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Introduction

For the last few decades, scholars have slowly chippeag at the myth
shrouding Robert Schumann’s song cycles, namely thas inamds this genre became
another example of organicismln 1971 Arthur Komar claimed, in his influential
Schenkerian study dbichterliebe,that a detailed compositional plan, governed by a
single key, existed in the wofkThis study, and others that reached similar conclusions
fixed Dichterliebeas an ideal model for the Romantic song cycle, perdeigean
inherently organic genré. Debates still persist concerning the exterDichterliebe’s
unity, but by the 1980s some scholars began to question thetamg® of such
discussions altogether. Barbara Turchin’'s landmark shabed largely on nineteenth-
century reviews of Lieder, revealed that Schumann’s cgmbearies, and even the
composer himself, did not consider musical unity to paraary ingredient for a
successful song cyclé. The termLiederzyklur Liederkreis which today evokes

weighty expectation, was essentially interchangealitleather, less magnanimous terms

! The entry for the “song cycle” ithe New Harvard Dictionary of Musipublished in 1986, states that,
“Schumann’s numerous song cycles, which appeared in the Hd@mong the most highly unified
musically; in addition to those mentioned abdwveaienliebe und LebeandLiederkreisOp. 39] these
includeLiederkreisOp. 24 andichterliebe”’ The statement remains in the newest edition of the
dictionary (4" edition, published 2003).

2 Arthur Komar concluded that the sixteen songs weredapemdent in poetic subject and construction,
thematic material, harmonic material, and continuityveen adjacent songs. On a deeper level,
Schumann had created a coherent key scheme, governed gle&kesin See Komar, “The Music of
Dichterliebe:The Whole and Its Parts,” Robert Schumann: Dichterliel§lew York: Norton, 1971), 66.

% David Ferris summarizes the influence Komar’s studyhaason other scholars: “Since his essay
appeared, subsequent analysts, such as David Neumeyek Rii@reless, and Peter Kaminsky, have
expanded on his conception by considering other unifying elisnseich as motive and poetic narrative and
have applied it to a growing number of Schumann’s song and gyates.” See Ferri§chumann’s
Eichendorff LiederkreigNew York: Oxford University Press, 2000), 12.

* “Among Liederkreisecomposed in the first half of the nineteenth century,gRoBchumann’s 1840 song
cycles occupy a special place. A comparison of thesksweveals a degree of diversity in poetic content
and musical structure which forces us to conclude that Sctrudid not define the song cycle in a narrow
manner...” Barbara Turchin, “Schumann’s song cyclesenctintext of the early nineteenth-century
Liederkrei$ (Ph.D diss, Columbia University, 1986), 36.



such ad.iedersammlungndLiederromar® Turchin’s study still paid homage to the
organic perception of the genre, but the historical evidshegresented cast doubt on its
authority.

More recently, scholars have turned to another promisiague of research into
the context of Schumann’s song cycles: Romantialifetheory’ They have
illuminated the perplexing structural elements of even hist fimified” cycles by
drawing parallels to the Early Romantic fragmenttexdiry structure that was
purposefully incomplete, contradictory, and elusive. henrhost recent of these studies,
Julia Beate Perrey emphasizes the disconnection eettie songs ddichterliebe,
countering the traditional view of one of Schumann’strpoepular works.

Sketch and autograph studies offer a needed glimpse inton8ohis
compositional process, which includes his ordering of sonigsycles. In light of the
success of his research, which examined the extant aptegforDichterliebe,Rufus
Hallmark lamented the general lack of attention giweskietch and autograph study in
research on Schumann Liedetsing both autograph study and Romantic literary
theory, David Ferris reassessed the value of those stilndiehad examined the extent to
which a certain song cycle manifests organic unity. Unlikdiss on organic unity that
proceed from the published version of the songs and igna@tedh&&nn’s compositional
process, Ferris concentrates on the genesis of the9Qgederkreis He shows

convincingly that the composer often postponed seriouggtitcabout the order of the

® Ibid., 231.

® For example see Charles RosEhe Romantic Generatiorevised editio{New York: Norton, 1988):
John Daverio, “The Song Cycle: Journeys through a Romiaatidscape,German Lieder in the
Nineteenth-CentunRufus Hallmark ed. (New York: Schirmer, 1996); and Riché&amer, “The
Hedgehog: Of Fragments Finished and Unfinish&d™Century Musi@1 (1997): 134-48.

" Julia Beate Perregchumann’®ichterliebeand Early Romantic Poetics: Fragmentation of Deghlew
York: Cambridge University Press, 2002), 24.

8 Rufus Hallmark, “The Sketches fBichterliebe” 19"-Century Music §1977):110.



songs until after drafting them, challenging the long-hetdiiaption that Schumann
composed song cycles with organic unity as a central oofice

Because the concept of organicism dominated scholarship am&nh’s songs
until recently, collections of Lieder that apparentlykizat unifying characteristics,
including theZwolf Gedichte von Justinus Kerner, Op, B&ceived little scholarly
attention. Schumann composed fourteen songs on Kexterin the last month of his
“Year of Song,” eventually choosing twelve for publicatin the spring of 1841. Only a
few scholars have looked into its possible organic strucitle dismal results, leading
me to investigate whether factors other than artesticerns influenced the contents and
order of this particular song opus. Subsequent study cadithis suspicion. Following
the critiques of Hallmark and Ferris, | posit a posstlmpositional genesis for Op. 35
from unpublished autograph material and written statentn&chumann in his journals
and letters. The unique genesis of this song opus sedragddoeen primarily shaped by
financial motivation, marketing concerns, and the comp®g&ning interest in the
genre, rather than a predetermined compositional plan.

In this study, structural analysis of the Kerner-Lied@ver goes into great detail,
because | chose to explore the genesis of the womk d historical, rather than an
analytical, perspective. | devote more time to analys@utograph material than the
published versions of the songs. The issues raised byitadt@search always dictated
any analysis of autograph or published material. For iosfaome of Schumann’s
earliest musical compositions were several setting@eafier’'s poetry, in 1828, and |

compared the structure of these early songs to thosp.d&530 better understand

% Ferris,Schumann’s Eichendorff Liederkrels72.



Schumann’s maturation as a composer of song. Othelasghparticularly Hans-Udo
Kreuels, have published extensive theoretical analyses &53p.

Because the term, “song cycle,” currently connotescaliand literary
organicism, | will avoid its usage in this stullyl do not intend to comment on the unity
of Op. 35, and therefore it seems dangerous to apply tohitsslo@aded term. Instead, |
describe the work with more benign labels, such as “solgction” or “song opus.”

The withholding of the designation, “song cycle,” is neant to indicate that Op. 35
lacks the artistic legitimacy of other compositions.

My study begins with two chapters on the poet of the3B.iederreiheJustinus
Kerner, who has been largely ignored by English-speadhglars of German Liedéf.
While a better understanding of Kerner’s poetry does sua&celevant to later chapters,
which present a detailed historical context for the geredghe Liederreihgthese
chapters serve a few other purposes. First, perfornfeygiesire to improve their
interpretations of Kerner's work can look to this stdmlya summary of his biography
and poetry that pertains to the texts of Op. 35. In agolagjical study such as this, the
composer’s musical interpretation must take precedenoweter, the poems existed
first as purely literary artworks, thus scholars cao glain from this investigation into
the poems, because text and music are so intertwinezthimfnn’s songs. Schumann
considered the texts of his songs carefully, and wantedrtray their emotional
atmosphere accurately. His interpretations were odytenlored by his own

experiences, but this does not negate those of the Ydete the musical setting — the

19 Hans-Udo KreuelsSchumanns Kerner-Lieder: Interpretation und Analyse samtlickeeiekiRobert
Schumanns nach Gedichten von Justinus Kerner mit besonderer Beltigkisig der Liederreihe op. 35
(Frankfurt am Main: P. Lang, 2003).

1 Cf. note 1.

12 All translations of Kerner’s poetry are mine unletiserwise indicated.



pitches, dynamics, and chord progressions — alters #itspwoice, the words remain
unchanged, and it is important for careful scholarspamntbrmers alike to know

something about the person who created them.



PART |

Biographical Information on Kerner

The current body of literature concerning Justinus Kdaergely portrays him as
a mystical doctor who irresponsibly allowed German Roroesnti to affect his medical
practice™® Although he wrote hundreds of poems and maintained relafjnwith
several prominent politicians, nobles, and poets, \lg has been written about his
contributions to German Romantic poetry and literatliiee small amount of scholarly
literature devoted to the topic is all in German, posingcdifies for English speakers
interested in Kerner’s work and, more relevant to thudyg vocalists and pianists who
desire to perform Schumann’s Op. 35 Kerner-Liederreihegtidully. This biography,
which concentrates on Kerner as poet and parapsycholiltsghis gap in the literature.
Because its purpose, within the context of this study &ucidate the texts of the Op.
35 Kerner-Liederreihe, which Schumann chose from an 1834reditKerner’s poetry,

this biography only covers Kerner’s life between his birttl this daté?

Biography

Justinus Kerner was born in 1786 in Ludwigsburg, a small inwouthwest

Germany, the youngest of twelve children, six of whomrisad early childhood. His

13 Uwe-Henrik Peters, “Justinus Kerner als Arzt,Jirstinus Kerner: Dichter und Arzt, (1786-1862),
Marbacher Magazin 39Hans Bender ed. (Marbach am Neckar: Deutscher Sdgadlellschaft, 1986),
53.

