems of a single poet.

The poems‘iﬂ the Dichterliebe are found in Heinrich Heine's Buch der

Lieder (Book of Songs) under the section entitled "Lyrisches Intermezzo"

("Lyrical Intermezzo®™), consisting of a prologue and sixty-five poems..
Heine,'one of Germany‘'s prominent lyric poets, wrote these poems curing
the years 1822 and 1823. It is in the "Lyrisches Intermezzo"™

..« « in which the poet confesses he has poured his anguish and
revealed his heart. There is no plot, no action; the poems flow
from a heart, which ohly occasionally sings of a love without sorrow;
there is a haunting refrain of the faithlessness of a loved one..
Remembered joys turn into bitter wounds that rankle. Choosing

the first four of these poems in sequence and then skipping through
the remaining . . . for twelve more, Schumenn personalizes by in-
venting;the "poet® and entitling his selection The Poet's Love.9

9Hall, op. cit., p. 69.




List of songs. The songs contained in the Dichterliebe cycle
arer |
1. Im wunderschonen Monat Mai (In the Wonderful Month of May)
2. Aus meinen Trznen spriessen (From My Tears Spring)
3. Die Rose, die Lilie, die Taube (The Rose, the Lily, the Dove)
L. Wenn ich in deine Augen seh% (Wher I Look inio Your Eyes)
5.. Ich will meine Seele tauchen (I Wish My Soul Was Dipped)
6.. Im Rhein, im heiligen Strome (In the Rhine, in that Holy River)
7. Ich grolle nicht (I Grudge Not)
8.. Und wissten's die Blumen (And Knew the Flowers)
9.. Das ist ein Floten und Geigen (There is a Fluting and Fiddling)
10.. HoOr ich das Liedchen (When I Hear the Tune).
11. Ein Jingling liebt ein Madchen (A Young Man Loves a Maiden)
12.. Am leuchtenden Soermermorgen (On the Shining Simmer Morning).
13. Ich hab im Traum gewéinet (I Have Been Weeping in Dreams)
1/,.. Allnéchtlich im Traume (Each Night in Dreams)
15.. Aus alten Mirchen (From Olden Stories).
16. Die Alten, bosen Lieder (Those 01d, Evil Songs).
Schumann originally intended four other songs as part of the

Dichterliebe but used them instead in Opus 127, Numbers 2 and 3 and

Opus 142, Numbers 2 and 4.10

lO"Sbhumann, Robert, "™ Grove's Dictionary of Music and Musicians
(5th ed.), VII, 611.




Poetry and music.-

In a letter of February 19, 1840, he said: "I am now writing
nothing but songs, great and small."™ He expressed his delight in
this as compared to instrumental composition and realized what mexn

ever since have found to be true, as he noted, "I have brought
forth quite new thimgs in this line.®ll

Vhat are these new things which Schumarnn contributed to the lied?

Franz:Liszt writes of Schumanr as a dweller in the worlds of both
music and letters; heretofore music and letters had been separated
as by a wall. ... . Heine's lyrics were just as Schumamm would
have written had he been able to corpose in verse as he did in
tone.. Thus he was drawn to a new poetry whose span was often very
short,. exquisitely veiled and delicate, again aflame with the cyn-
ic's sneer. It was not merely the "text, but the context" which
Schumann subtly divined. He seemed to be the poetts "double,™
following him in most extravagant fanfies and often extending

his meanings, intensifyirg his moods..

Schurarn¥s best work on the side of sertimentality ™. . .

appears in the settings of Heine's lyrics (especially the Dichterliebe)

e o » Which is strong in feeling.“13 It is his tonal relationship
with the poetic lines of Heine that set him apart in the field of

lied writing..

1 .
l"Hall, op. cit., p. 60.

12Ibid., p. 69.

lB"Sbng,m'EncycloDaedia Britannica (1959), 20, 989.




9
Examining Heine®s M"Lyrisches Ihtermezzo'™ it is found that all tut one
of the poems which Schumarn chose for his cycle--number three, "Die
Rose, die Lilie, die TaubeM"--are written in poetic strophes.. (See
Appendix C.) However, in only three cases does Schumann write his songs
in musical stirophes:: number one, "Im wunderschonen Monat Mai®; num-
ber five, "Ich will meine Seele tauchen™; and nrumber nine, "Das ist

ein Floten und Geigern.™ 1In two of these three he attempts to disrupt
the strophic form by some musical device—number one coxncl :des on a
half-caderce and zumber five irtroduces a new melody in the postlude.
Songs three, four, six, tern, eleven, fifteei, and sixteen are through-
composeﬂ,bwhile songs two, seven, eight, twelve, thirteen, and four-
teen are an amalgam of strophic axzd through—éomposed.

In six of the Dichterliebe songs Schumann changes the poetic
structure of the poens by repeating phrases in each and oncy by chang-
ing the poetié lines.. In "Die Rose, die Lilie, die Taube" he repeats
for his concluding line a phrase which has appeared earlier in the
poenn—"ich liebe alleine die Kleine, die Feine, die Reine, die Eiﬁe.“
In "In Rhein, im heiligen Strome," number six, Schumann repeats the
vords "die Lippen'" in measures thirty-seven and>thirty—eight.. N:mber
seven, "Ich grolle r.icht,™ contains three repeated phrases:: in measures
égven and eight—"ewig verlornes Liebe™; in measures eleven and tvelve--
"ich grolle :icht™; in measures nineteen through twerty-two--"ich
grolle richt, und wenrn das Herz auch bricht'; and concludes the song

by inserting two M™ich grolle nicht™ phrases. In "Das ist ein Fldten: und




1e

Geigen™ he repeats each line except three: "Da taszt wohl den
Hochzeitreigen,™ "Das is eir Klingen und Drdhnen, ' and "die
lieblichen Engelein.™ In the fourteenth song of the cycle, "Allnachtlich
im Traume," Schumann repeats the word "freundlich® in measure seven,
the word "schuttelst® in measure nineteen, a:d the words "den Strauss'
in measures thirty-two ard thirty-three. 1In examining Heine%s poem for
"Aus alten Marchen,"™ number fifteen, it is found that three verses appear
here which do not appear in Schumannts song, and that poetry foreign
to Heirels poems:-
Heine's verses which are omitted
Yo grosse Blumen schmacten
In goldem Abendlicht,
Und zartlich sich betrachten
¥it brautlichem Gesicht;—
Wo alle Baume sprechen
Und singen wie ein Chor,
Und laute Quellen brechen
Wie Tanzmusik hervor;--
Und Liebe sweisen tonen,
¥ie due sie nie gehéhort,
Bis windersusses Sehnen
Dich wundersiiss betort!:
Schumann%s inserted lines
Und grirve Baume singen
Uralte lMeloditn,
Die Lufte heimlich klingen,
Und Vogel schmettern drein;
Und Nebelbilder steigen
Wohl aus der Erd' hervor;

Und tanzen lufttgen Reigen,
In wvunderlichen Chorj ‘
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Und blaue Funke brennen
An jedem Blatt und Reis,
Und rote Lichter ren:en
Im irren, wirren Kreis;
Und laute Quellen brechen
Aus wildem Marmorstein,
Und seltsam in den Bachen
Strahlt fort der Widerschein.
Schumann also repeats the word “ach" twice, first in measure sixty-
seven and then in measure sixty-eight. Although Schuwrannts musical
interpretations of Heine's poems at times forces him to change the
original poemn, Schumann follows the original poetic settings for the most

part.. In nine of the songs Schumann has changed an occasional word of

the original poem. (See Appendix C)..

Accompaniments and vocal line. The unity of the voice and piano

is the second new thing Schumann contributed to the lied.. In the follow-
ing example the voice and piano share the interest:.

1. "Wenn ich in deine Augen seh'W, Measures l-4.

. . . ’ 1 - .
Wana ich 1n dei-ne Au~ 4en se\\'J so schuwindet all mew [2id and Wah: do
'l S A S - Mo 2
r L ) | —— —1
s = 3 ¥
PR " & I . > -

I s > — &
- At 4 + } 1 hd

— ¥ . 174
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The role of the interpreter for Schumann often passes to the
accompaniment while the voice declaims the words. For example, in
number sixz, "Im Rhein, im heiligen Strome,™ the voice transmits the
poetic line while the dccompaniment declares throughout a pompousness
which is not always demanded by the lyrics..

2.. Heasures 1l-=4.

Rhc'on‘ T heiv- V\-Qéh Stro - me

. -
T »
Ll =
. T T A\, :
3 ¥ r=w =) M
[ (=4
>

—————— 1 i

<
>

Hot only does the piano constantly interiwire with the voice,
it is also many times assigned a whole soliloquy or a penetrating
remark on the poett!s real meaning, only half revealed through his
words in the singing voice. Introductions, interludes, and epi-
logues were never so important.:

In seven of the Dichterliebe songs an introductory phrase anticipates
the mood of the poem without hearing a word of the lyrics.. The intro-

duction to the twelfth song portrays the world *Am leuchtenden Sommer-

morgen.

1 |
YEaM, op.. cit., p. 6l.
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VS
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1 — - —1

' Ped, . ' .
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Other songs of this cycle in which introductory phraées abpear are
numbers one, nine, ten, eleven, fifteen, and sixteen..

The interludes which appear in nine songs of the cycle serve
not rmerely as harmonic-links, but as conveyers of the existing mood
and as emotional couplers of the phrases. An example of this type of
lirk is shown in the twenty-fourth £hrough the tbenty-eighth measures
of number fifteen, "Aus alten Mirchen,™ wherein the interlude imitates

the introduction at the interval of a minor sixth:

é"

| ther exarples of these interludes can be found in numbers one, six,
sever, nine, eleven, twelve, thirteen, and fourteen..

"Quite unlike any previous treatment accorted to the epilogue
‘is that given by Schumarn.™5 In some cases Sthumann uses the epilogue

to comment on or repeat the principle motive as shown in song number

15Ra11, op.. cit., p. 62.
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four, "Wenn ich in deine Augen seh‘'::

5. leasures 16-20.

,:;'falnl. !

— 1
:
= - 2
i

? N e . b= i - - -

10N

In each songdgg the cycle except number two, '"Aus meinen Tranen spries-
sen,™ and number fourteen, "allndchtlich im Traume,™ Schumann adds an
integral epilogue which sums up the mood of thq song. At times it is
expected that this epilogue is preparing for the next number of tﬁe

cycle as in the final measures of "Im wunderschdonen Monat Mai'" in

which the coda closes with a half cadence.

b
O}

[ o e == = S

}
&

fhis cﬁéfé'déés:hot reslove to the next song théh'obéns on the tonic
of A.major, leaving the effect thét the song is incomplete, as if all
has not been told. The piano section which appears at the end of the
cycle sums up the whole cycle. It recalls a third lower a melody heard

before in the coda of "Am leuchtenden Sormermorgen.'
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7. "Am leuchtenden Sormermorgen,™ Measures 23-28:.

R — =y _— AR e
en N ’-lﬂ J ﬁ '
N 7aP A e P>
+ ":- a | :ﬁl

i* '
| ﬁ 1 Al (| | Y
-
AR v : !

S~

8. "Die alten, bosen Lider;ﬂ‘ﬁbasures 53-58..

ERR

I Tk
K ‘.. )
ML S a _
—~ D ] \
—
—
=2 bhe
= II L 1 | ol :
- h 1
-

Althouigh Schﬁmann placeé prime importance on the piano part,
number thirteen, "Ich hab im Traunm ggweinet,“’appears in a recitativic
style, the piano achieving prominence only in the twenty-second through
the twe:ty-fourth measures when it restates the principal vocal there..

A stylistic-symbolic peculiarity which had a constructive function

foccurred when) occasionally he {Schumann) carried thelgelentless
playing of a rhythmic pattern to a great excess. . . .

l6Paine, John K., Theodore Thomas, and Karl Klauser (eéd.),
Famous Composers and Their Works (Boston: J. B. Millet Company, 1891),
11, 456.




16
In ten of the songs of the Dichterliebe Schumann does exactly this.
In number eight, "Und wussten's die Blumen," Schumann commences with a
contrapuntal thirty-second note pattern and continues it to the end
of the vocal line, twenty-nine measures later.
9. Heasures 1-2.

e 4+

ir
\
= fan's dv w=- man, ' "’ﬁ—

—h - el

*4 ——JEE

. P e
|———@——p-

— — =52

This same method can be observed in numbers orne, three, five, six,

seven, nine, ten, eleven, and twelve..

qy;liq linls., As suggested the single numbers of this cycle
are not connected. "A.certain unitj results, but . . . the series of
songs does not form one piece of music.l7 Ohly twice does a song repeat
a melodic fragment stated in a preceding song. Mentioned is the coda
melody of the final anber repeating the melody of the twelfth song's
epilogue; in each situation the bitterness of love is recalled. The
opening phrase\of the second number, "Aus meinen Tranen spriessen,"

begins:-

17
Hall, op. cit., p. 63.
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3 L & %1 = |
3% I\ ¢ % 3 % 1B}
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Aus mRinenTriaen spre-Ban  vial

~ This melody is recalled at the interval of an augmented second lower
in the thirteenth song of the cycle, "Ich hab im Traum gewveinet,™
which again mentions weeping and tears.

11..

bt

. t— ¥
T : .LM 'u:.\Jriu- A wel - n‘d", I

— = o PR

Schumannt®s rhythm is  interesting but affords no apparent cyclic link-

age.. Although S¢humann's W. .. . harmwonic language is again original.
and varied.. .. .. .mM8 there are no harmonic links which might connect
the songs of the cycle.
He thought of these songs as being sung in sequence, and the pass--
age from one to.the next although direct and without transition,
may te romantically exciting but never tonally startling.l
Each song follows its precedent in a closely related key, usually at
the dominant or subdominant degree of the preceding song. It is then

this romantic excitement,. this varied expression of love, and the re-

sulting moods which provide the unity for Dichterliebe—the first song

questioning love, the second song conveying the grief of love, the
thirq expressing the carefree spirit of the lover, and so on throughout

the cycle..

laﬂang, op.. cit., p. 814.

1%a11, op. cit., pp. 70-71..
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Fditions.. Iour editions of the Dichterliebe were examined for

this study. The C.F. Peters Edition is presented as being the original
edition and contains five of Schumann'®s cycles, the fourth of which is

Dichterliebe.. This edition contains no translation and includes mark-

ings present only in the original edition.. On pages one-hundred and
eighty-nine through one-hundred and ninety-three a section "Anhmerkungen
und Textrevision zu Robert Schumanns Liedern, Verzeichniz der Lesarten
der Dichter, soweit Sehumanns Text von ihnen abweicht.™ (For a transla-
tion see Appendix A.)
The Edwin Kalmus Edition contains the same material as the

Peters Edition with the exception of the ™Anmerkiungen und Textrevision™
section. In addition this edition provides an English translation of
the songs by Jane Hayf. In the of Louis Untermeyer, whose fraleation
of the poems will be discussed later:.

The translator carn only hope to render the meaning of the poem at

a sacrifice of its music, or attempt, by writing an entirely new
poen to suggest the music at the expense of :eanirng.

In all of the translations examined here the latter meihod is the case.
The Lea Pocket Scaore Edition is also the original edition and
contains an English translation supplied by Sir Robert Garran which is
placed after the songs at the end of the book. There are no marking;
in this text vhich differ from those in either the Peters or the Kalmus

editions..

2OIouis Unterweyer, Heinrich Heine, Paradox and Poet, The Poems

(Mew York: Harcourt, Brace, and Company, 1937), xxv.
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The Carl Fischer Edition, edited and annotated by Max Heinrich,
contains an English translation by Alice Mattulath. This edition is
valuable in that it corntains songs in their original key and also a
transposed key, usually placed a major second lower.. The traﬁsposi--
tion is invaluable to the singer who does not possess the two octave
A range which is demarded in this cyc}e. If is confusing for the stu-
dent of this cycle to be confronted in each song by editorial additions
vhich are not distinguished from original markings; there are several
typographical errors in this edition. The introductory remarks made
by Mr. Heinrich are erroneous is that he states:

The entire "Lyric Intermezzo®™ . . . consists of a prologue and
fifty-nine poems [there are sixty-five poemé], from which Schunann
has chosen sixteen for this cycle, though we find three others of
the poems belonging to this group. . .. . [ihere are four others;
Mr.. Heinrich neglects Opus 127, Munber

The first three of these editions are reliable because of their
similarity to the original edition, except in the matter of transla-
tion.. The Fischer Edition offers the performer the advantage of a choice
of keys, but in view of the above faults it would be of less value to
the serious studeat of this cycle..

It is suggested that this cycle be sung in the original Ger:zan
text, but with the realization that translations of these songs are
often sung, a critical comparative study of these translations has
been made. (See Appendix B..) Since Sthumann dealt with the union of
poetry and music (See pp. 3 and 4.), any deviation on the part of the

translator would disrupt Schumann's original idea. Some deviation may be
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justified since, as has been noted, Schumann composed to transmit the
nature of the whole poem rather than specific segments which might arise
and since a verbatim translation of thé German language is not always
feasible. Appendix B shows that the Garran translation contains the
fewest variances from the verbatim transaltion of the agogic-accent
and stressed words and is therefore judged better than the other trans-

lations.



CEAPTER III
NOTES: OM EACH OF THE. SONGS
I. T WUFDERSCHOWEN MONAT MAI

The opening song of the cycle, marked "largsam, zart®™ ("™slow,
tender™), in two-four meter. The closing measure of the song appears
in half cadence as the dominant seventh of the key of F sharp minor..
Strophically composed, the introductory passage of each seciion, the
interlude in the second case,. commences on the subdominant chord of E
sharp minor, progresses to the dominant chord, but never resolves to the
tonic chord; this avoided resolution plus the half-cadence closing hint
at a sadness "Im wvunderschonen Monat Mai® which does not appear in the
lyrics until the final two measures of poetry. The unceasing rhythmic
flow, previously mentioned as one of the characteristics of Schumannts
music, is present here in a sixteenth‘note pattern..

12.. Feasures l-4.
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characterized by short phrases.

| Examining the stressed and agogic-accent words of this first
song, it is found that all the tra:rslations agree with the verbatim
meaning of the German text in only one instance—-measure seven: "alle'

("all" or Mevery®™). Of the four translations studied--the Mattulath,
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May, Gerran, and Untermeyer—the Garran translation has the feviest num-
ber of dissgreements in the word for word translation of the stressed
and agogic-accent words and as a result is judged most desirable.
(See Appendix B.)

Since Schumann did not give any Malzel Metromore (abbreviated
M.M.) indications for the songs of this cycle, although ietronomic
indications do appear in others of his \-zorks,I a consensual M.M.. has been
determined for each song from the recordings of three artists=—-Dietrich
Fischer-Dieskau, Petre Munteanru, and Fax Harrell. The terpoe indication
for this first song is IlemJ = 76.. The interpretative generalizations
of these artists has been derived from a consensus of the artists?
deviations from the markings of fhe ofiginal edition. In this first
song the artists agree that a. ritaredand should be made at the end of
each vocal section. Since the dynamics sung by these artists differ

so little from the dynamics marked in the original edition, mention

will not be made of them here..
II. AUS MEINEM TRANEN SPRIESSEH

The second song of this cycle is marked "nicht schnell®™

l"Metronome,"’Harvard Dictionary of Music (1958), Z443.
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("not fast™) and is in two-four meter. It is written in the key of A
major, the parallel key of the cycle%s first song. The song is divided
into four sections--A A B A¥—the last section beiqg extended for one
measure. All of the sections with the exception of the B. section remain
within key; the B section begins in the dominant key and proceeds thrqugh
a series of borrowed dominant-tonic chords.. The accompaniment not only
doubles the vocal melody throughout the song, but also recalls the
vocal melody of the preceding meaéﬁre of the end of each of these sec--
tions.. To secure finality the ending phrase provides a longer pause

than the preceding section endings..

13. Measurés 3-i. 1/,. Measures 15-17.

.
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The range of the melody is that of a raajor> sixth,% .

In no instance do all of the translations agree in literal
meaning of the stressed and agogic-accent words. The May translation
contains the fewest variances from the verbatim meaning of these words.

& consensual tempo indication of N.-.M»Jk 76 was derived from the
recordings. A ritardando was made in the ninth thrcugh the twelfth
measure, vith a rallentando extending from the thirteenth measure to

the end of the song..




ITI.. DIE ROSE, DIE LiLIE, DIE TAUBE

This song; marked "“munter™ ("lively"), is written in two-four
meter and composed in the key of DI major, the subdominant key of the
preceding song.. The song is divided into two sections—A(a-a) B(b-c)--
of eight and nine measures, respectively, and a five measure coda which
eﬁds in an authentic cadence and sums up the song in the rhythmic style
which has been estatlished throughout, a continous ordinary pattern..

15.. Heasures 1l-i.

f&unfEf

S

The lively character of the poem is enharnced by a bright setting which

for the most part remains in the tonic or dominant keys during the first
section, departs to a series of borrowed dominant-tonic- chords in the
latter section, and returns to the original key in the coda. The light,
auick moving melody encompasses a major ninth range ,E .

On five of the agogic-accent and stressed viords all the trans-
lations agree on the correct verbatim trarnslation of the text. The
Garran translation agrees in the most instainces in the verbatim meaning
of these words.

A tempo marking of I‘-‘I..bi.J = 112 was consensual in the artists?
recordings of this song. There were no unanimous deviations from the

interpretative indications of the original edition.
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IV. WENN ICH IN DEINKE AUGEN SEH!

Marked "langsar™ (Pslow™) this song is in three-four meter and
is in the key of G major, fhe subdominant key of the preceding sorg.
Divided into two eight-measure sections,. the song concliides with a five
meaéure postlude which recalls the prinéiple motive. (See exarple 5,
page 1l4..). The first twelve measures are in the keys of G major, F
major, and Eﬂminor, each key occupying four measures, respectively;
the next four-measure segment progresses through a series of seventh
chords to the original key of G'major which is re-established sequen-
tially in the coda section. Throughout this song the rhythmic and
nelodic interest alternates between the voice and piaro. (See exarple
1, page 11.) The vocal range is that of a diminished ninth, H
both sets of notes in measure seven are correct..

The Garran translation ¢cntains the fewest discreparcies in
the verbatim translation of the agogic-accent and stressed words. 431
of the trarslations agree in the verbvatim translation of six of these
words.

Using a cousensual tempo indication of MJLL.Ip= 84, the artists
do rot agree on any variarces of the interpretative markings of the
original ecition..

V. ICH WILL MEINE SEELE TAUCHEH

This song, marked "leise™ ("soft®"), is in two-four meter. It

is written predomirantly in the key of B. minor except for a series of
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borrowved sevenths which appear in the last three measures of each eight-
measure vocal section and in the first three measures of the six-measure
postlude.. The two vocal sections are musically strophic except for the
last measure of each section—the first ending on the dominant chord
and the second ending on the tonic chord. Each of these vocal sections
begins on a diminished supertonic chord which leads to a dominant sevenrth
chord on the second beat and resolves to the tonic chord on the thesis
of the second measure. Again an unceasing rhythmic flow provides unity
for this song, in this case a thirty-second rote inner pattern is coupled
with an eighty note outer pattern..

16.. Measures 1-2..
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The coda section continues this rhythmic pattern to the final chord.
The melody of the song encompasses a minor sixth interval,% s and
in each section is characterized by a light, moving pattern of eighth
and sixteenth notes.

A11 of the translations agree with the vérbatim rneaning of the
German text in only one instance;-measure nine: "Lied"™ ("song"). The
May ard Garran translations have the fewest number of disagreements in
the word for word translation oﬁ the stressed and agogic--accent words.

A consensual tempo indication for this song is Ivi.H.J‘: 92. The
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artists do not concur on any additions to the original editionts mark-

ings.
VIi. D4 RHEIN, IM HEILIGEN STROME

Composed in the key of E.minor, this song, marked "ziemlich
langsaa™ ("rather slow"), is in alla breve meter.. Divided into three
vocal sections-—sixteen.measures, fourtegn measures, and twelve measures,
respectively—plus a sixteen-measure coda, the song contains a pre-
pondérance of E,m;nor chords coupled with borrowed seventh chords which
appear in each section.. A dotted accompa:iment figure appears in the
first measure (See example 2, page 12.) end, with the exception of two
measures which conclude the final vocal section, remains throughout. In
the last eleven measures of the coéda, £he bass of the piano descencs
diatonically in half and whole notes through a B. octave winich then
resolves to a final peffect cadence. The melody line encompasses a
minor tenth range, %, and appears ih rhythms which correspond to
that of the accompaniment, at timeé in half and whole notes, and at
times in the dotted pattern of the accompariment..

All of the tranmslations agree with the literal meaning of the
stressed and agogic-accent words in two cases-<{"Rhine%) in measure
one and MAugen' (%eyes"™) in measure thirty-six. The Garran translation
contains the fewest variaices from the verbatim meaning of these words.

A consensual tempo incdication of M.M.cl= 60 was derived from the
recordings. There were no unanimous deviations from the irterpretative

indications of the original edition.
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VII.. ICH GROLLE :ICHT

This song, marked "nicht zu schnell™ (™ot too fast™), is in
comrion meter. It is written in the key of C major, the subdominant of
the relative key of the preceding song, and, except for a brief section
in the tenth through fifteenth mecsures wherein the tonalities of G, A4,
and B are reached and aﬁ occasional depart:re to a torrowed seventh
chord, remains in key.. The song is divided into three vocal sections—
A B At--and a four measure coda in which the half note rhythmic pattern
which has supplemented the chordal eighth note figwre throughout gives
vay to the eizghth note pattern vhich continues to the last measure's
whéie cadence..

17. Measures 31-36..
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In the first twelve-measure section Schumann sequentially repeats the
phrases "Yewig veflornes Lieb™ and Wich grolle nicht' in order to empha-
size these théughtsm The second phrase which is six measureé long and,
as noted before, progresses through foreign tonalities until the original
key is reached in the first meas:re of the third section in measure

nineteen.. This fourteen measure section begins by repeating the poetry




and music of the opening phrase and is extended through a series of
diatonic sevenths which Legin on the third beat of measure twenty-two
ard conclude as a perfect éadence in measure thirty-one and tp%rpy—two.
The range of the melody encompasses an octave and a winor sixth, = °
Melodic sequences appear frequently and add to the unity of the song.
The uvpper notes in measure twenty-seven through twenty-wnine were addec
by Schumann as he proof-read the song; both note sets are correct..

(See Appencix A..)

Schumann has given the word "nicht" ("hot") importance by plac-
ing it on the thesis and giving it as least a half note time value;
however,. none of the translators place this importance on the word
although there are seven agogic-accent and stressed wordé on which all
translations do agree.. The May translation agrees most consistently
with the verbatim meaning of these words..

A tempo indication of PtEL.J'= 104 is consensual with the artists
wino all sing with a slight agitation in measure thirteen aand broaden

the melody in measures tuenty-seven through thirty..
VIII.. UND WUSSTEN'S DIE BLUMEN, DIE KLEINEN

Written in the key of A miror, the relative key of preceding
song, this song is in two-four meter. The manuscript contains no gen-
eral interpretative markings. (See Appendix A.). A unifying contra-

puntall thirty-second note accompaniment pattern appears throughout the
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first threé eight-neasure stréphic sections and most.of the fourth sec-
tion which employs a series of borrowed and diatonic seventh chords..
(See example.9, page 16.) .The accompaniment changes its patternvduring
the final poetic: phrase in which the bitterpess of a'broken_heart is
expressed.. The elody line appears strophically throughout the first
three sections and énticipates the bitterness of the final poetic
line in the fourth section. The range of the melody is a minor seventh.

At least one of the translations disagreeé vith the literal
translation of each stressed and agogic-accent word examined. The
Garran translation contains the fewest discrepahcies from the verbatin
translation of these words.

Each of the artists accemtuates each note in the vocal line of

measvre thirty-one ard sings at a tempo of about H;MNJ\= 126..
IX. DAS IST EIN FLOTEN UND GEIGI:I

This song, marked "zicht zu rasch""@?hot too gash"), is in three-
eight meter and in the key of D minor, the subdominart key of the pre-
ceding section.. |

‘This song has two sections in strophic form, each thirty-four
measures in length, with a sixteen-measure coda section that follows
a similar pattérn to that initiated in the earlier sections aﬁd con-
cluded in the last five bars with a chromaticélly descending D. octave
intertwined with a major tonic chord. A bass rhythinic pattern appears

throughout most of the song to the chromatic ending..
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18. Measures 1-4.
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The melody encompasses an’6ctave and a £ourth range and possesses a

stateliness with the aid of the accompaniment.. EE;;H .

Only once, on the word "stdhnen™ (Mgroaning™). in measure fifty-
seven, do all of the translations agree with the verbatim meaning of the
agogic-accent and stressed words. The May traislation agrees with the
word for word meaning of these words in the most cases..