14 Otto-Joachim Griisser's excellent biography of Kesugplies most of the details presented in this
chapter that have no citation. See Grishkestinus Kerner, 1786-1862: Arzt, Poet, Geisters¢New
York: Springer, 1987).



father held governmental positions in Ludwigsburg and theeanby Maullbronn, to
where the family moved in 1795. In 1796 Justinus’s fatherahelchis mother moved
back to Ludwigsburg, where he attended the local Lyceum aoie \nis first poems.
Several private tutors fostered his interest in natudetlaa natural sciences, and in his
spare time he read Romantic authors such as Schiller @etthés

After completing his secondary education and a few stpptenticeships in
Ludwigsburg, he left for the University of Tiibingen in 1804. Triezlical student’s
interest in medieval and modern German literaturefostered there. He quickly
encountered several students from various disciplinesalgaoloved such literature, and
formed a circle of friends built on common interegtgh himself and Ludwig Uhland, a
law student, at its center. The group included notableggsuch as Karl Mayer, Gustav
Schwab, Karl August Varnhagen, and Ludwig Uhland. In contoa$ie Jena
Romantics, many of whom devoted their lives to creatiog&ntic philosophy and
literature, the Tubinger Romantics all studied literaag@ hobby.

The group of friends also shared an admiration forticawdl Volkslieder. Des
Knaben Wunderhorrg collection of traditional Germarolksliederpublished by Achim
von Arnim and Clemens Bretano in 18@8eatly excited them, spurring them to
incorporate a folk-like tone, vocabulary, and subject enatito their own poetic styles.
On weekends the group would often travel to small townstheauniversity, searching
for books ofVolksliederand visiting structures built in the medieval exélkslieder
attracted Kerner with particular intensity, and thdestf his poetry written while at

Tubingen shows frequent use of vocabulary from the Ibiedect, Schwébisch, and



markedly rustic themes. In his later poems this infbedmecame subtler, but his poems
always maintained simplicity in structure, syntax, meaad rhyme schentg.

The Tubinger Romantics were well-informed about the strugfglarious groups
of Romantic authors against the majority of German phbhs and literary critics. In
opposition to a weekly literary journal produced by the pubetishK. Cotta that was
strongly against Romanticism, the group circulated them weekly journal, the
“Sonntagsblatt fur gebildete Stande,” which appeared sporadicdB07. In one of the
earliest issues, Uhland proclaimed the group’s manifestajvidiclearly patterned after
the early Romantic philosophy that they avidly read dscudsed® Shortly after
Uhland’s graduation from Tubingen in 1808 the literary circdd@hded, although many
members remained lifelong friends and regularly visiteKgm@erhaus in Weinsberg.

Kerner and Ludwig Uhland developed a strong friendship, basdteomany
shared interests. Considered the leaders of the {iterrate, they both found old
German poetry and literature endearing, but Kerner denslig gravitated towards fairy
tales and legends, which Uhland tended to dismiss becaudis® met share his friend’s
predilection for the fantastic and the spiritual. merfocused primarily on a poem’s
content, but Uhland dwelled on issues of structure andgoibetory. Under the influence
of Uhland, Kerner revised his poetry and paid greater aitetai structural issues in
poems written during his time at the university. This pcactiackened after he
graduated and reverted back to his earlier partiality forecdmver structure. The two
remained friends until Kerner’'s death, but after leaving figam their disagreements

sharpened. Differing political stances, in particular, chasemporary rift in their

' Henry and Mary Garland, ed:he Oxford Companion to German Literatur®,&(New York: Oxford
University Press, 1997), s.v. “Kerner, Justinus.”
18 Griisser,Justinus Kerner52-53.



friendship. Uhland criticized Kerner’s involvement in pasap®logy, and was
especially critical of Kerner'&eschichte zweyer Somnambiifién.

After graduating from Tubingen in 1809, Kerner undertook a yestuotent
travel, which took him throughout Germany and Austria, endiraniapprenticeship at
his brother’'s medical practice in Hamburg. While he joyede Kerner indulged his
interest in literature and the German folk culture. ddeuired several new books of Volk
and Medieval literature and visited Medieval cities. rn&eis traveling experiences
inspired some of his most famous works, including the p&éfanderlied,” and
Reiseschatterg short novel based on his travel jourffal.

When his travels ended, Kerner served as a doctor inadewveall cities before
attaining the post ddberamtsarz{senior physician) in Weinsberg in 1819. This post
provided enough income for Kerner’s ambition and he loveditiieremaining there
until his death in 186%° He continued to consider the writing of poetry a pryoini his
life, but his medical duties greatly increased after lnaime arOberamtsarzt This left
less time for writing poetry, and although it would be meoct to state that his writing
became a hobby, it does seems to have become moredonaleenjoyment than public
consumption. As a doctor he undertook some medical cdstat related to widespread

illnesses among his patients. His documentation of poigardaused by spoiled sausage,

" The first of Kerner’s publication that dealt with mentalll patients who, in magnetic sleep (under
hypnosis), displayed extra-sensory perception. Kerner&ipwf the supernatural as a medical doctor is
described later in this chapter.

18 Kerner felt so excited about the poem, “Wanderlied” imatediately after writing it as he walked to
Stuttgart, he shared it in letters to Uhland andihanicée, Friederike Enemann. The poem was first
published inPoetischer Almanach fur das Jahr 18tidelberg: G. Braun, 1812) and it is currently
available inDie lyrischen Gedichten Kerners Werke: Auswahl in Sechs Teilen, 1, Raimund Pissin
ed. (Berlin: Deutsches Verlagshaus Bong & Co., 1914). Brahieidelberg also published the first
edition ofReiseschattern 1811. The most recent edition of this work is Justinus&eReiseschatten
(Frankfurt am Main: Insel, 1996).

19 Griisser,Justinus Kerner]52.



a previously unexplained, regional phenomenon, is usugdig as his most important
medical contribution. He was regarded as a very kind doespecially among his
poorer patients.

In 1813 Kerner married Friederike Enemann, whom he hadmi&ai7.
Friederike, or Rickele as he often called her, provideckatgleal of support for his
medical work and also his poetic endeavors. By athaats they were happily married
until her death in 1854. The couple’s children, Rosa Madaldeobald, both published
memoirs of their father. Kerner’s house in Weinsbeag & place of constant activity.
To the physically and mentally ill, it was a place odlivgy; to Kerner’s large literary
circle it was a point of gathering. Kerner was well\kncas a hospitable host, a lover of
German literature, and a captivating teller of ghosiestorTodayReiseschatteandDie
Seherin von Prevorii829) retain a place of some importance in German Ridanan

literature?°

Kerner and the Spritual World

In medical history, Kerner is primarily rememberedtia interest in
parapsychology. In 1824 hi&eschichte zweyer Somnambuiles published, and
studies on mentally ill patients with psychic ability preopied the doctor for the
remainder of his life. His interest in the spirituadnd caused many of his colleagues
and medical historians to dismiss him as a mystic. @ugntly have historians of

medicine looked at his studies in the realm of parapsgglgatith greater objectivit§*

% Die Seherin von Prevora included in Pissin’s edition of Kerner's complete works.contents are
discussed in greater detail on pages 11 and 12 of this chapter.

2L Griisser summarizes the negative view that sevetabboth contemporary to Kerner and more
recent, took of Kerner’s studies in parapsychologyustinus Kerner4-5. Uwe-Henrik Peters describes

10



A discussion of this aspect of Kerner’'s medical pcagtand his general belief in
the Nachtseite der Natuinightside of nature), is imperative to an understandingsof
poetry.?? Firstly, he was part of the Romantic generationctvitergely rebelled against
the naturalism of the Enlightenment and instead embraaeialty. The Romantics
rejected the idea that empiricism could yield perfect tstdading of the material world,
conceiving nature (the material world) as mysteriousticgisand impermeable.
Humans could only gaze dimly into the true reality arouednthalthough this perception
could be heightened by the arts, particularly poetry. Mii¢he natural world was
unseen and unexplained, and this was the spiritual réédmous Romantics expressed
and explored the spiritual in a multitude of ways.

Kerner’s spiritual beliefs are arguably more complekaere more devoutly
held than Novalis’s or Schlegel's. They were muditdted and complex, because they
developed from numerous personal experiences, writingedical and philosophical
persuasion, and especially his medical study of the supeshaSpiritual themes and
situations occur frequently in Kerner’'s poems, storeseils and journals. The following
discussion aims to take these many influences into coasim® in preparation for an

examination of his poetry.

the reactions of Kerner’s contemporaries, who constlkis research dangerous and silly. The author,
who is also a member of the medical communityelvels that even though Kerner’s research might have
been misguided, it is unfair to ridicule it in hindsightweJHenrik Peters, “Justinus Kerner als Arzt.”

2 This term was first used by G.H. von Schubert in his ¥8@8chten von der Nachtseite der
Naturwissenschaftvhich many Romantics, including Kerner, found very @ocing. It was the place of
the unconscious, the spiritual and dreams, an intpgrabf the natural world, just like the visible realm
sleepwalkers, the mentally ill, and clairvoyants haecsl access to this world. Uwe-Henrik Peters,
Studies in German Romantic Psychiatry: Justinus Kerner as a Rsycltractitioner, E.T.A. Hoffmann

as a Psychiatric Theorigtondon: Institute of Germanic Studies, University ohton, 1990), 5-7.