The ‘artists in their performaices.do not vary from the inter--
pretative markings of the original edition, and sing at a coﬁsensual

tempo of M.’M..J-= 72.
X. HOR ICH DAS LIEDCHEN

Marked "langsan" ("slowly™), this song is in two-four meter and
in the key of G minor, the subdominant key of the preceding song. The
song remaiﬁs within this key throughout the two vocal sections--meas:res
five through twelve and measures thirteen through twenty, the piano
introduction and coda, departing occasionally to a borrowed seventh
chord or a chromatic section. The piano concliides the song with a sim-
ilar rhythmic pattern of sixteentﬁ notes which has appeared throughout::

19.. Measures 20-21 and 29-30.
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The melodic rhythms of the two vocal section are quite similar although
the notes differ extensively.. An interval of a minor octave, , is
covered by the meiody, and short phrases. of eighth and sixteenth notes:
are eminent throughout..

The May translation contains the fewest variances with the ver—
bétim meaning of‘the stressed and agogic-accent words, and only on the
word "klingen"‘(hbeing sung'’) in measure six do all of the translations
approximately concur with the meaning of these words.

The artists place a ritardando on the word “auf"'ih measure

- seventeen and use a témpo:indication of M.M.¢p==66.
XI. EIN JUNGLING LIEBT EIN MADCHEN

This song is in two~-four meter and in the key of E flat major,
the subdominant of the relative key of the preceding song. There is no
general marking ihrthe original edition, but £he manuscript reads
"allegro". (See Appendix A..).

The song contains three eight measure vocal ﬁhrases which were
originally in strophic form, but in Schumann®s hands each deserves a
different melody. This light-hearted bit of mockéry is displayed in
the syncopated rhythm of the piano which appears in all sections.

20.. Measures 1-4..
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The melody contains a range of an octave and a perfect fifth,% ’
and appears in short phraseé characterized by guickly sung vocal lines.

21.. Measures 7-1l..

The translgtions‘of the verbatim meaning of fi&é agog;c—accent
and stressed words, and the Untermeyer translation contains the fewest
disagreements on the word for word translation of these words.

The artists are unanimous in.étressing the words in the last
two measires of vocal melody and use a consensual tempo indication of

M.M.d = 112.
XII. M4 LEUCHTE!DEN SOMYERMORGEN

HMarked "ziemlich langsam™ ("rather slow"). this song in six-eight
meter and in the key of B. flat pajor, the dominant of the preceding song.
Divided into two nine-rieasure vécal sections,, each introcuced
via a doubly augmerted fourth chord bi:ilt on the first inversion of the
raised s:pertonic degree (See example 3, page 13,), the melody for the
first fo' measures of each section is identical; as the dialogue shifts
fram the wanderer to the flowers in meas re seventeen, the second half
of the second section wxhibits a tonal color heretofore not present. A
narrow vocal range of a major sixth ,% s emphasizes the sorrowing
of the wanderer; the'slow tempo coupled with many borrowed sevei:th chords

also supports this mood. The melody which-appears in the top line of

the piano is measures twenty-three through twenty nine is similar to the
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is similar to-the nelody of the postlude of the final cyclic song, "Die
alten, bosen Lieder.™

There are no instances in which all of the translations agree
with the verbatim meaning of the stressed and agogic;accent words. The
Garran translation agrees with the literal translation of these words
more than the other three translations studied.

A terpo marking of M*MM-P==721wa§ consensual in the artists?
reéordings of this song. There viere no unanimous deviations from

the interpretative indications of the original edition..
XIII. ICH HAB' I TRAUM GEWEINET

This.song, marked "leise'™ ("softly™), is in E flat minor, the
minor subdominant of the preceding song, and is in six-eight meter.

The first two eleven measure sections of this song appear stro-
phicdlly, and the interest alter:ates between the recitativic vocal
line and the chordal accompaniment which answers the vocal line. In
the two-measure piano ihterlude after the second section, the piarno
restates the vocal melody of the first section and then provides a
chordai background which permits the vocal line to declaim its grief.
The piano postlude which is divided egually between notes and rests
recalls the original piano answering theme. The song contains a few
borrowed seventh chords which supplement the predominant diatonic har-
mony.. The melody range encompasses an qctave and a minor third,%;

each phrase seldom exceeds a fourth, thus adding to the grievous char-
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acter of the poem and song..

The translations agree on the verbatim meaning of two of the
agogic-accent and stressed words—-"Irane™ ("tears') in measure nine and
Yoitterlich" ("bitterly"™) in measures twénty—one and twenty-two. The
May and Garran translations contain thelleast nuniter of discrepancies
with the literal translation of these words.

An agitated accelerando is used by the artists in measure twenty-

eight thfough thirty-one. A.consensual tempo marking is HJﬂ.J\=84.
XIV. ALLNACHTLICH IM TRAUME

Composed in B.major, the enharmonic_equivalént of the subdominant
of the preceding song, and in two-four meter, this song has no general
marking.. |

The first two thirteen-measure sections are characterized by a
three-four meééure uhich-appears in the ninth measure of each section.
The last section imitates its precedenté in the first seven measures and
ends on a series of borrowed dominant-tonic chords as the dreamer awakes
and forgets all he has dreamt. The harmony is rich with ninth and eleventh
chords in'addition to a few borrowed sevenths. The melodic range en-
compasses and octave and a perfedt fourth,% s- and appears in short

phrases which disrupt the flow of the poetic line..
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22.. Measures 1-5..
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In the‘first two sections tears are expressed in the three-four imeasure.
The coda conclides with a suspension.

A1l of the translations agree in a verbatim meaning of tiio of
the agogic-accent and étressed vords-=t'gibst® ("are giving") in measure
thirty-one and "Strauss" ("spray™) in measure thirty-two and thirty--
three. The May and Garran tramnslations are in agreement with the lit-
eral meaning of the stressed ard agogic-accent words in mrore cases than
are the other two translations examined. (See Appendix B.)

The artists do not unanimously vary from the interpretative in-
dications of the original edition, and they use a consensual tempo in-

dication of . M. J = 66.,.
XV. AUS ALTEN MARCHEM

- .Marked "lebendig® ("lively")-this song is in the key of E major,
the subdominant of the preceding song, and is in six-eight meter. The
ﬁrinciple theme that is stated in the eight measure introduction (ex-
ample 23 is repeated in the first eight measures of the vocal line,
in the interludes betiieen the first two sections at an interval of a

fourth (feasures thirty-seven through forty), in augmentatiorn in the
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last vocal section in measure sixty-nine and finally in the coda section
(measures one-hindred and five through one-hundred and seven..

23. Measures 1-4.
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The pattern which appears in measure.tiirtecn 1s found in sequence at
19 q

a fifth in measure forty-five and forty-si::..

. 2. Keasure 13..

i

The melody line of mreasures seventeen and eighteen appears in measures

twenty-one and twenty-two and in measures forty-nine through fifty-four

at an interval of a fifth..

25.. Measures 17-18.
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The ph;ﬁse'exponded by the voice in measares twenty-nine and thirty is
repeated in measures thirty-one and thirty-two, at the interval of a

major third in measures thirty-three and thir?y four, at a major sixth
in measures fifty-sevenvand fifty-eight, and at a seventh in measures

sixty-one and sixty-two.
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26. lMeasures 29-30..
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The melody line encompasges a range of an octave and a major sixth,% ’

and follows the lively rhythm established in the prelude.

1 of the translations agree with the literal meaning of the
streésed and agogic-accent worés in four instances, and the FMay and
Garran translations have the fewest variances frcm the verbatim transla-
tion of these words. As mentioned,. Schumann added poetry here which is
not present in the Heine poem..

The artists ritard two measires before the adagio in the final

vocal line, and a tempo indication of M. M. J-=]£B is coansensual..
XVI. DIE ALTEM, BOSEN LIEDER

The final song of the cycle, marked "ziemlich langsam® ("rather
slow"), is in common meter énd opens in the key of C.sharp ninor, the
relative key of the preceding song.

After a £hree measure introduction which anticipates the vocal
melody (example 27), there begins the first of three sixteen measure

sections.
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27.. Measures 1-3..
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This melody is recalled at the beginning of the third section. The

second section begins with an eight measure phrase which is repeated

at an interval of a major second in the last eight measures of the sec-
tion. The melody line encompasses an octave and a perfect fifth and is
characterized by mary major seventh skips which aid in presenting the
gruffness and bitterness of the poem. Schumann accompanies the poet's
‘charge in mood in the final eight measvures of the vocal line wherein

he questions the listener in the first four measures by erding on a C
octave porﬁaménto, and through the use of a series of seventh chords
provides an answer which supplemen£s the poetic line. The piano post-
lude fo the cycle appears in D flat major, the enharmoric major key of
the opening key, and recalls the melody of song number twelve at the
interval of a sixth in its opering measures; as mentioned it sums up
the entire cyclic mood..

The four trarslations agree in the verbatim translation of the
agogic-accent and stressed words in six instances, and the May trans-
lation adheres to the literal trarslation of these words more consis-:
tently than do the others..

In addition to those interpretative rsarkings which are placed in

the origiral edition, the artists agree in their perforzances that the
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last four-measure vocal section should be sung in a legato fashion. &
consensual tempo marking of H.. thlz 108 was derived from the recordings

of artists.
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APPENDIXES



APPENDIX A

A TRANSLATION OF "ACKNOWLEDGEMENTS AND TEXT-REVISIONS TO
ROBERT SCHUMANN'S SONGS—AN INDEX. OF THE DIFFERENT VERSIONS

OF THE COPYERS, SO FAR AS SCHUMANN'S (ORIGINAL] TEXT DIFFERSY

This appendix contains a. translation of the above section which
appears on page one-hundred and ninety-two of the Peters Edition of the

Dichterliebe.

Dichterliebe

Composed in 1840. By Schumann dedicated to "Mrs. Wilhelmine Schréder
Devrient."™ The title stems from Schumenn in this case.

3. Die Rose, die Lilie.

Page 109 Line 3: sie selber, aller Liebe Bromnne.
7. Ich grolle micht.
The upper notes in the melody in measures 10, 9, and 8 before the
end do not appear in the manuscript;- Schumann has inserted them as he
proof-read the song.

Page 116 Line 5:; Das. weiss: ich langst. Ich sah dich ja im Traum,
Und sah die Nacht in deines Herzens Raum.

8. Und wissten's: die Blumen.

In the marmuscript and in the first printing there are no general
tempo indications.

Page 120 Line 1: Die alle komnen's. nicht wissen.

9. Das: ist ein Floten und Geigen.



In the manuscript Schumann wrote in the ninth measure before the

end (measure number 125): "Vivat hoch."

10..

11..

Page 121 Line 3: Trompeten schmettern drein;
Da tanzt den Hochzeitsreigen

Page 122 Line 4: Dromen von Pauken
Page 123 Line 2: Die guten Engelein

Hoér ich das Liedchen Klingen,
Page 124 Line 4:. vor wildem Schmerzensdrang

Ein jdngling liebt ein Madchen..

Allegro is the tempormarking in the manuscript.
Page 126 Line 4: Das Fadchen heurathet aus Arger..

Allndchtlich im Traume.

In the Original edition there is no temrpo-marking.. In the

lanuscript Schumann wrote "Ziemlich langsam.'

15..

Aus alten Marchen winkt es.

The instructions of the composer said: Likewise the ringing

tones (as they stand in the manuscript) are to be regarded.

16.

Die alten bosen Lieder.
Page 138 Line 2: Die Traume schlime und arg.
Page 138 Line 5: Von Brettern fest und dick..

Page 140 Line 1:r Ich legt auch meine Liebe.



AFPENDIX. B
A COMPARISON OF TRANSLATIONS

' This: appendix includes a. comparison of the original poetry of the

Dichterliebe with the translations. Although some déviation from the

verbatim translation of the poetry may be justified, the best transla-
tion will be the one which adheres most closely to a.word for word
translation. (See pp. 19 and 20.) To.determine the best translation
for each song, certain stressed and agogic-accent words of the original
lyrics have been chosen to be compared with the verbatim translation of
these words.

The suggested translation is. one which follows. a. verbatim trans-
lation as closley as possible elthough there are times: when this type of
translation is awkward because of the word order of the German language.
For: exarple, song number four opens: "Wenn ich in deine Augen seh'.™
Vhen translated literally this would read "When I in your eyes: lobdk."

Certain Yicense may be taken in the translations. of these songs:
with regard te the note values: given to each word. For example, in song
mmber two, measure twelve, the words "und vor" are placed on two con-
secutive .sixteenth notes. If Untermeyer‘'s translation "and" were to be
used hefe, these ﬁotes would be tied to form an eighth note. This: free-
dom in the handling of note values in this manner: appears in each

translation.



TABLE I

COMPARISON OF TRANSLATIONS FOR
"IM. WUMNDERSCHONEE MOBAT MAT"

oond™wWwpPH

ounHwp -

Im. #wyun- der- scho- nen o= nat #Mag, als
In the won- der- ful —— month of May, when
When all the: world was fair in May, and

In May: the month of beau-- ty rare, vwhen
In beau— ti-- ful- lest month of May, when
A1l in the. mag- ic month of May, when

#al- le  Knog=- pen #gpran- gen, da

all. the buds were burst—- ing, then
all. the flow'rsi were blow- ing, my
ev— 'ry bloom was: flow- ‘ring, mny
all. the buds were break- ing, with-
ev- 'ry bud was spring-— ing, my
#*igst in mei- nem #Her- zen die

is in oy — heart ~— a

heart wvas: warm with sun— shine ard

love be- gan its: beat- ing with

in my heart a won- der was:

heé.rt was: filled with fer-— vor with

.- #Lie=  be . .:8uf ge- *gan- gen. Im

love —— amea— a— ris— ing. In the
love with- in was. glow=- ing. The
love 8o: o= ver pow'r- ing. In

love al-- so: a-~ waki ing. Im
dreams of young love cling- ing.. A1l

#yun— der- scho- nen Mo-—  nat #Mai, als
won— der-- ful ~——  month of May,  when
birds: that. sweet— ly sang in May on
May: the month of beau- ty rare, when
beau-~ ti~ ful- lest month of May, when
in the mag- ic month of May, vhen



1. #al-
2. all
3. ev-
L. songs.
5. all.
6. ev—
X. #®hab!

- 2.. have
3.. then
4. told
5. told
6. poured
1. #Sgh-
2. long-
3. all
L. hope
5. yearn—
6. which

le Vo—
the birds

- 'ry Dbough
of Dbirds:

the birds
'ry bird
ich ihr
I con—
I made
her: of
her: my
out all.
nen und
ings: and
ny love:
that now
ing and
oy

gel

were
were
were
were

ge-
cone—-
myy
hearts:
the

#Ver—
de-
and
was:
my

heart., was:

#gan= gen,
sing— H
throng-- ing,
show~ ‘ring,
tril—- ling,.
sing- ing,,
#gtan- den
fes-~ sed
fes=— sion
long- ing
se— cret,
rap- ture
lan- gen.
sir- ings.
long-  ings.
tov— ‘ring.
thril- ling.
ring- ing.

then

twas

mein

of

with
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Key: 1. Heine-Schumann lyrics.