2 Friedrich Schlegel, for instance, experimented wityim, superstition, and mysticism before becoming
a devout Catholic in the later years of his life. im®hristenheitNovalis proclaimed the Romantics the
bearers of a new, pantheistic form of Christian®Byegmar V. HellerichReligionizing, Romanizing
Romantics: The Catholico-Christian Camouflage of the Early GermaraRtars, Wackenroder, Tieck,
Novalis, Friedrich & August Wilhelm Schleg&rankfurt am Main: P. Lang, 1995), 75-6.

11



A few years before Kerner entered the University of mgéen, he encountered
the writings of Anton Mesmer and Eberhardt Gmelin eoning animal magnetism, a
method of hypnotism that was popular in the eighteemithi-néneteenth-centuries in
Europe®® This concept gradually became an integral part of hisaaletleatment for the
mentally ill. Doctors had experimented with hypnotism &iantiquity, but Anton
Mesmer had popularized his own version of it in the lagkteenth-century in France
and central Europe. Scientists such as Luigi GalvanAdéaxhander Humboldt had
recently discovered the mysterious connection betwésatricity and animal life, and
theorized that an electrical fluid ran through the oasvsystem. Based on this research,
Mesmer believed that a magnetic fluid,Ngrvengeistcoursed through the body and was
intimately connected with its state of hedfhlliness, especially mental illness, was
caused when the magnetic fluid of the body was not iflilequm and needed to be
channeled to parts of the body where it had become dsficie

After his body had been magnetized through contactwaitious metals, water,
or other materials, Mesmer would locate the part obtigy that needed more magnetic
fluid, or where there was an obstruction in the flawd direct the fluid towards this area
with his hands. The hand motions involved were termeghetec strokesnagnetische
Strichg and were administered without touching the patient. \Whagnetic equilibrium
had been achieved in the sufferer’s body, Mesmereubticat he or she often
experienced a “crisis point,” in which they experienchgsical symptoms such as

uncontrollable laughter, crying, convulsions, sleepinestinting.

4 Griisser,Justinus Kerner26.
% Frank A. PattieMesmer and Animal Magnetism: A Chapter in tigtory of Medicineg(Hamilton, N.Y:
Edmonston, 1994), 11.

12



Early animal magnetists noticed that when some patmaiched this hysterical
point, they exhibited extra-sensory perception. They destthis state as somnambulic,
because it was thought to result from a level of constiess in between sleeping and
waking, which is similar to our modern understanding oftbed. These patients, who
were exclusively female and usually suffered from soonedaf mental illness, exhibited
a variety of psychic abilities when under magneticpsle®ome could see with their eyes
closed, share the sensory responses of their magmetizoerceive events or people
removed from them by time, space, or both. Genettéillysomnambulists’ aptitude in
hearing, language, and memory sharpened as a resultraditbezd state of
consciousness. When the patients awoke, they coukhnbar nothing, similar to
someone who had undergone hypnd5is.

Mesmer theorized that somnambulists received extra-sepsmeption because
while in magnetic sleep the outer senses were unowussdut the inner senses were
greatly heightened and could receive information dirdobign the cosmos, through the
Nervengeist! Between 1802 and 1820, the German medical community viewedlanim
magnetism as a respectable, scientific approach tonggaditients whose illnesses did
not respond to conventional treatment. Schumann @veéerwent mesmerism in 1844
for relief from his worsening psychological and physicaldibon?® It was widely
taught at universities, and most doctors understood iseratific phenomenon,

grounded in reasonable thedfyBy 1810 many magnetizers had begun to use Mesmer’s

%% |bid., 79.

2" Robin WaterfieldHidden Depths: The Story of Hypno@i®w York: Brunner-Routledge, 2002), 99.
8 John DaverioRobert Schumann: Herald of a New Poetic Adew York: Oxford University Press,
1997), 299.

2 Griisser,Justinus Kerner20.

13



technique to induce and explore somnambulic ability, rati@er to treat suffering
patients>®

Eberhardt Gmelin, who was largely responsible fopttodiferation of animal
magnetism among the German medical community, mamgoekerner as a youth.
Kerner suffered for several months from a mysteringss at the age of twelve. After
receiving treatment from several traditional physiciagiend took Kerner to see
Gmelin in Heilbronn, who used magnetism to put him intcaade. The treatment not
only healed Kerner, but he claimed after that to haveldped a special sensitivity to the
spiritual world. Right before he left for Ttbingen, Ker discovered Mesmer’s and
Gmelin’s writings on animal magnetism. Gmelin taugktsbbject to Kerner at
Tubingen, where he served on the medical facultyappeoached this controversial
aspect of medicine as an empiricist of the EnlightetppErforming experiments to
evaluate the scientific explanation for the effexftsnagnetic stroking®

Study of Schelling’s philosophy of nature, which he undertoibk glose friend
Karl Varnhagen in his last year at Tubingen, complimngisterner’s theoretical
understanding of animal magnetisth.Central to Schelling’s philosophy was the concept
of polar forces acting upon each otfierOne of the many examples of the polarity in
nature was magnetism. The polarizing, or magnetinifhg,single object reflected the
primordial polarizing of the Absolute, or the divine anagsilar material of the universe.

Consequently, Schelling showed great interest in animghatsm as it became more

%0 pattie Mesmer and Animal Magnetisi 1.

3 Griisser,Justinus Kerner44.

32 Schelling’s term nature refers to the material ursieerHis philosophy of nature was an attempt to
provide a rationality and inherent unity of all things in reaxperience.

*3 Robert Stern explains that, “This emphasis on polamty associated by Schelling with a conception of
nature as a balance of opposed forces or tendendiakgrece that when disrupted leads to strife and
activity.” See Schellinddeas for a Philosophy of Natur&ntroduction,” Robert Stern ed. (New York:
Cambridge University Press, 1988), xi.
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popular in Germany? Because everything in the universe came from one solirce, a
things were seen in relation to each other. Scheblas of the necessity of man’s
relationship with the natural world: “Between [man] ahe world, therefore, no rift must
be established; contact and reciprocal action must lmbp@between the two, for only
so does man become man.'He broadened the definition of tNervengeistbelieving
that it existed throughout the universe, because it waangafestation of the divine
Absolute. In it, the material and spiritual world irteted®

Pantheism, a natural outgrowth of Hegel's, Schellingrel even Kant’'s
philosophies, pervaded nineteenth-century Romanticism. IlBghelconcept of the
unity of nature was widely read and adopted by the early Rdonariters and
philosophers, including E.T.A Hoffmann and Friedrich Schledfedll things resulted
from a divine Absolute, then all things could be used to conenwith God, because of
their inherent divinity’’ Like these writers, Kerner adopted a pantheistic viéthe
universe and believed that because all things were inherevitig d¢hey were also
inherently connecte®.

Kerner's interest in thBlachtseitanade somnambulism very appealing. Since
his youth he had sought a way to attain contact withpaom@ knowledge about, the

unseen spiritual world. Experimentation with somnanstsillowed him to investigate

3 pattie Mesmer and Animal Magnetisi42.

3 Schelling,ldeas for a Philosophy of Natur&).

% Grisser,ustinus Kerner]87.

37 Hellerich,Religionizing, Romanticizing Romantid€-50.

38 Heinrich Straumannlustinus Kerner und der Okkultismus in der deutschen Ronthaijizig: Verlag

der Minster-Presse, 1927), 80-81: “Dabei spielt die koniegtsidee der Weltseele, die schon stark
stofflich vorgestellte Allverbundenheit, eine grundlegendieR Als ‘Geist der Natur, Allgemeinleben
fasst Kerner diesen Begriff das eine Mal und gibt ihenwlertung des Unbedingten und Absoluten, was
sich folgegemaéss dadurch ausdriickt, dass alles Sein und dasiperch hinstrebt.” (Of basic importance in
this regard is the concretely realized idea of thddveoul [Weltseele], the already distinctly imagined
material all-connectedness. Kerner conceives ofiibtion as 'Spirit of Nature, General Life' and laéues

it as the Complete and Absolute, which consequenttisfits expression in the striving of all existence and
life to attain this state). Translation gracioystgvided by Dr. Peter Beicken.
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this world through science. From 1822 to 1824 the doctor clobskrved two female
patients, whom he treated with animal magnetism. aredd an especially close bond
with the first, Christiane Kepplinger, who suffered frarsort of narcolepsy and claimed
to see ghosts while asleep. At the request of anotlotordéerner evaluated her and
immediately began daily sessions of magnetism.

His fruitful experiences with Kepplinger led him to expegithmore freely upon
the other of his first somnambulists: Caroline Stélier instance, he hid several types
of metal in his Weinsberg garden and then asked Stahlewafian magnetic sleep, to
identify them. Kerner meticulously recorded his methottedting both patients and the
observations he made about their abilities; these deasere the basis of tii@eschichte
Zweyer SomnambulerHe hypothesized that a somnambulist could tapNetwvengeist
outside of her own nervous system, allowing her to conirate with the spiritual
world.*® Many medical colleagues and close friends, such as igudhland, were
skeptical of Kerner’s findings, but his fame as the “Magon Weinsberg” spread
throughout southwest Germany.

In 1827 Kerner began the study of his most famous somnambtlleSeherin
von PrevorstFriedericke Hauffe. She came to the doctor with camp of various
mental ilinesses, and a keen awareness of the spwituwlal. For two years, until 1829,
Hauffe lived at the Kernerhaus in Weinsberg. As hee tirfresidence progressed, the
patient’s clairvoyant powers seemed to sharpen andoiitiea became more
pronounced, mysterious, and varied. She claimed that whiance she could see
ghosts and spirit doubles that corresponded to familiar @e&vhile in trance she often

gave explanations for her curious mental and physicatdle® and received clairvoyant

3% Grusserustinus Kerner213.
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visions. Kerner reported that Hauffe believed she coeld stitside of herself while in
magnetic sleep and that this resulted from the travelitgrNervengeistrom her body.
His relationship with Hauffe was even stronger thdrad been with the other two
somnambulists and he eventually began to view her asaale otrusting her visions of
the spirit world and explanations for her ability éach it. After nearly three years of
observation, Hauffe left the Kernerhaus and move# tiaber home, where she died
three weeks later.

In 1829 Kerner publisheDie Seherin von Prevorsihich reached a level of
fame that none of his other publications, poetic or sifigrhad ever achieved. The
book generated enough interest to be translated intosBrigliL845° His fame also
brought more attention to his work as a poet and mystithe opinion of several friends
and medical peers, however, Kerner had oversteppedatimel of science and
objectivity. The subtitle of the book, “Being revetats concerning the inner-life of man,
and the inter-diffusion of the world of spirits in tbee we inhabit,” is indicative of how
Kerner's work had been transformed from experimentatitmphilosophy. He founded
the Blatter aus Prevorsin 1831, a magazine devoted to the collection and publication o
accounts of spiritual happenings, regardless of theiritsafiti It appeared until 1839.
Magikon,another magazine edited by Kerregrved a very similar purpose.

Animal magnetism spilled into Kerner’s poetry. Mostm\ae four of his poems
that stem from his experiences with Hauffe. In “Aa 8eherin von Prevorst,” he praises

her spiritual gift, declaring at the end, “And you do notehto die, because you are

40 Justinus KernefThe Seeress of Prevorst: Being Revelations Concerning thelifienef Man, and the
Inter-diffusion of a World of Spirits in the One we InhaBatherine Crowe trans. and ed. (New York:
Harper and Brothers, 1845).

*1 Griisser,Justinus Kerner217.
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already a spirit** Several of the middle stanzas describe Hauffe'sapomvith the
spiritual world during magnetic sleep. Kerner’s theories@mnambulism permeate this
poem, for example in the third stanza, where he desctie separation of her inner,
spiritual senses from her outer, material awareradlssying her to unite with the unseen
world. “Nach der Seherin Tod” is a tribute penned direafiigr her death, while in “Der
Seherin Erscheinen,” Kerner imagines that Hauffe figes her grave. He wrote

“An ***” (mysteriously replacing Hauffe’'s name with astgks) after sending the
finished version of his study on tl&eherinto the publisher, as a note underneath the
poem’s title indicates.

Kerner’s fascination with the spiritual and fantagtieatly influenced his work as
doctor and poet. Since his early childhood, he haddeibus about both the natural and
the unseen world, and the often fantastic nature dRtmantic literature he read only
strengthened this tendency. When Kerner began his metliciés at Tibingen, he
quickly found a group of friends who shared his pencharfafdastic literature, both
modern and Medieval. While Kerner published some of lmlgeeg major works in the
1820s, he simultaneously began to actively investigate aminghetism, which
flourished at that time across Europe. Through thisrresatt method, the doctor found
that patients with somnambulist tendencies offereddiiact contact witldie Nachtseite
der Natur. By 1834, his experiences with animal magnetism had greféigted his own
beliefs, causing him to spend much of his time observing patiem he believed had
special access to this unseen realm. In the follpwiapter this aspect of Kerner’'s
worldview is shown to be directly related to his poetrynf which Schumann chose the

texts of the Op. 35 Liederreihe.

*24Und du hast nicht zu sterben, weil du schon jetzt aisiG
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The Poetry of Justinus Kerner

Kerner is sometimes calledGelegenheitsdichteg term with a rich etymology
that can be traced back to antiquityln the eighteenth-century,Gelegenheitsgedicht
was a poem composed for a special occasion, such as mgvedderal, birthday, or a
day deemed important for whatever reason. Kerneraedeasny of his poems for
specific people and events. He often indicated whaeeise event had sparked his
creativity in published versions of his poems, particulerliater collections. Under the
title of “Impromptu,” for instance, Kerner indicatestht was written “at the gathering of
natural researchers, at the residence of Duke PaulMimtiemberg.”

Because they were created for some specific purpose, wéiassarily restricted
the poetGelegenheitsgedichteere often considered a form of art lower than poetry
created for the sake of dft.As he surveyed his poetry at the age of sixty-threthe
forward toDer letzte BluthenstrauKerner gladly accepted the description that many of
his contemporaries attached to his poems, even thoughidédctirese negative
connotations:

A part of the verses of this collection warrant amaduction; there are

many that relate to experiences in the lives of deandseverses that

some have placed in a lower class of poetry and dedcrdse

GelegenheitsgedichteHere | must remark, that if one wants to name

these poems so, he should name all of my pdeeatsgenheitsgedichte

because only from the experiences in my own life orfmeynds’ lives,

which | cannot separate from my own life, do all of ppems arise. |
create these poems often, almost as though without kdgelof the

3 Reinhard Tgahrt, “Einladung: Gedichte von Justinus Kernégsan,”Justinus Kerner: Dichter und
Arzt, (1786-1862), Marbacher Magazin 3dans Bender ed (Marbach am Neckar: Deutscher
Schillergesellschaft, 1986), 79. Grisskistinus Kerner336.

* Wulf SegebrechDas Gelegenheitsgedicht: Ein Beitrag zur Geschichte und Riestiteutschen Lyrik
(Stuttgart: JB Metzlersche, 1977), 2.
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expression, without the involvement of great, ratidghalight, only with
my inner feeling. Joy, and more often pain, have maded #teon, and
friends’ birthdays or deaths and other events in thaas lwith which |
am involved often give me joy and pain, and as a respioent>

Kerner presented a broader definition of this term, apglitito any poem born
from personal experience that caused a deep emotiorletes the
Gelegenheitsgediclitom a casual composition, limited in subject mattet passion, to
an intimate expression. This idea echoed frequently ind¢es letters® Further in the
forward toDer letzte BluthenstraylKerner explained that he used the term in the spirit
of Goethe, who used it as a synonym foEalebnisgedichta poem inspired by personal
experience. Goethe regarded this typ&elegenheitsgediclats “the first and truest of
all types of poetry,” making it superlative to even poetrgceived purely as aff.

While Kerner did write many poems that fit the morelitfanal definition of
Gelegenheitsgedichfa casual, functional poem) the majority of the poamitgen

before 1834 are better described as comihebnisgedichte Such poems are a pastiche
of several experiences, often highly personal andydwstic, sprinkled throughout the

poet’s life.

5 “Ein Teil der Verse dieser Sammlung bedarf eines Vasyes sind die vielen, die sich auf Ereignisse
im Leben teurer Freunde beziehen, Verse, die man geriveiniedere Klasse der Poesie stellt und mit
dem Namen Gelegenheitsgedichte bezeichnet. Hier mul3ndbemuerken, daf3, will man jene so nennen,
alle meine Gedichte Gelegenheitsgedichte zu nennen sindndeans Veranlassungen in meinem
eigenen und meiner Freunde Leben, das ich von meinemeaigée zu trennen wuldte, enstanden alle
meine Gedichte. Dieselben schuf auch oft, fast wie @issen des AuRRern, ohne Zutun vieler
rasonierende Gehirntatigkeit, blo3 mein Gemdat im Innern.FB#ade und noch mehr der Schmerz
machten sie alle, und der Freunde Geburtstage oderdhuricbsonstige in ihr Leben eingreifende
Ereignisse gaben mir ja auch oft Freude und Schmerdamit ein Lied.” Justinus Kerner, Vorwort to
Der letzte Blitenstrayfn Justinus Kerners Werkeol. 1, p. 223, translation mine.

“6 “\Was ich nicht lebte, was mir nicht auf die Nagel btanmd zu schaffen machte, habe ich auch nicht
gedichtet und ausgesprochen.” (What | have not lived... | &ilgeenot set into verse and articulated.)
Quoted in Pfafflin, “Das Schattenspiel kann ich in Wahnhieiht vollenden,’Justinus Kerner: Dichter und
Arzt (1786-1862)Marburger Magazin Sonderheft,3%ans Bender ed. (Marbach am Neckar: Deutscher
Schillergesellschaft, 1986), 79.

" Segebrechas Gelegenheitsgedict97.