2.. Suggested literal. translation

3. Mattullath translation
4. May translation

5. Garran translation

6. Untermeyer translation

Compared to the verbatim translation of the stressed and agogic-accent
words; (designated by an asterisk) of the Heine-Schumann lyrics:

all translations agree in meaning on . .
three translations agree in meaning on .
two translations: agree in meaning on . .
one .translation agrees in meaning on . .
and no translation agrees: in meaning on .

Using the same norm:
the Mattulath translation agrees with . . .

the May translation agrees: with . . .

the Garran translation agrees: with
and the Untermeyer translation agrees:. with

. & v e

(]
¢ v

[ R

« . One word;
. five words;

two words;
. five words;
. four words:

. 8ix. vords;

three wviords;
eleven words;
. six words.



TABLE II

COMPARISON OF TRANSLATIONS FOR.
YAUS MEINEN TRANEN SPRIESSEN"

(oY G, PRSI S

L4

[ '}

O W N

oW P

Aus  #mei-
From ny
When e'er
From ny
My tears:
. Out of

#plu- hen-
blos- soms:
fair- est
beau-— ti-~
blos= som
blos= som~
#Mei- ne.
ny —
night— in—
then ny
sighs: are
night~ in-
#Nach- ti-
night-= in
join- ing
song of
Mna = ny
Born of
#yenn du
if you
if thou
if you
if thou
child ——

#Trd-
tears:
tears
tears:
turn

tears:

#Blu-
flow~
blos=—
flov-
beau—~
flow-

#geuf—
sigh~
gales:
sigh-
changed
gales:

zZer
ing
in
ing
to.
in

gal~ len-
gales' —w—
in mny
night— in—
night- in—
all myr

#]jeb
Ioved
love
love
love
you

mich
have
wilt
will.
wilt
if

nen - #gprie-~ ssen viel
— 8pring —- many
are flow- ing the
are: gprout- ing - such
to flow- ers. and
and sor- rows: the
men  #her-  vor und
-—  ers forth, and
soms &= rise, and
ers:  so. frail, and
ti- ful vales; My
ers a=— rise, And
#yer- den ein

be— comes a-

cho~ rus are

ech- oes: the

m- sic of

choir —— are.
chor. Und

choir. And

sighs. And

gales. And

gales. And:

sighs. Dear

hast, #Kind- chen

me , small one,

me, dear- est,

me sweet- heart,
me, dar- ling,
would love me,




1.
2.
3.

b
5 .
6.

1.
2..
3.
o
5.
6.

#gchenk!
give:
I'11.
Those

#dei-
fore
night—
side
night--
here

#Lied
songs
sveet~
night-
sing
night-—

49

ich. dir die  #Blu~ men all, und vor
I _ you the flow- ers: all,. and be-
the blos—~ soms. thine. shall. be, and. the
give you - a flow- ered chain, and out-
the flou'rs: to thee be~ long, And the
flow- ers to you. I bring, And the

nen - *Fen- ster soll. #klin- gen das:

your win- dow should sound «——-— the

in- gales at thy win- dow. shall

your win- dow you'll hear then, the

in- gale at thy win- dow shall

—==  be=~ fore your win— dow The

der #Nach- +ti - gall.

of night- in- gale.

ly sing to. thee.

in- gale's: re- frain.

to: thee her song.

in- gales: would sing.

Key: 1. Heine-Schumann lyrics

2.. Suggested literal. translation
. Mattulath translation

May translation
Garran translation
Untermeyer. translation

Compared to) the verbatim translation of the stressed and agogic-accent
words (designated by an asterisk) of the Heine~Schumann lyrics:

all translations agree in meaning on

three. translations agree in meaning on , . . . .

two translations agree in meaning on
one. translation agrees in meaning on

and no. translation agrees in meaning on . . . . .

Using the same norm:
the Mattulath translation agrees: with . . .. . .
the May translation agrees with . . . . . . . . .
the Garran translation agrees with
and the Untermeyer: translation agrees with .

. & . « & 9 @

« & o

. 1o words;

five words;
three words;
. 8ix words;
. 8ix: words.

seven words;
twelve words;
four words;
four words.
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TABLE III
COMPARISON OF TRANSLATIONS: FOR
"DIE ROSE,. DIE LILIE, DIE TAUBE"

Die #Ro- se, die #Li- lie, die

The roset —, the Ii- 1y, the

I once lov'd the rose and  the

The 1rose &and the li- 1y, the.

The: rose and the li-- 1y, the
1. #*Tau- Dbe die #Son~ ne, die
2. dove «@—, the sun —_— these
3. sun- beam = danc- ing, the
4. pi- geon, the sun- shine,
5. sun and the dove ~ —
1. #liebt¥ ich einst - le in
2. loved I once 11 =~ in
3. li- ly and dove were to
4. once loved them . as I
5.. loved them. all  once wi the
l. *Lie- bes- won- ne. Ich lieb' sie nicht. #*mehr, ich
2. lovels —— de-- light. I love them no: more, I
3. me en- tranc- ing; I love them no more, I
4. loved the moon- ghine. I love them no more, I
5. bliss: of love -— I love them no  more, I
1. #lie— be #al- lei-~ die #Klei- ne, die #Fei- ne, die
2. love —on- 1y -~ the small one, the fine one, the
3. love ' but the fair- est, the pur- est, the dear- est the
.. love ~one un-- du- ¥ who new- ly- sub- dues: me and
5. love but her on- ly, the ho- ly, the Ilow- 1y the
. ®Rei-- ne, die #Ei- ne; ®gel-  ber, #al- ler
. Ppure. one, the only one. her= self, best of
. 8weet- est, the rar- est! me she is the
. rules me most tru- H lives. with- in my
~ love-- 1y, the 1lone- 1ly. Her- self the fount of
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1. #Lie- Dbe #Jon-- ne, ist #Ro- se und *Li- lie und
2.. love's —— de- light is: -rose — and 1li-- 1y and
3. sun~— light shin- ing, the TDbeau- ty of 1lil- ies and
4.. heart for all time as rose and as 1li- 1ly, as
5. eve= Ty love =---. The rose and the li- 1y the
1. #Tau- be und #Son- ne, ich
2. dove «— and sun —-— I
3. ros- es: com- bin- ing, I
L. pi- geon, and sun- shine, I
5. sun and. the dove -——, I
1. #lie- be al- #lei- ne die #{lei- ne, die #Fei- ne, die
2. ITove -~ on- 1y —w=- the small one, the fine one, the
3. love but the dear-- est, the sweet- est, the rar- est, the
L. love one un- du- ly, who new- 1y sub- dues me and
5. love but her on- ly, the ho-~ ly, the 1low- 1y, the
1. #*Rei- ne, die *Ei-  ns, die REi- ne!
2. pure one, the only one, the only one!
3. pur- est, the fair- est, the fair- est!
4. rules me most trg- ly, most tru- !
5. love- 1ly, the 1lone-- ly, the  on- y!
Key: 1. Heine-Schumann lyrics

. Suggested literal translation
. Mattulath translation

May translation.

Garran translation

Compared to: the verbatim translation of the stressed and agogic-accent
words (designated by an asterisk) of the Heine-Schumann lyrics:

all translations agree in meaning on
two translations agree in msaning on
one translation agrees in meaning on

& s s s &

no translation agrees.in meaningon . . . . . .

. « .five words;
« + «» two words;
. twelve words;
nine words;

. m



Using the same norms:
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the Mattulath translation agrees With o o o « o oo« » ofive words;
twelve words;

the May translation agrees. With o o o o s om0 o o e
w o . . . fifteen words;

the Garran translation agrees. vith . o o «
and the words of the Untermeyer translation do not coincide with the

vords of the song.



TABLE. IV

COMPARISON OF TRANSLATIONS: FQR
"WENN ICH IN DEINE: AUGEN SEHS®

53

#yenn. ich in dei- ne #fu~- gen seh', so
When I in your == eyes -—— look, then
A1l grief and sor— row. bur- ied 1lies: Be-
WVhen T look in. your eyes: so clear, then
When in- to thy dear eyes: I gaze Then
then- eter I look. in- to your eyes Then
#gchwin- deot. all mein #Leid und ¥Weh; doch
dwin- dles. &ll. ny: pain and woes; but
neath. one glance of thy dear eyes;, But.
all ny. trou- Dbles. dis= ap- pear; and
grief de— partss and pain de- lays, And
all. my grief and sor- row flies; And
#yenn. ich #iis- se. #dei- nen #Mund, so werd!
vhen. I kisgi «— your —— mouth, then came
when. our 1lips in  kis- sess meet, I know.
when I kissi. your lips. BO.. round, my" heart .
when thy ve- Ty mouth. T kiss; I am
when T kiss. your mouth oh, then, I am:
#ganz; und gar #ge-- gund. #jenn
com— ple~ te- ly well.. When
life in- deed is sweet. VUhen

11, my heart is sound. Yet
vhole with per- fect bliss.. And
well and strong a-~ gain.. &nd
#ich mich #¥lehnt an dei- ne #Brust, ¥#kommt's:
I myself Jlean on yjour —— breast, comes
eler my head restss on thy breast, I
when I lean. up- on your breast, I
vhen. I lean up- on thy breast, Steals.
when I lean up-~ . on your breast, My

ich

that.
is

made
made




o4
1. #u- - ber mich wvie  ¥#Him-  mels-
2. o= ver: me. the heaven- 1ly
3. rise to re~ gions of the
L. some- how feel by joy op-
5. oterr my  heart a heaven- 1y
6. soul is  soothed with god— like
1. 1lust; doch #wenn du kgprichst: ich
2. lust; but when you  speak:: I
3. Dblest, but when thou sayest I
4. pressed; But when you say I
5. resty But if thou say thou
6. rest; But. when you say I

1l. #lje~- be dich! so #munss: ich #yei- nen #Hbit- ter- lich.

2. love === you! Thenmst I weep ~——-- Dbit- ter- 1ly.
3.. love you dear, I weep & bit- ter, bit- ter tear.
4. love you dear, then must I weep. with bit- ter tear.
5. lov- est me, I fal1 to weep- ing bit- ter- ly.
6. love you! See how I mist weep now bit- ter— 1y.

Keys 1. Heine-Schumann lyrics
2.. Suggested literal translation
3. Mattulath translation

. HMay translation

. Garran translation

. Untermeyer translation

oW

Compared to the verbatim. ftranslation of the stressed and agogic—accent
words: (designated by an asterisk) of the Heine-Schumann lyricss

all translations agree in meaning on . . . .
three translations agree. in meaning on . . .
two translations agree: in meaning on . . . .
one. translation agrees in meaning on ., , . .
and no: translation agrees. in meaning on . . ,

. » o 8ix words;
. three words;
« « four words;

. five words;
. . . . seven words.

L T N )

Using the same norms:

the Mattulath translation agrees:with , , . . .. .
the May translation agrees.with . . . , . . ., ., .
the Garran translation.agrees.with , . . . . . .

the Untermeyer translation agrees with . . . . .

. + . six: words;
. thirteen wards;
- sixteen words;
. « « ten words.

e 0
L )



TABLE V

COMPARISON OF TRANSLATIONS: FOR.
WICH WILL. MEINE SEELE TAUCHEN"

55

.

O\

?

¢

.
T

oUW H

4

1.
3.
5.
6

Ich will mei- ne #See- 1le #tau- chen in
I wish nmy - soul. —= was dipped in
My soul. in a li— 1y sleep- ing Neath
I wish that my soul was dip- ping down:
I vilE. dip my soul. and wreathe it In
I will. bsp- ti my ~— gpi-_." rit In
#¥Kelch der #Li- 1ie hin- #®ein; die:

cup of li- ly in- toy the

per- fume bur- ied — lies, And

to the 1i- lyts deep. heart the

1li- ly's chal- == lice there The:

1i- lyts glow— — ing core The

#Li- 1lie soll #1in- gend  ¥®hau- chen ein
1i- ly should sound —_— sigh- ing &
leav- ing her gen=— tle keep- ing A

1i- ly— like bells are trip-- ping in
Ji-- ly shall sweet- 1y breathe it In
li— ly shall tremble and hear it A
#Lied von der #[Lieb~- sten mein. Das.

song from the love of mine, That

song of my; Iove: shall rise. The

time to. their song's glad part. The

song of ny: fair- est fair. The

song of the one I a- doré. That

#Lied s0ll #schau- ern und #be— ben, wie der
song should thrill -=- and chill «— as the
song shall e- cho my yearn- ing For the
song shall trem-— ble and wa~.7 - ver like her
song shall +thrill and shi- ver As: shi- wver'd
song shall 1live and == have me Thril-led

den
the
its:
in-
the
the
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1. #Kuss von #ih- rem  #Mund, den
2.  kiss: from her ‘=== mouth, which
3. kisss she gave to me, with
4. kiss. from lips so: fair that.
5. and thrill'd -—~~ the kiss She
6. with a sub- tle power Like the
1., #gie mir #einst ge— #¥ge- ben in
2. she to me once had giv— en in
3. ten- der pas- sion - burn- ing, In
L. she gave me to sav-' our one
5. gave me once, sweet. giv- er In a
6. kiss: that: once she. gave me In a
1. ‘%un— der- bar ¥*su- sser #Stund.
2.. won- cder~ ful sweet- est hour.
3. mo- ments. of ec- sta- s8y.
4. glor- i- ous mo- ment  there.
5. won- der ful hour of bliss:.
6. sweet and -— poig- mpant hour.
Key: 1. Heine-Schumann lyrics
2.. Suggested literal translation
3. Mattulath translation
4. May translation
5. Garran translation
6. Untermeyer translation
Compared to. the verbatim translation of the stressed and agogic-accent
words (designated by an asterisk) of the Heine-Schumann lyrics:
all translations agree in meaning on . . . . . « « - oOne word;

three translations agree in meaning on
two translations agree in meaning on
one translation agrees in meaning on
and no translation agrees. in meaning on

Using the same norm:

the Mattulath translation egrees with .
the May translation agrees with .

the Garran translation agrees with

and the Untermeyer translation agrees with

” &

three words;
five words;
nine words;
four words.

.. e . .

«four words;
- « ten words;
eleven words;
+ seven words.