20



For example, a complex mix of present circumstanodschildhood memories
probably inspired “Stirb, Lieb’ und Freud.” Because & $trong connection to
biographical data, Kerner’'s poems can be fairly acclyrdsged by matching imagery
and symbols with events in Kerner’s life. Although fem has not been dated, several
events in Kerner’s life from 1809 match with its imagesyggesting he penned it in this
year. Several times during 1809 he visited his fiancée, Fikedehemann, who was
then living with relatives in Augsburg, the city namedha opening lines of “Stirb,

Lieb’ und Freud:”

Zu Augsburg steht ein hohes Haus, Mit Staunen sehdie dleut’
Nahbei dem alten Dom, Dies Kranzlein licht im Haar
Da tritt an hellem Morgen aus Das Magdlein aber wadt weit,
Ein Magdelein gar fromm; Tritt vor den Hochaltar;
Gesang erschallt, “Zur Nonne weiht
Zum Dome wallt Mich arme Maid!
Die liebe Gestalt. Stirb, Lieb’ und Freud!”
Dort vor Maria heilig Bild Gott, gib, dass disddadgelein
Sie betend niederkniet, lhr Kranzlein friedlich ttag’
Der Himmel hat ihr Herz erfiillt Es ist das allebste mein,
Und alle Weltlust flieht; Bleibt’s bis zum jungstéag.
“O Jungfrau rein! Sie weil3 es nicht. -
LalR mich allein Mein Herz zerbricht -
Dein eignen sein!” Stirb, Lied’ und Licht!

Alsbald der Glocke dumpfer Klang
Die Betende erweckt.
Das Méagdlein wallt die Hall’ entlang,
Es weil} nicht, was es tragt;

Am Haupte, ganz

VVon Himmelsglanz,

Ein Lilienkranz.

(In Augsburg stands a tall house, near the old cathexral sunny morning a pure-hearted girl
walks out of the house; song rings out, the lovely fiquaikks to the cathedral. There before
Mary’'s holy image she prays on bended knee; heavefilleddher heart and all of the world’s
desires flee; “O Holy Virgin! Let me be yours aloneAt the bell’s thudding tone the prayerful
awake. The girl walks down the hall, she does not kiwbat she wears; on her head, set aglow
by heaven, a crown of lilies. With amazement athef people see this little crown shining in her
hair, but the girl does not walk very far, but steps leefoe great altar: “Consecrate this poor
maiden as a nun! Die, love and joy!” God, allow thittgi carry her crown joyfully! She is the
love of my heart, and has been since my youngest déyesddgs not know. — My heart breaks. —
Die, love and light!)
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The symbolism of this poem relates to Kerner’s deeglgt Bmotions concerning
a female figure that suggests his fiancée. Inthe poenyoilmg girl pledges to become
a nun, thus dashing the hopes of the poet, who loves &dy.d&his girl clearly
represents Friederike, because Kerner feared losirig berillness that had plagued her
for several months in 1809. Descriptions of dreams and fantasies in letterségern
wrote to her after this visit share many similaritigthvthe imagery of this poeffi. In
the third stanza the girl rises from her prayer toingin Mary and walks down the aisle
of the church. In her hair is a delicate crown lgd, symbolizing purity. In May of
1809 Kerner dreamt that Friederike had unexpectedly died. He gahorror upon her
corpse, which was surrounded by lilies and r38e&.memory of his childhood likely
fueled his recurring dreams of Friederike’s death as welbarb, Lieb’ und Freud.” In
his autobiography, Kerner recalled a similar childhood membhys mother sending
flowers to put on the casket of a young gfrl. The power that he attributes to this
memory suggests that it quite possibly contributes tolfStieb’ und Freud.”

The overt Catholicism expressed in this poem is sympiombthe prevalence of

Catholicism in Romantic thought, even among Protestarite Romantics fought

“8“For a long time she has had a cough, that once agairnsaaase worry...her health has greatly
declined.” “Sie hat seit langerer Zeit einen Hustendeh wieder befurchten Iaft...Sie ist ganz, ganz
abgefallen.” Griissedustinus Kernerg7.

9 From Hamburg, where he stayed with his older brdtreseveral months in spring of 1809, Kerner
wrote several letters to Friedericke describing hisrdeeaf her. See Maria Niethammer and Karl
Pdrnbacher ed)as Leben des Justinus Kerr{dfiinchen: Kosel-Verlag, 1967), 70-75.

*Y NiethammerDas Leben des Justinus Kern@74. Since the Medieval Era, these flowers carriedalpec
symbolism in Christianity. Lilies symbolized virginity &dnoses symbolized martyrdom. Karl Miller, a
German Romantic painter, adorned Mary's grave witadiind roses iBirth of Mary.

*1 |bid., 79: “Meine Betriibnis war sehr g¥ound ich blickte den Blumen, die die Mutter [dem Madghen
zu seinem Sarge sandte, mit Tranen nach, weil man michmicihnen gehen I Dieses weilRe
Madchen ist mir oft spater noch Tmdumenganz wie es lebte vorgekommen und hat fir mich heute noch
etwas mysteritses Heiliges.” (My sorrow was very graad | looked at the flowers my mother sent to
have placed on her casket with tears, because | waiaveéd to go with them. This girl often still comes
to me in dreams as though she still lived, and isssiithething mysteriously holy to me.)
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against the emphasis on objectivity and reason of thghEahment, and sought refuge
from the political turmoil that spread across Europerahe French Revolutiorf
Protestantism embraced the values of the Enlightenmenpdlitical struggle, but to the
Romantics Catholicism seemed simple and reassuring.JérfeeRomantics, who
initiated a great deal of the Romantic philosophy, liveBriotestant northern Germany.
They placed great emphasis on art and spirituality naengly of them felt that in
Catholicism the two concepts merged into a pleasing, sesmgoerience. Friedrich
Schlegel, one of the most influential Early Romantes] his wife, Dorothea, converted
in 1808>°

Kerner, who was Protestant all of his life, read atgleal of Early Romantic
poetry, prose, and philosophical writings in his childhoatl @illege years, which
exposed him to the Romantic version of Catholicisme pbem “Lied auf die heilige
Jungfrau Maria,” was written in 1808, showing that by tieiaryKerner had absorbed this
influence into his own style. In February of 1809, durirgyear of student travel, he
visited the Schlegels at their home in Vienna and ledplyempressed by their ardent

Catholicism®*

Weltschmerzin Kerner's Poetry

A sense of late Romantiweltschmerpermeates Kerner’s poetry. The Early
Romantics felt confident that through education, politieablution, and proliferation of
the arts they could usher great change into socieyyl8&5 this optimism faded for

many proponents of the movement, because it failedoupe these promised results.

*2 Hellerich,Religionizing, Romanticizing Romantiég5.
*% |bid., 178.
> Griisser,Justinus Kernerg9.
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In its place came a strong sense of disillusionmettt e state of the world in which
they lived. To them the greatest age of their sociatydir@ady passed, leaving them in
a civilization that did not meet their individual needdey felt an increased sense of
alienation and purposelessness. In response to this messome authors “rejected
contemporary issues and political engagement” and insteatlliheir heads in the sand,
becoming preoccupied with nature, provincial life, or reng back to past literary
models® The authors affected beltschmerzelt a sense of alienation on three
relational levels: from other people, from the natwatld, and even from themselves.
In addition to all this, Kerner also found the quickly adeing industrialism of the
nineteenth-century frightening and problematic, becauseutdaanly increase man’s
sense of alienation, although he still recognized théyabil technology to improve life.
Some of his poetry, such as “Im Eisenbahnhofe,” reflbetise opinions.

In his poetry Kerner occasionally discussed politicedés, but he more often
reacted tdVeltschmeras did his peers, writing fictional stories that corgdin
supernatural and provincial elements. His poems ard filleh images of nature, with
which he felt a sense of connection that he foundralsénis relationships with other
people. When Kerner does mention the social realipoiten cast in a negative light, as
in “Wer machte dich so krank?”:

Dass ich trag Todeswunden,
Das ist der Menschen Thun;
Natur liel3 mich gesunden,
Sie lassen mich nicht ruhn.

(That | bear deathly wounds, this has been done by maturemallows me to heal, they do not let
me rest.)

%5 Gail Finney, “Revolution, Resignation, Realism (1830-189Dh¢ Cambridge History of German
Literature,Helen Watanabe-O’Kelly ed. (Cambridge: Cambridge UniteRiess, 1997), 292-3.
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In this poem Kerner also feels distanced from his owrt hedhe extent that he must
guestion it as a physician, in order to discover the safrois pain.
In the middle stanzas of “Sehnsucht,” he explains the pan causes him in

greater detail:

Der Menschen Treiben, ach! Doch ist dies Treiben mir

Das halt mich nun gefangen, So fremd und so unherzlich
Das folgt mir stérend nach, Und, Mutter, ach! Ndich

Wo Erd’ und Himmel prangen. Zieht mich ein Heimwehrserzlich!

(Man’s way of life, oh! It now has me ensnaredoplfows me unceasingly, where earth and
heaven flaunt. But this way of life is to foreign ansincere to me, and mother, oh! From you
trails a painful longing for home!)

Other people have done nothing specific to cause thespistomfort. Rather, he
laments the treatment of the individual by his socitgling a constant sense of
alienation. He cannot understand the actions of H@xfehen and would rather live
apart from them, in nature’s solitude. The harsh @iticKkerner received for his
published investigations into animal magnetism led him to dividplpeoto two groups
in “Metall und Glas,” in which opponents to his spirituadrldview are made of cold,
unfeeling metal. The poems “Fruhlingskur” and “Im Winterpeess similar feelings of
irritation and isolation from his fellow man. In worgsch as these where Kerner
compares man to nature, he evokes a feelirfehsuchipnging for a consummate
unity with the natural world that will arrive only witkeath.

Kerner’'s sense of melancholy was further exacerbategispdes of crippling
depression® He reveals in his poetry that although the cloud oflejgession

sometimes lifted, he lived in a constant state of unim&si causing him to declare in

%6 Griisserustinus Kerners.
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the poem, “1847,” that “the fundamental tone of my kf@ain.®” Poems such as “Alte
Laute,” “An das Herz im Frihling,” and “Schwere des Herzalescribe the pain of
depression. In each, the poet asks why the beautywtnathich usually gives him
great comfort, cannot ease his suffering. In “Anidasz im Frihling,” Kerner asks his
heart, “Have you met a chill so great, that you willerenise out of it?*® A sense of
hopelessness pervades these poems, and no earthly dineedoet’s pain is ever
presented. Such depressive episodes plagued him throughdfet loidn agitated by

unhappy circumstances or perceived isolation.

An Answer to the Problem ofWeltschmerz Poetry, Nature, and Death

There were, however, some things that could tempyesse his unhappiness.
Three of Kerner’'s common poetic subjects are thefamteating poetry, nature, and
death. Despite their apparent difference, these sslgeetunited, because Kerner
believed that each of these things could lead té\tt#osenprocess of resolution) of
pain. Concerning poetry, this estimation is supported bydfearphilosophy of poetry,
as revealed in several poems which address the souresag@m and stifling of poetry.
Two basic things could inspire the poet: pain and comtéictnature. In the poem,
“Poesie,” the connection between pain and poetry gremg that he identifies them as

analogous in the first line:

Poesie ist tiefes Schmerzen, Doch die héchsten Poesie

Und es kommt das echte Lied Schweigen wie der héchsteeBchm
Einzig aus dem Menschenherzen, Nur wie Geisterschadiean

Das ein tiefes Leid durchgltiht. Stunendsirchs gebrochene Herz.

" “Der Grundton meines Lebens ist Der Schmerz...”
*8 “Hat dich so sehr ein Frost getroffen, daR du dich nintioktest auf?”
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(Poetry is deep pain, and the true song comes only fnerheart, through which a deep sorrow
glows. But the highest poetry falls silent like theh@gt pain, as ghostly shadows silently fly
through a broken heart.)

Kerner describes the poetic process in two steps. liirshea sharp pain causes
the heart to glow with emotion, which then releasesost kind of poetry. As a poet
motivated by specific experiences, it is logical thatiér refers in the first stanza to pain
which he feels as a reaction to an unhappy occurrekedhk death of a close friend.
The second step results from the exhaustion that congppsetry eventually brings to
the heart, causing it to fall silent. For Kerner,thises of creativity might have ended
frequently in depression. After just a few month®inmrenmenz, where Kerner took up
his first medical position in 1810, he wrote to Uhland ofiashakable depression and
that “the source of my poetry is empty and withergd.”

The delicate balance that must be achieved between prnaagpein and mental
exhaustion is explained in “Das Lied.” Kerner beginglbgcribing a swan that only
sings at night, which he compares to the poet, who expesehe release of tears and
poetry after his pain turns to romantic longisgeinsucht In the final two stanzas
Kerner turns to his own poetic source:

So ist auch mir entsprungen
Dies Lied bei mildrem Schmerz,
Doch kaum ist es verflungen,
Kehrt starrer Gram ins Herz.

(So such a song springs from me during times of mild jpaihhas hardly evaporated before it
returns as numbing grief.)

9« leer und verdorrt ist meine poetische Quelle.” Getishistinus Kerner96.
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He initially feels the effect he ascribes to the genavat in the middle two stanzas, as
“mildrer Schmerz” issues a song from his heart. But imately a “starrer Gram,”
lingering grief, arises in his heart, drying up this source.

A second impetus for poetry is contact with the natwcald. Kerner did not just
admire the beauty of nature, but craved the naturativbeicause there he found
sympathy. Kerner often uses similes involving naturedtordbrate the poetical process,
whether obviously referring directly to himself or anleetypal poet. In “Das Lied,” the
poet is compared to a melancholy swan, who sings omiight. “Die Mischung”

compares poetry to a rainbow:

Wenn Schmerz mit Lust des Sé&ngers Brust durchzieht,
Entspringt aus ihr das farbenreichste Lied.

Féllt Regen in den Glanz der Sonne mild,

Ensteht des Regenbogens buntes Bild.

(When pain, mixed with desire, pervades the singer’s breastof it springs a colorful song.
Rain falls in the rays of the gentle sun, and the rainbaaforful image emerges.)

Rain, symbolizing the release of pain (see p. 30), fatitsthe brilliance of the sun,
symbolizing joy, and the mixture of these two elementgates a rainbow. The dominant
force seems to be the rain/pain, which receives theeaetrb, echoing Kerner’'s
statement that pain elicited poetry more often thgn feor both nature and the poet, pain
initiates the creation of beauty.

Kerner’'s natural world was alive and able to communigétie and comfort him.
Schelling taught that everything that exists, materiapoitsal, was derived from a
divine absolute and that as a result, everything shareds@mce. Kerner subscribed to

this theory and his poems reveal that he indeed feltaslkaship with nature. In
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“Wanderung” the poet travels to an unfamiliar land, but ¢liere he finds that “the
earth and the heaven are deeply related to®fhe.”

Prevailing images — the forest, streams, mountaingysland meadows — come
from his native Southwestern GermatlyMore specifically, green plants and trees
frequently appear in Kerner’s poetry, because their cadmifies life and health. He
despised winter, which in Southwestern Germany lastesefeeral months. To Kerner
the temporary death of the natural world caused him greafppiess and all of his
poems about winter are essentially a complaint agdiesteparation this season caused
him from the vibrant life of the forests and meado¥W&.tihlingskur,” which Schumann
set and renamed “Erstes Grin,” expresses longing fagréss, which has been sickened

by winter’s snow:

Du junges Grun, du frisches Gras! Wie treibt’s mich ¢en Menschen fort!
Wie manches Herz durch dich genas, Mein Leid das hebMenschenwort;
Das von des Winters Schnee erkankt, Nur junges Grin, angklegt,

O wie mein Herz nach dir verlangt. Macht, daf3 mein &lstiler schlagt.

Schon brichst du aus der Erde Nacht,
Wie dir mein Aug’ entgegenlacht!

Hier in des Waldes stillem Grund

Drick’ ich dich, Grin, an Herz und Mund.

(You young green, you fresh grass! How many find enjoyrttenugh you, which has been
sickened by the winter’s snow, O how my heart longsr gfbu. Already you break forth from the
earth’s night, how my eyes greet you with laughter! eHerthe forest’s silent floor | press you,

green, to my heart and mouth. How | am driven away fran! No word from man raises my
painful feeling; only young grass, laid on my heart, causg heart to beat more quietly.)

In the third stanza Kerner explains that he longgifeen grass, and nature in general,
because it can do what his fellow man cannot: take &gafgelings of melancholia and

Weltschmerzand heal his wounds. He anticipates the spring, whegrées things of

€0« Erd’ und Himmel sind innig mir verwandt.”

®1 Elements of nature uncommon to this area, especiallgdban, sometimes represent the unknown in his
poetry. See “Wanderlied” and “N&he der Fernen.”
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nature are rejuvenated and their healing properties refira.frequent use of the word
“Herz” indicates how strongly nature affects the [gkeart, as Kerner clearly states in
the last two lines of the poem.

Many other poems describe nature as able to heal the peatts and to provide
him with rest and recovery from wounds dealt to him bgogeople. In “Wer machte
dich so krank?” Kerner declares that nature allowstbifmeal from deathly wounds, but
that mankind will not allow him to rest. The poetTwost in der Natur,” who is weary
with pain and wounds, finds himself in a forest, wheréehas against a tree and watches
the birds. The final stanza is similar to that of ‘Mdgachte dich so krank?” where the
poet declares that while nature is warm and comfortirg i1 cold and poor, lacking the
magnanimity of nature. As a child, Kerner had often estage nature when
experiencing grief or depression. As an adult, strugglitiy episodes of serious
depression, his poems indicate that time spent in natdrarhamportant healing affect.