. L]

.
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COMPARISON OF TRANSLATIONS FOR
"IM RHEIN, IM HEILIGEN STROMEY
Im #Rhein, im ¥hei- 1i- gen #Stro- me, da
In the Rhine, in that ho- 1y riv- er, there
The. Rhine is peace- ful- 1ly flow-~ ing Dbe-
The: Rhine that most ho- 1y riv- er has
In Rhine, our ho- —_— 1y riv— er, Is.
In the Rhine, that stream -—- of won- der The
¥gpie- gelt #sich in den #Welltn, mit. #sei- nem
mir- Tors: itself in the waves, with its a——
side the walls. of Co- logne, the Dome's: re-
mir- rored deep in its wave, the tow- ‘ring
mir- ror‘d there in the wave, High ho- 1y
great the ho- ly Co- 1logne Is: mir- rored
l. *#gro- ssen #Do=- me, das- #gro- sse
2. great ca- the- dral, the great- er
3. flec- tion show- ing the tow- erirg
4. spires that qui- ver a bove Co-
5. Koln a=- qui- ver with high ca~
6. and there un- der the wave the ca-
1. #hei- li- ge #Kolp. Im ¥Dom  da #steht ein
2. ho= 1y Co- logne. In the clmmrch there stands an
3. mas- 'ses: of stone. With- in a love- 1y
4. logne's ho- 1y nave. Hith- in there is a
5.. the- dral -— nave.. In— side there is a.
6. the- dral is- shown. The ca~ the- dral has with
1, #Bild- nis, auf #gol- de- nem #Le- der ge- ¥malt;
2. 1i— mage of gold- en —— lea= ther paint- ed;
3.. pic- ture on bur-  ==— nished gold you will see;
4. like- ness, 'tis paint- ed on lea= ther with gold
5. paint- 1ing on gil= —-— ded lea~ =——  ther limn'd;
6. in it, K por- —— trait done -— on gold;



1.

3.
bo-
5.

o

P

oWVt W

in ¥mei- nes. #Le- bens. #¥Wild-- nis: hat's

in ny —— life's: —— wild- ness has

it ‘oft. has  brought me com-— fort when

in all ny lifet's. poor wilder- ness. it.

On me for- lorn and faint-- ing TIts

And in my wild lifetls: sin, It has
#freund- 1lich #hin- ein ge- #strahlt.

bapp!'- 1y in- to it . streamed.

life seemed —— waste to me,’

shone like a. friend of old.

friend- 1y ra- di- ance streamed.

tak- en a won- drous hold.

Es. #schwe- ben #Blu- men und #Eng- lein um
There hov- ers. flow- ers and an- gels a~
The ho~- ly Vir- gin 1is pain~ - ted with
The flow'rs and an- gels there fresh- en the’
Mid flowers. and an- -—  gel crea- tures our
Mid flovers. and an-- gels she stands there Our
®uns- re #lie- be Frau; die #ju= gen, die
round the Vir- gin Mary; the eyes -——- the
an— gels and flowers a=- bove; her eyes: full of
Vir-- gint's: high a- bove, her eyes that are
La= dy sits. a— bove, the eyes -—— the
La- dy e ‘bow be- fore, But the eyes and the
#Lip- pen, die #®Lip- pen, die *Yang- lein, die
lips:. —, the lips — the - cheeks -——, they
kind-- ness. her lips sweet—1ly smil- ing, re-
emil- ing, her smil- ing ex-- pres- sion re-
1ips and the hands -— the fea- tures Are
lips. and the hands ~— —=— there —— Are
#glei- chen der #Lieb- sten ge- #nau.

re- sem=~ ble the love so. exact.

ming. me of one wvhom I love.

sem-— biles. the one that I love.

won— drous- 1y like my ——  JYove..

those of the one I a- dore.
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Key: 1. Heine=Schumann lyrics.
2.. Suggested literal. translation
3. Mattulath translation ‘
4. Way translation
5. Garran translation
6. Untermeyer translation

59

Compared to the verbatim translation of the stressed and agogic-accent
words. (designated by an asterisk) of. the Heine-Schumann lyrics:

all translations agree in meaning on . .
three: translations agree in meaning on

two translations agree in meaning on .
one translation agrees. in meaning on .
and no translation agrees: in meaning on

e« o e @

Using the same normas:
the Fattulath translation agrees with . .
the May translation agrees-with. . . . .
the Garran translation agrees with . . .
and the Untermeyer. translation agrees: with

.-

e & & & &
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.« . two
. o two:
. five
. « ten
seventeen

. . four
. twelve
fourteen
. o Seven

words;
words;
words;
words;
words.

words;
words;
words;
words..



TABLE VII

COMPARISON OF TRANSLATIONS FOR.
WICH GROLLE NICHT"
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Ich #grol- 1le ¥nicht, wund wenn das: #Herz auch
T grudge ——- not, and if the heart too
It1l not com- plain, though torn my heart with
I'll. not la—~ ment, al- though my heart is.
I'1l not: com- plain, though break my heart in
I will not mourn, al-— though my heart is
®tricht, ®g- wig #ver- lor!'- nes ¥#Lieb, . . . .
treaks, ev- er for-- lor- ned 1love, s e e
pain,. though thou art lost to. me, .« e e e
rent, you that I love are lost, . e e .
twain, Iove €v- er lost to me, s e e
torn, 0 love for- ev- er Jost! . . e
VWie: du auch ®strahlst in #Di- a~

As: you too: shine in di- a~

Un~- to: thy charms bright jew- els

The wayr you gleam in spark-- 1ling

Where thou. dost gleamn,. a- blaze in

Al-  though tricked out in white and

‘man- ten- pracht, es -#fallt kein

mond's bright- ness there falls no:

lend their light,. but in thy

dia- mond light no sin—~ gle

dia-- mond's  bright, There falls no

dia- mond light, No sin-. gle

#Strahl in dei- nes  #Her- zens. ¥Nacht, das

bean. in your e—— heatt's —— night, this:
heart all. is: as dark- as. night, I

ray falls. in your heartt's. black night, I

beam. up- on thy  heart!s deep night, I

ray falls. in thy heart's: deep night, I
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#yediss:

know
know.
know
knew.
know.

#Tranu-
dreams
sleep-
" clear-
plain
dream

- ¥Rau-

cham-

creep--

drear-

preme,

#Her-
your
faith-
heart
eats:
on

#Lieb,
love,

wretch-

love,
hap-

wretch-

ich #langst
I well
it well
full well
it long
this well
me, und ¥#sah
——, and saw
ing, I saw
1y, and saw
-~~~ And saw
—~- And saw
me, und ¥#sah
ber, and saw
ing, and :-saw
Y I saw
—— And saw
~—=  And saw
zen ®#frisst,
heart, -——
less. heart,
a-— far y
thy heart
thy heart.
wie #sehr du
how wver- y
ed, and how
how ver- y
py, O my
ed, oh, ny

die
the
the
the
the
the

die
the
the

the
the

ich

I

saw

I

sad
lone
sad
love,
love,

Ich  #gah dich ja im

I saw you then in

In dreams: which I was

In dreams: I saw. you

In dreams I saw  thee

I saw. thee in a.
#Nacht in dei~ nes #Her-
night in your —— heart's
snake with- in  your bo-
night with- in  your heart
night with- in thy heartt's
night with- in thy heart
#gchlangt, die dir am
snake which eats on
gnas- ing at. thy
snake that eats your
ser- pent  there that
snake that gnaved up-
#gsah, mein
saw, my
saw. how
saw my
how un-
saw how

lend #bist . .

you are ..

thou art .- e e .

you are . .- e

thou art - .- e

thou art . . .
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zens

som
80.
do-

1. Heine-Schumann lyrics
Suggested literal translation
Mattulath translation
May translation

Garran translation

Untermeyer translation
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Compared to. the verbatim translation of the stressed and agogic-accent
words. (designated by an asterisk) of the Heine-Schumann lyrics:

all. translations agree in meaning on .
three translations agree in meaning on .,

two translations agree in meaning on . . . .

one translation agrees: in meaning on . .

and no translation agrees in meaning on . .

Using the same norms .
the Mattulath translation agrees with . . .
the May translation agrees with . . . . . .
the Garran translation agrees with . . . .
and the Untermeyer translation agrees with

seven words;
eight words;
. « five words;

« » + 8ix vords;

.

. « five words.

. eleven words;
tuenty-one words;
nineteen words;

. seventeen wvords.
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TABLE VIII

COMPARISON OF TRANSLATIOKS: FOR
“UED WUSSTEN'S DIE BLUMER"

r—— ——

— — —— e

Und #wuss- ten's die #Blu~- .men, die #klei- nen, wie
And  knew the flow- ers, the small ones, how

If on- 1y the dear 1it- tle flow- ers, oy
If on-— 1y the 1lit- tl- &est flow- er would
And O if the flow- ers but knew it, Howu
And were —_— it knowm to the flow— ers, How
#ttief H#ver- wun- det mein #Herz, sie

deep- 1y wound- ed my heart, they

bit- ter sor- row could know, Their

know. the wounds in my heart, ttwould

deep- 1y hurt is mny heart, They'd

wound- ed ny heart must be. There

#yur- den  mit  mir #yei- nen, 2zu

would with ~—— me weep -—--=— to

tears: would fall in  show- ers: to

of- fer tears. that “show- er and

weep with me to rue it, And

tears. would fall in showy- ers, To

#hei- len mei- nen  #Schmerz. Und

heal == my - pain. And

heal. my grief and woe. And

cool my vwoe- ful smart. If

heal my cru- el smart. And

heal my ag- o- ny. If

#niss- ten's die #Nach- ti- gal- 1len, wie
Knew —_— the night- in- gales -——  how
if I should tell my sad- ness: vwhere
night- in- gales could dis- cov- er how
did the night-— in— gales know it How

night- — in- gale and lin- net Knew
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#ich so ‘#trau- rig und  #krank, sie

I am  sor- ry and ill, they

night- in- gales could hear, --- they 'd

sad and lone- some I be, they'd

sad and sor- ry an I, They

of ny sad- ness: and pain, Their

#]lie- ssen ¥fréh- 1lich er- #gchal- len er-
e- mit a gay re- sound-  ing, re-
sing a. song of _— glad- ness oy
glad- 1y help me re- cov- er, with
would for a hap- less: po- et, Their
sing- ing could have —— in it A

®qui- cken- den Ge- sang. Und
fresh- — ing ——— songs. And

ach- ing heart to cheer. The

songs: they'd 1liv- en me. And

sooth- ing song lift high. And

far more joy- ful strain. If

twiiss= ten sie mein ¥We- he, die

knew - they my la- ment, the

stars in hea- wven shi- ning, too

if they Ilmew my ach- ing, the

if they knew my sto- ry. The

sor- rows tear- ful tra- ces. The

#gol- de- nen #Ster- ne- lein, sie

gol- den —— 1lit- tle stars, they

far from the earth must be for

stars gleam- ing gold a- bove, they'd

lite - tle stars of gold. They

gol- den —— sgtars could see, They

tkad- men aus ihe rer #Ho- he, und
came - ——— from their —- heights, -——  and
if they could see me pin- ing, they'd
come, all their height for- sak- ing, to
all would come down from glo- ry, And

would come doun from their pla- ces And
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1. #spra- chen #*Trost mir ein.. Sie
2.. spoke com— fort to me. They
3. try “to. com- fort me.. of
4.. spesk to me of love. They
5.. bid me be con- soled. They
6. try to com- fort me. But
1. w#al- 1le #kon- nen's nicht *wis- sen, nur
2. all --- can - not knovw, —==  only
3.. what a- vail to. re- ~“veal it, though
4. can=-- not know of this  to- ken, just
5.. can- pot know it " this to- ken; One
6. they can- not com-- pre- hend it; One
l. #Ei- ne kemmt mei- nen #Schmerz;. sie
2.. one —- can know my painy she
3.. all un- der hea- ven knew, there's
4. one per- son knows my  smart, for
5. on— 1y can know my pain.. And
6. on- 1ly knovws my --- pain.. She
1. hat ja selbst #zer- ris- sen, *zer-
2., has her self bro- ken, ---  bro-
3. one a- lone can heal it, she
L. she her- self has bro- ken, has
5. she her- self has bro- ken, Bro--
6.. took ny heart to rend it A-
1., ris- sen mir das #Herz.
2. ken, -— ‘me the ‘#heart.
3. toré my heartin to.
4. bro- ken my sad heart.
5. ken my  heartin twain,
6. gain and yet a- gain.
Key:= 1. Heine-Schumann lyrics
2. Suggested literal translation
3. Mattulath translation
4. MWay translation
5. Garran translation
6. Untermeyer translation
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Compared to the verbatim translation of the stressed and agogic-accent
vords (designated by an asterisk) of the Heine=-Schumann lyricsr:

all translations agree in weaning on. . . . . . . . . . . no word;
three franslations agree in meaning on. . . . . . . . . four words;
two translations agree in meaning on. . . . . . . . . .seven vords;
one translation agrees in mea:ing on. . . . . . . . . eleven words;
and no tmnslation agrees in meaning on. . . . . . . . tuelve words;

Using the same norm::

the Mattulath translation agrees with. . . . . . . . .three words;
the lMay translation agrees with. . . . . . . . . . . .eight words;
the Garran translation agrees with . ... . . . . , .fifteen words;

and the Unterzeyer translation agrees with . . , . . eleven words.
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TABLE IX
COMPARISON OF TRANSLATIONS FOR
"DAS. IST EIN FLOTEN UND GEIGEH™

1.. Das ist ein #F1lo- ten und #Gei- gen #Trom—
2.. There is a flut- ing and fid- dling trun-
3. The m=-  sic is fes- tive and spright- 1y the
be 1T hear a flute and a fid- dle and
5. Theres flute and fid- dle a. skirl- ing And
6. The vi- o- lins -—— are shril- ling The
I. pe- ten  #schmet- +tern #dar- ein . e e« da
2. pet- ing sound- ing  there- in + s o« » there
3.. sound of trum- pets is gay, . o« My
4. trum-- pets blar- ing there +too, . » o« My
5.. trum- pets Dblare —— and dinj; o« o o o In
6. trum=— pets blaze - and blare; . . . o The
1.. #*tanzt wohl den #Hoch- gzeit— rei- gen . . . . die
2. dances, too, the wed— ding dance « == + » . « the
3. lov!d one is danc- ing light- 1y . . for
4. love she sways in the mid- le « +« « o the
5. wed- ding -—- dance . is vhir- 1ling . . . . The
6. wed- ding --- mu-sic is thril- 1ling . .. . Hy
1. s#Herz=- al— ler- 1lieb- ste mein. Das ist ein.
2.. dear=  -~— est love of mine. There is a
3.. this is her ved- ding day. The mu— sic is
Lo, vied- ding dance starts a- new. There is a.
5. heart of my heart with- in. There is a
6.. love  -—- is danc- ing there. With what a
1. #Klin- gen und #oroh- nen, . « « ein #Pau- ken und
2. ring-- ing and roar- ing o« e the clash- ing --—-
3. ring-- ing and throb- ing, - the pi- pers and
4e. Ting- dng and dreamn-- ing, . . the drums and the
5., shril- 1ling and dron-- ing o . of ket- --- tle
6. dron- ing and groan- ing . The drums =--- and
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1. ein #Schal- mei'n; *®*da- gwi- schen #schluch-~ zen und
2. the pip- ing a- méngst this sob- bing and
3. fid- dlers play. But all the an- gels are
L. horns re- sound; and too the sob- bing and
5. drum and horn With- al there's sob- bing and
6.. reeds are rent;: While sob- bing and " ———  Dbe
1. #stoh- nen, . . . . die #ljeb- 1li-- chen #En- ge-- lein.
2. groan- ing, . . . . the swcet -—-- .. ===  Cher- u- bims.
3.. sob- bing . . . . for love that has passed a- way.
L. groan- ing . . . . of an- gels seem to a- bound.
5.. moan-  ing + « + » Vhere my - good an- gels mourn.
6.. moan- ing . . . . The cher- ~=— u- bim la- ment.
Key: 1. Heine-Schumann lyrics

2.. Suggested litteral translation

3. Mattulath translation

4.. May translation

5.. Garran translation

6..