Several of Kerner’'s poems praise storms and rain. fabet of his poetry will be
explored at some length, because Schumann opens the Rgxrgs-Liederreihe with a
setting of “Lust der Sturmnacht.” Kerner saw his dailyiggle withWeltschmerz
reflected in this phenomenon of nature. In his poetiy,alavays symbolizes the release
of pain, serving the same function for nature that crgiogs for man. This connection is
the subject of “Regen und Tranen” and also appears infdhe poems set by
Schumann, “Stille Thranen.” The first stanza ofdtades Herzens” describes the rain as

tears of heaven, which cool the poet’s burning heart.
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Comments concerning thunderstorms by Schellinggeas for a Philosophy of
Nature likely influenced Kerner's infatuation with nighttimepsins®> Schelling states
that “at the moment when Nature is most activelyatk, the oft repeated drama of the
thunderstorm beging* During a thunderstorm, the dense and lighter air in the
atmosphere mix, and the resulting discharge of rair, bad electricity has good effects
on the earth. In light of these ideas, it is lobibat Kerner, who longed for a greater
feeling of kinship with nature, would find great joy in sterniNature appears more
dynamic during a storm, offering the chance for a hergddeencounter with it. The
exhilaration of such a feeling is described in two verylainpoems, “Lust der

Sturmnacht” and “In der Sturmnacht:”

Lust der Sturmnacht In der Sturmnacht

Wenn durch Berg’ und Thale draufRen Es kommt mein Freunah $dir ich laut ihn singen,
Regen schauert, Stiirme brausen, Der Sturmwind ideespit macht'gen Schwingen
Schild und Fenster hell erklirren Hinfahret durch distfie Mitternacht,

Und in Nacht die Wandrer irren, Sein Lied hat mich augetréaSchlaf gebracht.

Ruht es sich so s hier innen, Der Walder Rauschen undads&iWWogen,
Aufgeldst in sel’'ges Minnen; Der Wolken Tanz am finstermidelsbogen

All der goldne Himmelschimmer Und drein des Sturmes dagheiehes Lied

Flieht herein ins stille Zimmer. Mit Macht hinaus in dlatur mich zieht.

Reiches Leben! hab’ Erbarmen! Da mécht’ ich michihit so ganz verweben,

Halt mich fest in linden Armen! Ein Luftgeist — singand dem Sturme schweben,
Lenzesblumen aufwarts dringen, Mit Waldern, Bergen undierr im Bund,
Wolklein ziehen, Vogel singen. Nicht mehr genannt von difersschen Mund.
Ende nie, du Sturmnacht wilde! Sturm! Sing dein Donnerliaftgeisterheere

Klirrt, inr Fenster! schwankt, ihr Schilde!  Einstimmendahrt mit ihm durch Land und Meere!
Baumt euch, Walder! braus’, O Welle! Noch halt der BBdrd fest meinen Geist.

Mich umfangt des Himmels Helle. Doch Luft! Zu wissen3 dizes Band zerreif3t.

Dann heb mich auf, O Sturm! Mit deinen Schwingen
Dann, Freund, la3 mich dein Donnerlied mitsingen,
Mitfliegen lafd mich Gber Land und Flur

Wie du — ein Teil der schaffenden Natur.

62 See pages 9-10.
83 F.W. Schelling)deas for a Philosophy of Natureanslated by Errol Harris and Peter Heath (New York:
Cambridge University Press, 1988), 108.
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(Lust der Sturmnacht - When storms roar outside through miouenid valley, sign and window brightly
rattle and in the night wanderers go amiss. It resssveetly in here, dissolving into blessed love
[Minnen]; all heaven’s golden shimmer flies into this quémm. Rich life! Have mercy! Hold me tightly
in linden arms! Spring blooms bend forward, littleutdl® move across the sky, birds sing. Never end, you
wild storm night! Jangle, you windows! Sway, you signstithé, you forests! Roar, O wave! Heaven'’s
brightness surrounds mel)

(In der Sturmnacht - My friend comes near, alreadyal hém loudly sing. It is the storm wind that with
powerful vibration travels through the dark night. His sbag brought me from languid sleep. The
forest’s whispering and the water’s wave, the cloudrscdan the curve of the sky and there the storm’s
thunderous song pushes me out powerfully into nature. Theeld like to be so fully interwoven with
the storm, a ghost of the air — songfully floating vifte storm, with forests, mountains and the ocean in
unity, no more named by man’s mouth. Storm! Sing your thimgleong, host of ghosts of the air, with
one voice — travel with him through land and sea! thtlearth’s binding force holds my spirit tightly.
But air! To know that this band will be broken. Thaise me up, O storm! With your vibration then,
friend, let me join in with your thundering song, let mewviith you through country and meadow, like you
— a part of the created nature.)

In both poems Kerner personifies the storm, giving theeretne impression that
it truly is as alive as man. It is addressed with #miliar “du” in the final stanza of
“Lust der Sturmnacht,” while in “In der Sturmnacht” Kerwatls the approaching storm
his friend in the opening line. Description of the storposver and ability to intimately
interact with the earthly aspects of nature — signgste, bodies of water, flowers —
pervade each poem.

Kerner states his belief that storms provide an oppoyttmitinite with nature in
both poems. He alludes to this only once in “Lust derrnhacht,” in the final line of the
poem. Schelling’s philosophy achieves much greater promineribeder Sturmnacht.”
In the final line, Kerner describes the storm as “agil der schaffenden Natur.” The use
of this adjective signifies his understanding of the t&atur’ as analogous to
Schelling’s usage of itThe concept of the poet uniting with nature appears iryever
stanza except for the first, and is the sole subjeittecthird stanza. The storm allows the
poet to unite with all aspects of nature, not just that kviesides in the sky, causing a

transformation of the poet’s body into “a spirit bétair.”
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This discussion of nature, as Kerner presents it through®pioems, culminates
in his poem, “Sehnsucht nach der Waldgegend,” because itststitgeforest,
epitomizes all that he valued in the natural world. wete “Sehnsucht,” which contrasts
the forest and the plain, in 1813. This is trufg@egenheitsgedichbecause
experiences from that year, namely a move from Weizhe Gaildorf, inspired this
poem. While the move allowed the Kerners to live betder house, it also took Kerner

away from close proximity to the Black Foré&st.

War ich nie aus euch gegangen, Hier in diesen weiteterrif
Walder, hehr und wunderbar! Ist mir alles 6d und stumm,

Hieltet liebend mich umfangen Und ich schau’ in blauen hiifte
Doch so lange, lange Jahr'! — Mich nach Wolkenbilden um.

Wo in euren Dammerungen In den Busen eingezwinget,
Vogelsang und Silberquell, Regt sich selten nur da% Lie

Ist auch manches Lied entsprungen Wie der Vogel halbngets
Meinem Busen, frisch und hell; Den vauB und Bach man schied.

Eure Wogen, eure Halle,

Eure Sauseln, nimmer mud,
Eure Melodien alle

Weckten in der Brust das Lied.

(Had I never gone out from you, forests noble and woanteXfou held me so lovingly for many,
many years! Where in your twilight there was birdsamg silver springs, many a song is sprung
from my breast, fresh and bright; your undulation, your clapgiour whispering, never fall
silent, all of your melodies wake a song in my bre&gre in your vast planes everything is dull
and mute, and | search in the blue air for picturelersky. When forced into the breast, a song
seldom stirs; as a bird only half-sings when one ségmbham from trees and streams.)

It is evident from Kerner’s poetry that he felt parlaaffection for the forest.
Whenever thinking of nature, his mind quickly recalled imagfeall trees sheltering
green grass and flowers, while birds flew overhead amgl saftly’® In the first stanza
of “Sehnsucht nach der Waldgegend,” the poet does not sfegdlg happy affection for

the forest, but desperation to re-attain a necessanpaent of his life. Because Kerner

54 Gruisser,ustinus Kerner109.

% Other poems that feature the forest include “Im WaltBehnsucht,” “Waldesleben,” “Der Einsame,”
and “Der Grundton der Natur.”
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lived near forested areas his entire life and wrote pd®sd on his experience, it is
logical that the forest would weigh heavily in his natpoetry. His descriptions of the
magnificence of Germany, such as “Sommerabend aufd€lbsrsch,” are filled with
prominent forests, suggesting that such landscapes alseedreelings of patriotism.

To Kerner, the forest was a particularly comforgotgce for two reasons. The
first was that it epitomized his view that nature &t expressed profound emotion,
particularly pain. “Der Grundton der Natur” is perhaps poem quoted most often by
scholars when they discuss this philosophylhe first stanza ruminates on the forest:
“When the forest rustles in the wind and the leaves sjpe@ich other, | would like to
ask the leaves, do you sound with delight? Do you sounccwittplaints?®’ In the
final stanza he concludes that the leaves whisper mrptier than joy: “Listen to the
Aeolian harp! Pain is the fundamental tone of natofghich the rustling forest
sings.”®® Kerner feels comfort in the forest because itiisadnd experiencing pain, just
like him. Its gentle noises, particularly the rustlifdree canopy of leaves, sooth weary
travelers and help them to bear their pdifthe third stanza of “Sehnsucht nach der
Waldgegend” exclusively describes the rustling of the tradkgling to this belief. The
noise is not just enjoyable sound, but music that dedfglgta the poet, causing him to
sing.

Kerner commonly contrasts nature and man in his poé&tagure provides
comfort, rest and peace, while man imparts pain and.stPéticularly in the forest,

Kerner found relief from the ills of mankind, becausgrdgvided a physical barrier from

% See Griissedustinus Kerners and Mayr Der schwébische Dichterbund].

7 “Wenn der Wald im Winde rauscht, Blatt mit Blatt diedReauscht, mécht’ ich gern die Blatter fragen:
Tont ihr Wonnen? tont ihr Klagen?”

88 4| auscht der Aolsharfe nur! Schmerz ist GrundtonNiur; Schmerz des Waldes rauschend Singen...”
%9 See “Vom morschen Baume.”
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other people. Surrounded by the forest the poet could nobheae other people, he
could essentially leave the world and enter into a sancbofauiet solitude. “Sehnsucht
nach der Waldgegend” alludes to this quality of the fareite opening stanza, as
Kerner states that the forest lovingly embraces him.