Untermeyer translation

Compared to the verbatim translation of the stressed and agogic-accent
words (designated by an asterisk) of the leine-Schumann lyricss

all translations agree in meaning on . ...
three translations agree in meaning on .. .
two translations agree in meaning on . . .
ape translation agrees in meaning on .

and ro translation agrees in meaning on.

Using the same norm:-
the Mattulath translation agrees with. .
the liiay translation agrees with. .. . . .
the Garran translation agrees with . . . .

and the Untermeyer translation agrees with .

. - a

.

.one words;

. two words;

+ » « Jfour wvords;
« « 8ix words;

e o s o « ofour words.

+ « «» three wordsj;

+ +« « » + o nine wards;
o s o o« » « eight words;

. « « +» Jfour words.



TABLE X

COMPARISON OF TRANSLATIONS FOR
"HOR' ICH DAS. LIEDCHEN KLINGEH™
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®or* ich das  *Lied- chen #klin- gen, das
Hear T the tune be- ing sung that
oft in- my heart 1is ring-- ing an
Now vhen I hear it ring- ing the
When T hear ot- hers sing-- 1ing The
I hear an e-— cho sing=  ing The
#teinst die #Liéb- ste  ¥#sang, so

once the lov- er sang, ther so

old fa- mil- iar strain, I

song my loved one  sang, then

song my dar- ling sang, I

song she sang for nre; And

wmill nir die #Brust *¥zer-- sprin- gen
will mny chest —— ex- plode ——
fan- cy my love is sing- ing
straight to ny heart 'tis  bring- ing
feel throvgh my torn heart wing- ing
a fresh _— grief is wring- ing
il dem  #Schmer= gen— drang. Es

wil-- dest vio- lent pain. It

ten—~ derr  sweet re- frain. A

wild- est woe- ful pang. I'm

dead- 1y ar- Tow  pang; Then

hearts old ag- o— ny. A

#treibt mich ein #dunk- 1les #Seh- nen ®hin-
puts in me a dark -— long- ing ap-
lone to the for- est go- ing I
driv- en by dark- est 1long- ing up
up to the far- est moun- tains Dark
wild ~w=  un- rest is sweep- 1ing me

von
from.

the
A
My
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1. auf zur  *al— des— hoht, dort
2. ward to wood- land height,  and
3. hide my bit- ter grief and
4. there in wood- land  height, and
5.. long- ings bid me go, And
6.. where the high woods grov; There
1. #10st sich auf in #Tra=--  nen rein
2. lose my-— self in tears _ my
3. while my - tears are flow— ing find
4. tears at last come throng- ing from
5.. there is loosed in foun- tains my
6.. T shall lose through weep—  ing my
1. #u-  ber- gro- sses Weh".
2. o- ver-- burd'- ning woes.
3. so-— lace and re— lief.
4. grief that blinds my sight.
5. ov-— er burdt-- ning woe.
Key: 1. Heine=Schumann lyrics
2. Suggested literal translation
3. Hattulath translation
4. May translation
5. . Garran translation
6. Untermeyer translation
Compared to the verbatim translation of the stressed and agogic-accent
‘words (designated by an asterisk) of the Heine-Schumann lyrics:
“alltranslations agree in meaning o « « o« + . « « . . . . One wvord;
three translations agree in meaning on. . . . . . . . . . one word;
two translations agree in meaning on . . . . . . . . .three wvords;
one translation agrees in meaningon . . . . . . . . . five words;
and no translation agrees in meaning on . . . . . . . .eight words.

Using the same norms

the Mattulath translation agrees with. . . . . . . . . . .one vord;
the Hay translation agrees with. . . . . . . . . . . . . ten words;
the Garran translation agrees with . ... . . . . . . . .five vords;

and the Untermeyer translation agrees with . . . . . . three words.
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TABLE XI

TRAHSLATIONS FOR
LIEBT EIN MADCHEMM™
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Ein #Jung-— ling #liebt ein #pMad— chen, die
A young man loves a maid- en, she
A youth  once loved a maid— en, but
A young man loves a naid- en, who
A lov- er loves a naid— en, ttho
A young man loves a maid- en, Whose
*hat ei- nen #*An- dern #er- wahlt%, der
has one ~-= oth= er cho-  sen, the
she with an- oth- er would wed; that
chose some- ope else than the lad And
long for an- oth- er has sigh'd; That
heart for an- oth- er has yearned This
#An— dre #*liebt ei- ne #An- dre und
oth-- er loves one- =&=- oth- er ahd -
oth- er fan- cied an- oth-- er whom
this one loved still an- o- .ther and

oth- er loves an- ‘== oth- er And

oth- er loves an= === oth- er By

#*hat sich mit  #die- ser ‘tver= mdahlt. Das
has himself with this one ——= ved. The
soon to the al- tar he led. It
mar- ried this one and was glad. The
car-- ries her  home for his Dbride. The
whont —— his love is re- turned. The
#Mid— chen *nimut aus #fr— ger den
maid- en took from an- ger the
fill*d the maid with an- ger to

maid=-- en took through an- ger the
maid-- en weds in an-- ger the

maid- en weds in an- ger the
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*er— sten #be- sten  ¥Mann, der

first --—- best -— man who

lose her cho- sen mate she

first man came in sight. who

first, the 1like- 1liest one vho

first good man she spies who

ihe in den iileg- *ge~ lau-- fen; der

in —_— the road was walk-- ing;* this
mar-— ried the first best sui- ter the
walks there a- long the path- way, the
falis in :<her way to wWoe her; Her
runs = =—- in— to her path— +way; The
#Jing-- ling 1is 73— bel dtran. Es

young man is bad-- 1y off. It
youth's was a sad, sad fate. Tis

lad . vas in sor-- ry plight. This
lov- er is woe- be~ gone. It

youth . -grows. -bit- ter and wise. It

®#ist ei- ne #al- te  #Ge—~ schich- te, doch
is an -— o0ld, — o0ld sto- ry, yet
e- ver the same o0ld ---  sto- ry, and
is such a ve- ry old sto- ry,.- and
is such an- old, old --- sto- ry, Yet
is an ——— old, o0ld —— sto- ry, But
#pbleibt sie im- mer ‘*heu; und *vem  sie
stays it ev—- er nev; and to whom
ma- ny knevw it well, but those to
yet Ytis ev- er new the one to
bides it ev-  er new, And he who
one that's al-- ways newv; And ev- ery
sie- ret, dem  *#bricht das ‘#Herz #®ent- guei.
bap—=- ‘pens; this breaks that heart in two.
hap- pens of bro- ken. hearts can tell.
hap- pens his heart rust break in two.
by it, His heart is -« broke' in two.
hap- pens, It breaks a heart in two..

just
this
whom
whom
last
time

72

pas—
just

this
came
it




Key: 1. Heine-Schumamn lyrics
2.. Suggested literal translation
3. Mattulath translation

. May translation

Garran translation

.. Untermeyer translation
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Compared to the verbatim translation of the &tressed and agogic-accent
words (designated by an asterisk) of the Heine-Schumann lyrics:

all translations agree in meaning on . .
three translations agree in meaning on i .
two translations agree in meaning on . . .
one translation agrees in meaning on .

and no translation agrees in meaning on.

Using the same norm:
the Mattulath translation agrees with. .
the May translationggrees with . . . .
the Garran translation agrees with . . .

.

and the Untermeyer translation agrees with .

. « o .five vords;
. onineteen words;
« « « two wvords;

. five words;
.seven words.

. «fourteen words;
. . sixteen words;
.eighteen words;
.twenty words.




TABLE XII

CQMPARISON OF TRANSLATIONS FOR
"AM LEUCHTENDEN SOMMERMORGEL'
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#leuch- ten- den ®*Som- mer- mor- gen
Oh the 8hin— ing -~ #== Sum- mer morn- ing
I wend- er'd a- bout the gar-— den,
One beu- ti-- ful sum-- mer morn- ing,
A sun- shi- ny sum~ mer morn- ing
Oh a ra- di-- ant sum-- mer morn-— ing
itgeh!- ich im  #Gar- ten ‘her— un. Es
go I in gar- den a— round. There
gold- en the sun in the sky; The
when in the gar- 'den I walked, the
Al through the gar- den T stray; There
In- to the gar- den I stray; The
#flu- stern und spre- chen die #Blu- =nen,
whis- pfring and speak- ing the flow-- ers,
flow- ers were bend- ing and sway- ing
flow- ers were nod- ding and speak- ing
whis— per and prat- tle the flow- ers,
flov— —- ers rus-— tle and whie- per,
#ich a-- Dber  ‘wand— le sturm.  Es
I am but wan— der mute. There
As I was  go- ing by. I
some= how T ne- ver talked. The
But I go dunrb a— way. There
But I have noth-  ing to say. The
#flu- stern und spre- chen die Blu- men, und
whis—- pt'ring and speak- ing the flow- ers, and
pi— ty they gazed as I pass*d ther and
flow- ers wvere nod- ding and speak- ing, with
whis- per and prat- tle +the flow= .ers And
flow= == ers whis- per and mur- mur, Plead-
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1. #schau'n mit- lei- dig mich an:
2. stare pit- i- fully at me:
3. then to whis- per be- gan:
L. pi- tying glance they be- gan:
5. me in pi- ty they scan
6. ‘ing as on- ly they can:
1. "Sei uns- rer #Schwe- sterr nicht #bo- se, du
2. "Be with our sis- ter not an- gry, Jyou
3. "Blame not our love- -— 1y sis- ter, thou
4. "YPray do not hate our young sis- ter, you
5. "Be- not un- king to our sis- ter, Thou
6. "Oh, be not wroth vith our sis- ter, Thou
l. #trau- ri- ger, #blas- ser  #Mamn."
2. sor- row- ful pal- lid man."
3. sor- row- ful, sufft- ring man.,"
L. sad and un- hap- Py man,"
5. sor- row- ful, hag- gard man."
6. bit- ter and sor-row- ful- man."
Key: 1. Heine-Schumann lyrics
' 2. Suggested literal translation

3.. Mattulath translation

L. May translation

5. Garran translation

6. Untermeyer translation

Compared to the verbatim translation of the stiressed and agogic-accent
vords (designated by an asterisk) of the Heine-Schumann lyrics:

all tanslations agree in meaning on, . . . . . .
three translations agree in meaning on .
two translations agree in meaning on

one translation agrees in meaning on .
and no translation agrees in meaning on.

Using the same norm:

the Mattulath translation agrees with. . . .« .

the May translation agrees with . . . .

the Garranttanslation agrees with . . .
and the Untermeyer translation agrees with.. .

LY

- e

. . . 0o words;
. three words;
+ + o oNO wOrds;
. « Sseven words;
.. eight words.

« o o o One word;

. «three words;
o « o tenwardss;
. . two words.



TABLE XIII

COMPARISON OF TRANSLATIONS FOR
"ICH HAB* IM TRAUM GEWENET"
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#habt-

Ich im #Traum. ¥#ge- wei-- net, mir
I  have in dreams been weep- ing, T
I dreamt that T was weep- ing, Be=~
In dreams have T been weep— 1ing, I
In dream I lay a=  weep— ing, I
I wept as I lay dream— ing, T
®i{raun~ te, du #la- gest im #Grab. Ich
dreamt —— you lay- in the grave.. I
cause then be- lov- ed hadst died, And
dreamt in your grave you were laid. Then
dreamt, in the grave thou didst 1lie. I
dreamed -— that you —~- had died.. And,
auf, und die #Tra-- ne
up and the tear —-
wolte  there were tear-- drops
woke and the tears were
gain, and the  tear-- drops
woke, the ——  tear- drops
#Floss mnoch voA der #fan- ge ° her- ab.
flows still f¥om the cheek ~— down- ward..
still = — on my cheeks —— un- dried.
flow— ing from my eyes so dis—- mayed.
Still ran from my strean-. = ‘ing. eye..
Clung to ~——— my cheeks --— un- dgried..
habt im Traum ge—- wei— net,, mir .. .. .',
have in dreams been weep— ing T
dreamt that I was weep- ing. Be~
dreams have T been weep-- ing, T
dream I lay a-— weep— ing, I

. wept as I lay dream— ing, I

#yach-- te
wak— en
when I
I a—
waked a—
when I

Ich

T

I

In

In

I
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T

trdumt ¥,. du #yer— lie—= ssest mich. Ich  #wach-- te

dreamt  you were leav— ing me.. I wak— en

cause thou wert leav— 1ing me, Then I a=—
dreamt you'd for— sak— en me.. Then T a—

dreamt thou for-  sook— est me. I waked a-

dreamed you wvere false to. me.. I woke and

auf, und ich %*vwein— te noch #lan— ge  #bit— ter— lich.
up and I wept —— still long and bit- ter—1ly.
woke  and in an— guish, Wept long and bit- ter--ly.
voke, tears kept flow- ing so long and bit- ter- ly.
gain and a-—. vak— en'd A— while wept bit— ter- ly..
for man— ¥y hours = —— Lay weep-- ing bit-- ter—1y.
Ich habt im Traum ge-— wei-— net, mir

I have in dreams been weep-- ing, I

I dreamt that I was weep-- 1ing, thy

In dreams have T been weep- ing, I

In dream I lay a— weep— ing, T

I wept as I lay dream= ing, I

#traum— te,. du #yartst mir noch #gut. Ich #wach- te
dreamt —-  you were to me still +true. 1. wak— en
heart was still mine in my dream;j And now I
dreamt  that to me you were good. Then I a-
dreamt  thou wert kind to me still. T waked a-
dreamed that your love —_— was true,, I woke to
auf, und noch #im- mer

up and yet still —-

wake and the tear-.cdrops

woke and as al- ways

gain, and yet e-— ver

-and enc-- less weep-- ing

#stromt mei— ne #Tré—  nen- flut.

streams ny «——  tears in flood.

flow in and end- less stream.

tears: were & . siream=- ing flood..

streams down the .deep tear- rill.

And the: s&hd— d1ess thought of- ".yOle




Keys 1l.. Heine-Schumann lyrics

2.. Suggested literal translation
3.. Mattulath translation

4. May translation

5.. Garran translation

6

.. Untermeyer translation

Compared to the verbatim tzranslation of the stressed and agogic-accent
words (designated by an asterisk), of the Heine-Schumann lyricsi:

all. translations agree in meaning on.. . . .
three translations agree in meaning on.

two translations agree in meaning on. . . . .
one translation agrees in meaning on. . .
and no translation agrees in meaning on .

Using the same norm:

the Mattulath translation agrees with.. . . . .

the May translation ggees with. . . . . . . .
the Garran translation agrees with. . . . . .

and the Untermeyer translationagrees with .. .
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.. five
. four
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.seven

seven
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. eleven

seven
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words;
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words;
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words;
words.
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COPARISON OF TRAMSLATIONS FOR
"ALLNAGBHTLICH IM TRAUME"

awmHswWN -

.
H

AWM s\WN
L] ? 'O L)

Oy B PN

o
HO R S

oo~ WwWwH

.
y

ooumpwpoH

All  *#pacht-- lich im #Trau- me #seh' ich dich, und

Each night == in dream-- ing see I you, and

In dream-- land I see thee,, fair and sweet, and

BEach night- time in dream- ing, I see you, I

Each night— time in dream- land thee I see,, And

Be-- lov- ed, in dreams we oft- en meet And
#ge—- he dich #freund- lich, freund- 1lich

see === you iriend- 1ly friend- 1y

smi- ling a ten- der, ten- der

see you give friend- 1y friend-- 1y

see —— thy~ friend- 1y friend- 1y

10, your <voice is EKind- ly —_— —

gru- ssen,. und

greet-- ing me and

greet-- ing, while

greet- 1ing, and

greet-- ing; And

- —— I

#]laut #auf- wein--end *stiirz* ich niich zu

Toud- 1y cry— ing  throw I myself at

kneel-- ing at thy 1it-- tle feet I

loud- 1y cry-- ing I re- newv mny

weep-- ing loud I. hum- ble e Be

fling my- self at your gra-- - cious feet, And

#dei-- nen #sli- ssen #¥F4- ssen. Du- #gie— hest mich
your:  ——— sveet — ——— feet., - You —— look at
weep for joy of meet-- ing. Thou  bend- est  thy
plea and my en- treat- ing. You're look- ing at
fore - thy feet, my sweet— ing.. Thou gaz- est on

weep there; long and blind- 1y.. You shake —- your

1
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an, ftyeh=—- mu-  tig— lich und #gchut- telst,
me sad —_— —— 1y and shake — =———
head sad- 1y to: me with glanc- es,
me, sad-- 1ly at me and shak— ing,
me sor-- rou— ful— ly, And shak-=  est,
fairhead sun-- beam -——  swept, Re-  proach- ful

schiit-- telst daé *blon- de #Kopf— chen; aus

shake -—  your blonde --  head —3 from

glanc- es so soft-ly ap- peal— ing, but

shak-- ing your head so: gold- en from

shak-- est thy fair head chid- ing; And

—— —_——  yet — ap-— ©peal= ing, As:

*#dei- nen #fiz— gen  ¥schlei-- chen sich die

your — ——- eyes —— are flow--ing  the

slow— 1y oter thy face I see the

out your eyes are glid— ing free +the

from thine eyes con- tin- ual-- ly The

out of eyes that ne-— ver wept The

#Per- len- Trd-— nen- tropf— chen.. Du #*sagst mir
pear- 1ly . tear —— drops. =—-- You aretsl- ling
pear- 1ly tear-- drops steal- ing. A whis- per'a
pear- 1y tears en- bold- ened. In se-- cret
tear-- drop pearls are slid-  ing Thou  speakst me
bles- sed ‘tears come steal- ling You = whis= per

#heim= lich ein lei- ses ‘#Wort,, und ¥#gibst mir den
’ .

secret-- 1ly a  gen- tle word, and giving xe the
mes- sage I hear  thee say, Thou giv'tst me a
you speak a gen— tle word, and give me the
soft- ly one word a-  lone, And giv'st me a

a word for me a- lone And give me a
#3trauss, den Strauss von #Cy—

spray the spray of the

spray, a spray in —

branch of cy- press be-

bunch, a bunch of —

wreath — — dream be—
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1l.. pres-- sen. Ich #®ja— che auf, und der

2.. cy-— press. I va- ken up and the

3. to- kenj. my dream has flown, I can

4.. got~ ten thep T a=- wake, and the

5.. cy— press; T Wa— ken up, and the

6.. got— ten, I wake  ~-= the cy-- press
*1.. ¥Strauss ist #fort, und ‘s #ort hab' ich #ver—-- ges-- sen.
2. spray 1is gone and the word have I for- got- ten.
3.. find ner  spray,. re- call no °~ mes— sage spo— ken.-
4. branch is blurred, the word I have for- got- ten.
5.. bunch is gone, and the word I have for- got- ten.
6. wreath is gone And the word 1Is quite for- got- ten.
Key: 1. Heine-Schumann lyrics

Suggested literal translation
Mattulath translation

May translation

Garran tanslation

Untermeyer translation

oUW

Cozpared to the ¥rbatim translation of the stressed and agogic-accent
vords (designated by an asterisk). of the Heine-Schumann lyrics:

all translations agree in meaning on. . . . . . . . . . .tvo words;
three translations agree in meaning on. . . . . . . . eight words;
tvo translations agree in meaningon.. . . . . « . . .  five words;
one translation agrees in meaning on.. . . . . « . . . . nine words;
and no translation agrees in meaning on . . ., . . . . . ten wordss

Using the same norm:
the Mattulath translation agrees with.. . . . . . . . . .five vords;
the May translation agrees with .. . . . . . . . . .nineteen vords;
the Garran translation agrees with . . . . . . . . .nineteen wardsy
and the Untermeyer translation agrees with . . . . . . .nine wvords.
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l LIN

2.

L.

e

5..

wmes W H

5.

Aus

From
From
From
From

vor
forth
me
forth
Xons

#kling
sounds
cal-
ring-

- glor-—

*bun—
gay
gold-
pret-
gi-

#gold!
gol—
blos-
ros-
gold-

*gl{i—.
glov—
per-

gleam--

turn—

#ale- ten *March- en *winkt es  #her-
old- en stor- ies* hints it comes
fai- ry lore there bec- kons to
fai- ry tales it's gring- ing it
realms of an—" cient sto- ry Bec-
mit *uwei- sser  %®Hand, da #singt es und da
with know- ing hand, then sings it and then
a snow- white hand, and voi- ces are re—
with pale white haAd, with sing- ing and with
a snow- wvhite hand; There's sing- ing. of  their
t es von ®#gi— nem ®Zau— ber- land; wo:
it from a w— fair-- y land; where
ling a dis- tant won— der-- land, where
ing it tells of fair- y land; where
y of some far won— der- land, where
te .#Blu- men  #bli- hen im
—=- flo-- wvers blos-- som in
en light is beam- ing on
ty flowers are Dbeam- ing in
ant flow'rs are yearn- ing In
~ nen  ¥A— bend- 1licht, und *#lieb--lich *®*duf- tend
den eve- ningt*s light, and 1lov- 1ly fra—~ grance
soms bright and fair, That waft their wond' rous
y twi- light glow, and fra- grant- ly they're
en ev- en light, And ten- der- 1y up-
hen, mit =~ #braut- lich-- em  #*Ge- sicht; und
ing, with bri- dal-- 1like -— face; and
fume up- on the eve-- ning air;  ihere
ing their bride- 1like face +to. show; Aand
ing Bride fa-— ces ex- qui- site; And
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3 grii_,
ver—
birds
leaf-
green

dies
ly,

dy,
dies,.

Y G
birds
sweet—
birds
soft-

#t}g—
mnis-—-
out

mis—

cloud—

vor,
forth,
sway

.way,
air..

Feun-—
ver—
float-
grace-
vion—-

#thlau—

blu-
ev-
sparks
blue

tsin-
sin-—
sing—
sing—
sing-

#heim-
se—
air
gen—-
notes
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gen ur- *al= te #Me- Jo-
ing the old- en mel- o©-
ing in con- cert joy- ous—
ing the an- cient mel- o-

ing their an— cient mel=- o-

lich #klin- gen, und

cretly sound- ing, and

is ring-- ing with

tly swing- ing  the

are ring- ing, And
®drein;; und @ ithe- bel— bil= der
there; and mis— ty fig- ures

From out the earth a-

free,. and mis— ty views en-—

breeze; And cloud-— lets 1light as

“*stei- gen wohl %*aus der #Erd' ‘her-

ris—-
ris-

ing sure from the earth come
ing E— - ther- eal vi- sions

tranc-- ing come from the earth this
feath- ers, Lift slow-1ly in the

#luftt¥=— gen  #Rei— gen, inm

‘air— v dan- ces, in
air— y meas— ure like
choirs are danc- ing in
long to~ geth- er, Their

chen #Chory und
ftrentchoirs;. and

sparks bright-

ne #*Biu— me
dant trees are
in trees are
y trees are
trees all are
die *#Luf-— +te
. the breez- es
and all the
the breeze is
The birds clear
gel #gchmet- +tern
are war-— bling
est mel-- o~
are wvar- bling
ly sighs the
bel-—- bil-- der
ty fig= ures
the earth a-
ty views en-—
lets 1light as
und #tan- 2zen
and danc-- ing
in rhy-- thmic
and wond- rous
And dance a-—
der— 1i-
y dif-
ing vraith of
ful glad ar-
drous dan-— ces
e FFun— ken
ish sparks are
ry leaf and
of blue are

ly

spray, On
and
there;. And

*bren—-- nen an
burn— ing on
blos~— som a
burn- ing from
bick- er On
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#je— dem #Blatt und #Reis, und #ro— te #Lich- ter
eve— ry teaf and twig, and red-- ish lights are
spark 1is glow=- ing bright, while dan- cing flames are
eve-- ry leaf and sprig, and lights of red are
eve- ry leaf and spray, And rud- dy gleams still
¥ren- nen im #ir- ren, ¥iir—ren ¥Kreis; und

rac— ing in ee- rie, tan— gled rings; and

flash- ing with weird fan— tas= tic light vhere

turn— ing in wild dis- or- dered jig; and

flick- er A- bout the tan— gled way;. And

#lau— te #Quel-- len  %bre- chen aus

noi— sy springs are break— ing from

foam~ ing brooks are dash- ing Oter

noi- sy springs are  break- ing from

laugh— ing leap- ing foun- tains, From

#yil— dem *far— mor- stein und ¥selt— sam in den
rug- ged mar— ble stone and odd— 1y in the
beds of gleam— ing stone while in their spark- 1limg
hard- y mar— ble stone, and brooks are now am
rug- gd nar- ble break, And won— drous- 1ly the
#Ba-  chen strahlt #fort der *Wi- der- schein. AchE
brook- lets beams forth the re-—  flec- tion ABE

wa-- ters re- flec- tionsstrangeare  thrown. Aht

wak- ing re-— flec- ting sights un— known. Ah¥

moun- tains Are mir-— ror'd in the lake.. ARF,

Ach¥’ Ach, #konn't- ich #dort— hin  *kow— men, und

Ahl-  Ah, could I thith- er com—- eth, and

An'-  Ah, that en— chan-- ted re~ gion vhere

Aht  If I could on-- ly come there and

Ahk: | Ah, could I but core thith- er, And

#*dort nein #Herz #er- freu'n, und *al— ler  *Qual dent-—
there my heart de-—- 1lights, and all the pain with—
hearts can feel no pain.. 4And free from all their
give my heart de— light; and 1let all woe suc-
there my heart re- new, Bid all iy an- guish
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l.. nom— men, und #®*frei und #*se- 1lig *sein!” Achl. *je— nes
2. draws —=— and- free and hap- py Dbel Ah, that one
3. sor- rows be joy- ful once a- gaini I van~ der
4. cumb there and leave me free and bright. I see that
5. with-- er, Be free and hap- py, tool Ah, that fair
1. %#Land der #ijon-- ne, das #seh' ich  #oft im

2. land of rap- ture, that see I oft in

3. there vhile dream- ing and then I lowe to

4. land of won=-- der so oft in dreams that

5. 1land of seem= 1ing, ‘VWhere oft in dreams I

1. #Traum, doch #*kommt die  *Mor— gen- son-— ne, ®ger-

2, dreams but comes the mor- ning sun-— -——, dis-

3.. roam, but  when the sun is bearn— ing it

L. TOam, the sun then comes from un— der, they're

5. roaml The morn- ing sun comes. gleam- ing, It

1l.. fliesst's wie ‘ei- tel  #Schaum, zer-— fliessti's wie

2. solves lilce wvain —  foam, dis- solves like

3. drifts a— way lilce foam, it drifts a—

L. gone like eunp-- ty - foam, they're gone like

5. melts a- way like foamn It melis a=

l.. ei- tel Schaum.
2. vain e«  foam.
3. way like foam.
L. emp=- 1ty foan..
5. way life: foam..

Key:- 1. Heine-Schumann lyrics
2. Suggested literal translation
3.. Mattulath translation
4. May translation
5. Garran translation
6. Untermeyer translations

Compared to the verbatim tamnslation of the stressed and agogic-accent
words (designated by an asterisk) of the Heine-Schumann lyrics:

all translations agree in meaning on. . . . . . . . . . .four words;
two translations ggree in meaning on. . ., . . . . . seventeen words;
one translation agrees in meaning on. ., , . . . .thirty-three words;
and no: translation grees in meaning on. . . . . .twenty-seven words..
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Using the sare norm:

the Mattulath translation agrees with . . . . . . . .fourteen wvords;
the liay translation agrees with . .. . . . . . . . thirty-four words;
the Garran.translation agrees with. . ., . . . . . thirty-two words;

Untermeyer has translated poer and not song.
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. Die

#¥al— ten, #*bo~- sen *Lie—- der, die
Those cld— en, ev— il songs -—-- those
Those songs that haunt my spir— it Those
The songs so: old and wick~— ed,, the
The-:. . 'eld— en songs and ug—- ly. The
The songs so: old and bit—  ter, The
#Trau-— me #post und *art, die #lasst uns #*jetzit
dreams both bad and wild, +these 1let us now
dreams I well re— call, we'll lay them in
dreams so. bad and ill, they should be quick—
dreams of spite and hate, Now let them gll
dreams so- wild and drear, Let's bur- Y them
gra— Dben, *%*holt ei-- nen  #gro- ssen #Sarg. #Hin—
bu-— ry fetch me a great —— coffin. In—
cof- fin, bu=- ry them one and all.. As
bur-— ied, close in a cof— fin still, There
bur— ied;. Bring me a cof-- fin great, There's:
geth— er, vhat ho!. a cof- fin herel. T
ein leg' ich #gar #man— ches, doch
side lay L very ma-ay things, yet
yet I shall not tell you what
in I would put  some-~ thing, I
much  to lay with—in it, But
have so much  to. bur— y, It.
®sag'- ich noch nicht #®vas; der #Sarg muss *sein noch
say I yet not what; the coffin must be yet
there to rest I'we laid, the cof- fin must be
can~ mot yet tell what, the cof-— fin must be
what T tell +to none; the cof-— fin must Dbe
nev—- er will be done, un- less the cof- fins

the=—

1y
be
to-
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l.. #gro-- sser. wiets *Hei--del— ber— ger #Fass.. Und
2.. great— er than Hei— del— berg's great vat.. And
3. wi- der than ev— er a-- ny made.. And
4. big- ger than Hei— del— bergt*s "huge vat.. And
5.. big- ger than Hei— del-- berg's big tun... And

6.. larg-- er than Hei— del- befg's great tun. And

1.. #holt ei-- ne *To-  ten--  bah— re und

2.. feich me a fu— neral Dbier -— and

3.. bring me a bier to car— ry this

4.. then. build a migh- +ty bier there of

5.. bring me a bier . for the cof-- fin, of

6. bring a —bier to —— match ——

l.. #Bret— ter #fest und #dick; auch #puss. sie sein
2.. boards s6. hard and thich, too must it be
3. aw— ful. bur— den mine, Ttwill have to “be
4. wood both thicls and strong; and it nust be
5.. plank- ing thick: and strong; The great bridge of'er
6.. stout- est oak and pines It = must  be ev--
l.. noch #lan— ger, als #yie zu #ainz die #Bruckt..
2. yet lon-- ger, than as . to mainz the

3.. far long— er than the bridge a— cross the

4.. much lon— ger than.the Dbridge to HMainz is

5.. the _ riv— er At Mainz is not S0:

6.. en lon- ger Than the long bridge at

l.. “#Bruck'.. Und #%holt wmir auch #zwdlf *Rie-- sen, die
2.. bridge.. And fetch mer also. €welvé @gits— -arnfg, they

3.. Rhine.. Kow call a doz-- en ©ogi-— ants, let
4... Tong.. Then bring to me twelve gi-— ants and
5.. long.. And  bring me  now twelve gi- ants, Who
6.. Mainz.. And al— so bring twelve gi—  ants Of
L. #mis— sen noch %stir-- ker #sein, als

2.,. must --— yet strong— er be than

3.- each be: — strong and tall as

4.. theys must yet strong- er be, than

5.. needs must be' stout— er all Than

6. migh- ti- er brawn and bone. Than
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l.. #gie- der ‘#star— ke #Chris-  stoph, im
2.. once was might- ¥y Chris- to-pher incthe -
3.. was the good Saint Chris-to— pher whose
Lo 1is the might- y Chris— toph that
5.. Chris-- to- pher the saint— ed In
6.. Chris— to— pher, the saint—  ed, Whose
1.. #pom Zu. #Koln am *Rhein.. Die sol-~ len den *Sarg #fort-
2. church to Coln on theiRhine.. Théyc.have tave the coffin away
3.. fame is known to all.. Those gi-— ants shall 1ift the
4. all co-— logne can see. For they shall then bear the
5.. Colns Rhine M™in-— ster £all.. They shall -~—- the cof— fin
6.. shrine is in co- logne.. And in the ~—— great sea
l.. tra— gen, und #%sen—~ ken ins #Meer: hin-- ab;- denn
2. car— ry and sink it in sea there - == for
3.. bur- den and plunge it irn— to the sea; The
L. cof=- fjm And sink it im- osstl. Cean wave: For
5. car= ry And sink it te~- neath the /. sea;” For
6.. sink it Be- neath the - proud- est . wave ;For:
I.. #30l— chem #gro— ssen #Sar— ge ‘*ge—
2. such a ' might-y cof— fin de
3.. grave to hold +this cof-— fin of
Lo such a migh- ty cof-- fin de—
5. such a migh- ty cof- fin A
6.. such a migh- ty cof- fin Should
1. biubrt ein #®gro— sses #Grab. #¥isst ihr, #*wa- rum  der
2.. serves a might--y grave. Know you why  ~—— the
3. fit- ting size must be.. Why such a heav- y
L.. serves a migh- +ty grave. Do you know why the
5. might- y grave nust - be.. And = know ye why the
6.. have a mig- hty grave. You know what makes my
1l.. #Sarg wohl. so ®*gross und ‘!schwer mag #*sein?: Ich
2.. coffin quite so great and stout should be?. I
3.. cof- fin?: Uo doubt you fain would kiow? Itve
Lo.. cof-- fin must be so big and strong? I
5.. cof-- fin HMust be so. deep and wide? I
6.. cof-- fin so great so hard to bear? It



l.. #senkt! auch #mel= ne #*Lie— be und
2. sink too my —_ love —— and
3.. laid to rest for ev— er my
4.. put there- in my love and my
5. 1laid Ry love with=- in it And
6.. holds my love with— in it And
l.. ‘#mei- nen  #Schmerz hin-— ein..

2. ny —=— pain down there.

3. love and all ny woe..

. sor- rovs deep that throng..

5. all @y grief be- side.

6. my too hea- vy care.

90

Key:: 1. Heine-8chumann. lyrics
Suggested literal translation
Mattulath translation

May transiation

Garran translation
Untermeyer translation

.
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Compared to the verbatim translation of the stressed and agogic-accent
vords (designated by an asterisk) of the Heine-Schumann lyrics:

all translations ‘agree. in meaning on.. .
three translations agree in meaning on.

two translations agree in meaning on. . . . .

one translation agrees in meaning on.
and no translation agrees in meaning on .

Using the same norm:.
the Mattulath translation agrees with.
the May translation agrees with.. .
the Garran trarsslation agrees with .

and the Unter:.eyer translation agrees with.

. six words;

. ten words;

. « .« .sevenwards;
.eighteen words;

. twenty-four words.

. twelve words;

. thirty viords;

. twenty-six words;
. eighteen viords.




APFENDIX C

This appendix includes the poems used for the Dichterliebe as

they appear in Heinrich Heines V{erke under the section entitled:

f'Lyrisches Intermezzo.™ The words which Schumann has changed are

placed in brackets.

1.

Im wunderschénen Monat Mai,
Als alle Knosper: sprangen,
Da hab ist in meinem Herszen
Die Liebe aufgegangen.

Im wunderschoénen Monat Mai,
Als alle Vogel sangen,
Da hab ich ihr gestanden
Mein Sehnen und Verlangen.

2.

Aus meinen Tranen spriessen
Viel bluhende Blumen hervor,
Und meine Seufzer werden
Ein Nachtigallenchor.

Und wenn du mich lieb hast, Kindchen,
Scherk ich dir die Blumen all,
Und vor deinem Fenster soll klingen
Das Lied von der Nachtigall.

3.

Die Rosé, kie Lilie, die Taube, die Sonne,
Die liebt ich einst all in Liebeswonne..
Ich lieb sie nicht mehr, ich liebe alleine
Die Kleine, die Feine, die Reine, die Eine;
Sie selber, aller Liebe (Bronne] Sonne,
Ist Rose und Lilie und Taube and Sonne.



bea

lenn ich deine Augen seh,
So schwindet all mein Leid und Vehj
Doch wvenn ich kiisse deinen Mund,
So werd ich ganz. und gar gesund.

Wenn ich mich lehn an deine Brust,
Kommt¥s uber mich wie Himmelslust;,
Doch wenn du sprichsts "Ich liebe dich!"
So muss ich weinen bitterlich..

7.

Ich will meine Seele tauchen
In den Kelch der Lilie hineinj
Die Lilie soll klingend hauchen
Ein Lied von der Liebsten mein..

Das Lied soll schauern und beben,
tlie der Kuss von ihrem lMund,
Den sie mir einst gegeben
In wunderbar siusser Stund.

11.

Im Rhein, im schonen] heilige Strome,
Da spiegelt sich in den Well'n:
it seinem grossen Dome
Das grosse, heilige K&ln..

Iin Dom, da steht ein Bildnis,
Auf goldenem Leder gemalt;
In meines Lebens Wildnis
Hat's freundlich hinein gestrahlt.

Es schweben Blumen und Englein
Um unsere Liebe Frau;
Die Augen, die Lippen, die tanglein,
Die gleichen der Liebsten genau.

18..

Ich grolle nicht, und wvenn das Herz auch bricht.
Ewvig verlornes Lieb!" Ich grolle nicht.
VWie du auch strahlst in Diamantenpracht.
Es fallt kein Strahl in deines Herzens Nacht..
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Das weiss ich l&angst. Ich sah dich ja im [Trauﬁ] Traume,
Und sah die Facht in deines Herzens (Raum] Raune,
Und sah die Schlang, die dir am Herzen frisst,
Ich sah, mein Lieb, wie sehr du elend bist.

20.

Das ist ein Fléten und Geigen,
Trompeten schmettern [drein] darein;
Da tanzt den Hochzeitreigen
Die Herzallerliebste izein.

Das ist ein Elingen und Dréhnen
(Von] ein Pauken und Schalmeinj
Dagwischen schluchzen und stohnen
Die [guten) lieblichen Engelein.

22.

Und wviissten's die Blumen, die kleinen,
VWie tief verwundet mein Herz,
Sie wurden mit mir weilnen,
Zu heilen meinen Scli:erz.

Und wiissten's die Nachtigallen,
Wie ich so traurig und krank,
Sie liessen frolich erschallen
Erquickenden Gesang.

Und wiussten sie mein Vehe,
Die [goldner) goldenen Sternelein,
Sie kamen aus ihrer Hohe
Und sprachen Trost mir ein.

EDié) Sie alle kornen's nicht wissen,
Nur eine kennt meinen Schmersz:
Sie hat ja selbst zerrissen,
Zerrissen mir das Hersz.

39.

Ein Jingling liebt ein MM&dchen,
Die hat einen andern erwahlt;
Der andre liebt eine andre
Und hat sich mit dieser verrahlt.
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Das Madchen [heiratet] nimmt aus Arger
Den ersten besten Manmn..
Der ihr in den leg gelaufen:
Der Jingling ist ibel dran.

Es ist eine alte Geschichte,
Doch bleibt sie immer neu:.
Und wem sie just passieret,
Dembricht das Herz entzwei.

40.

Hor ich das Liedchen klingen,
Das einst die Liebste sang,
So will mir die Brust zerspringen
Von wilden Schmerzendrang.

Es treibt mich ein dunkles Sehnen .
Hinauf zur Waldeshoh,
Dort 1lost sich auf in Tréanen
Mein ubergrosses Veh.

43.

Als alten Marchen sinkt es
lervor mit weisser Lang,
Da singt es uné da klingt es
Vor: einen Zovherlard,

Wo grosse Blumen schmachten
In goldnen Abendlicht,
Und zartlich sich betrachten
Mit brautlichem Gesicht; —-

Yo alle Baume sprechen
Und singen wie ein Chor,
Und laute Quellen brechen
VWie Tanzmusik hervor; —--

Und Liebesweisen tdnen,
Wie du sie nie gehort,
Bis wundersisses Sehnen
Dich vundersuss betort!:

1

lsee pp. 10 and 11.
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Ach, konnt ich dorthin kommen
Und dort mein Herz erfreun
Und aller Qual entnommen
Und frei und selig sein¥

Ach, jenes Land der tonne,
Das seh ich oft im Traum;
" Doch kommt die Morgensonne,
Zerfliesst's wie eitel Schaum.

45.

An leuchtenden Sommermorgen
Geh ich im Garten herum.
Es fliistern und sprechen die Bluren,
Ich aber, ich wandle stumm..

Es flustern und sprechen die Blumen
Und schaun mitleidig mich an:.
Sei unserer Schuester nicht bose,
Du. trauriger, blasser Mannt

55.

Ich [habe] hab* im Traume Traum geweinet,
Mir traumte, du lagest im Grab.
Ich wachte auf, und die Trane
Floss noch von der tange herab.

Ich hab im Traum geweinet,
¥Mir traumtt?, du verl iessest mich..
Ich wachte auf, und ich weinte
Noch lange bitterlich.

Ich hab im Traum geweinet,.

Mir traumte, du (Bliebest mir] warst mir noch gut.

Ich wachte auf, und noch immer
Stromt meine Tr'anenflut.

56.

"Allnachtlich im Traume seh ich dich,
Und sehe dich Freundlich grussen,
Und laut aufweinend sturz ich mich
Zit deinen sussen Fussen.
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Du ('siehst] siehest mich an wehmutiglich
Und schittelst das blonde Kopfchen;
Aus deinen Augen schleichen sich
Die Perlontranentrépfchen.

Du sagst mir heimlich ein leises Vort
Und [glbt] gibst mir den Strauss von Zypressen.
Ich wache auf, und der Strauss ist fort,
Wnd das] and's Wort hab' ich vergessen..

65.

Die alten, bosen Lieder,
Die Traume ({schlimm] bds'- und ag,
Die lasst uns jetzt begraben;
Holt einen grossen Sarg.

Hinein leg ich gar manches,
Doch sag ich noch nicht, was:
Der Sarg muss sein noch grosser
Wie's Heidelberger Fass.

Und holt eine Totenbahre
{Von) und Brettern Bretter fest und dich;
Auch muss sie sein noch langer
Als vie zu kainz die Bruck.

Und holt mir auch zw6lf Riesen
Die mussen noch starker scin
Als wie der heil'ge starke Christoph
Im Dom zu Koln am Rhein,

Sie Die sollen den Sarg fortitragen
Und senken ins leer hinab;
Denr solchem glossen Sarge
Gebiihrt ein grosses Grab.

Wisst ihr, warum der Sarg wohl
So gross und schver mag sein?
Ich [legt] serkt!' auch meine Liebe
Und meinen Schmerz hinein.
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