“Sehnsucht nach der Waldgegend” clearly reveals Kernelief bigat nature
inspires poetry. Kerner declares in the second st@iarantthe forest “many a song
springs forth from my breast, fresh and bright,” anthanthird that “your many melodies
awake a song in my hearf” The sights, and particularly the sounds, of thesfomove
the poet to sing. He then turns to the opposite ditleeassue: separation from nature
causes a loss of inspiration. In the final stanzan&elaments that while he is away from
the forest, surrounded by silent plains, his poetic voiedyratirs just as “a bird only
half-sings when one separates him from trees and stféams

Thus far the poetic process and the natural world haveldeeath revealed in
Kerner’s poetry as related to the concept of absolving paifinal subject in Kerner’s
poetry, death, also revolves around this idea. Degtérigaps this poet’s favorite
subject; nearly half of the poems he published before 1850 usls that directly denote
death, such abod, Grab, Sargandsterben’?> Ambros Mayr declared that “Everywhere
that he looks, he sees what he wishes for: death argtafre.”® This tendency became

stronger as Kerner aged, his friends and wife died, ammitisleath seemed imminéfit.

"04st auch manches Lied entsprungen meinem Busen, frigthelh.. Eure Melodien alle weckten in der
Brust das Lied.”

" “Der Vogel halb nur singet, den von Baum und Bach mand¢hie

2 This approximation is based on a survey of all the paerhe “Lyrische Gedichte Kerners Werke:
Auswahl in Sechs Teileml. 1, Raimund Pissin ed. (Berlin: Deutsches VerdagBong & Co., 1914).

3 “Everywhere that he looks, he sees what he wisteath and the grave.” Mayber schwabische
Dichterbund,71.

" The titles of two collections of poems published inlést decade of his lifder letzte Bliitenstraugnd
Winterbllten allude to his nearing death.
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As a child, Kerner was sensitive to the pain and mystedgath. Before his
birth, six of his older siblings had died in early childhpadd these events must have
haunted the entire family. His father died in 1798, wilitfacted him deeply, as he
reveals in hiSilderbuch aus meiner Knabz&tt As an adult, Kerner still vividly
remembered funerals from his childhood, including descnriptaf several of them in the
Bilderbuch He portrays the deceased and the intricate defdle @eremonies with
surprising attentioh® At the age of fifteen he worked as a cabinetmaker’ sesige in
Ludwigsburg, and one of his most memorable duties was thmgnakcoffins. Years
later, as he dealt with the corpses of his patientsjitictor recalled the images of the
many coffins he had helped to bufid . This preoccupation with death greatly increased
after Kerner finished study at Tubingen, as his correspmedeom this time period
reveals. Kerner was serving as a doctor in Welzheinmvdedings of loneliness and
isolation contributed to a period of depression in 18123 latter to Ludwig Uhland, he
expressed his longing for death, which would end the mentaielss that he could not
overcome’®

Even after Kerner learned to stave off his depressiathadill held a prominent
place in his poems and correspondence. His study spthirial and the fantastic
increased throughout his medical career and with it @asteong belief that death was
the doorway to the spiritual world. In 1812 he declared inremdetter to Uhland that,

“I name death the greatest union with the spirit of matut® Death became something

5 NiethammerDas Leben des Justinus Kern#6s-173.

"® Ibid., 79 and 84.

" Griisserustinus Kerner21.

'8 Griisser,ustinus Kernerl05: “The pain of my mind is medically indescribable, mamd more, the
longer | feel this way, | see my meaningless illleasling to death and this gives me indescribable
fear...Oh Uhland! For God’s sake! But if we were all alsedead!” Grissetustinus Kerner105.

9 Pfafflin, “Das Schattenspiel,” 12: “Tod nenne ich die gsté Vereinigung mit dem Geiste der Natur.”
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to look forward to, because through it man achieved unity thii¢ natural world. The
pain of life also ceased in death, where one achievedeadf eternal rest.

Death, to Kerner, was the ultimate fulfillment oétprinciple that governed
nature and the purpose of poetry: the resolution of padhile both the poet and nature
must continually accumulate and release pain, deathsallsting peace. Kerner’'s
depression, which sometimes impaired his daily living, couldbaaured during his
earthly existence, a feeling that poems such as “Alted’a@xpress. Only death had the

power to release his heart from its senseless unhappinbskef clearly espoused in

“Ehmals™
Wohl hab’ ich manches Lied erdacht O armer Sohn deméize
In Waldes Dammerungen, Bist selbst erkrankt im Herzen,
Die Vdgel haben’s mitgemacht, Kennst der Heilkrautencharlei,
Der Bach hat drein geklungen, Such’ eins fur eigne Sclamerz
Den langen Weg, die fels'ge Bahn Welt, dal3 ich’s fited&mich los!
Ging ich ein sel’ger Wandersmann. Mich heilt nur meines€s Moos.

Nun aber es mir nicht mehr gliickt,
Noch Bach und Vdgel singen,

Ich gehe trauernd und gebiickt,
Traum’ von verlornen Dingen,

Den langen Weg, die fels'ge Bahn
Sieht man mir im Gesichte an.

(Well have | conceived of many a song in the fordstiight, the birds have taken part, the
stream adds it’s klanging, along the long path, the roeky | went as a blessed wanderer. But
now it brings me no more joy, the stream and birdissstig, | go dolorous and weighed down,
dreaming of lost things, the long path, the rocky wag, loeholds me in a vision. O poor son of
medicine! You are yourself sick in your heart, you knowasfous healing herbs, look for one
for your own pain! World, when 1 find it, let me gd'will only be healed by my grave’s moss.)

In the first stanza Kerner remembers when solitudetrpoand nature brought him joy.
These remedies have lost their ability to relieveliinelen of his depression in stanza
two, which jumps to the present. Kerner commentdernrony that while he is a doctor,

he lacks the ability to heal himself. Finally he offeisheart one hope, that in death it
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will finally experience unmitigated healing. While life earth offered only pain and
“Menschentreiben,” man could rest in death, as thedastines of “Das Ruhkissen”
morosely admonish: “You will only find rest in your coffwhen you lay upon your

corpse-pillow.®

The Manifestation of Geistertheoriein Kerner's Poetry

Kerner believed that death caused the deceased persoarttnenta dual
existence. While the body rested in the arms of natleespirit reached a greater unity
with the unseen world and the Absolute. “Letzte Bittaptures this sublime moment of

transformation:

Tief in Waldeinsamkeit ein Grab! ein Grab!

Von allen Menschen ferne, jal recht ferne!

Da senkt den muden Sanger bald hinab,

Wann funkeln durchs Gezweig die Abendsterne.

Dann aber geht und laf3t das Grab in Ruh’!

Verborgen und vergessen werd’ die Statte!

Efeu und Moos deck’ ganz den Hiigel zu,

Und nur das wunde Reh find ihn zum Bette.

(Deep in the forests’s solitude a grave! A grave!ntetl men far, yes! Indeed far! There the
weary soon sinks down, when the evening stars glow thrihegbranches. However, then he

goes and leaves the grave in peace. Secret andtérdpeicomes the place! vy and moss
completely blanket the hill, and only the wounded doe finds & bed.)

The poet wishes for his grave to lie deep in the fovels¢re nature can eternally embrace
him, as he rests in solitude. Ivy and moss blanket theegita, symbolizing a synthesis
with nature so complete that his former, individual titgns absorbed and his grave
becomes “secret and forgotten.” “Ehmals” and “Die Liiéso describe a grave hidden

by moss and foliage.

80 «Dy findest nur zur Ruh’ im Sarge noch das Leichenkissen.”
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The spirit of the poet described in “Letzte Bitte” esiprces unification with the
spiritual world as well as with nature. In the thirdldourth line of the first stanza, two
actions occur in tandem: the weary singer sinks inteahd and the evening stars rise
in the sky, symbolizing the releasing of his spirit ifte heavens. Both types of
unification appear in the second stanza as well. Beleseribing the forgotten grave,
covered over by nature, the first line indicates thatsinger’s spirit leaves the grave,
where his body remains. Kerner very directly staté§Vas sie alle meinen” that he will
become a spirit, united with other spirits, when he.dleghe final stanza of “Erwarten
in Demut,” he states that at death “my spirit wilbasate from my body?*

While Kerner sometimes refers to his own death in hisrpolee more frequently
discusses the spiritual nature of death in poems thajizelthe deceased. In many of
these eulogies, rather than merely praising the meofdhe dead, he constructs a
narrative of an experience with the deceased’s sp{etrner believed that the living
could have contact with the spiritual world, and in éhearratives he often receives
comfort in the midst of his mourning, because of interaintact with a friend’s spirft?
Such an experience occurs in “Geisterzug.” The poetl@&rarthrough a dark valley at
night and thinks about a recently deceased friend, whainsmnnamed. His friend’s
spirit floats comfortingly over him and causes him taldor death, so that they might be
together once more.

“An das Trinkglas eines verstorbenen Freundes” ishemeulogy that describes

an experience with the deceased:

8L “Mein Geist vom Leib sich trennt.”

82 |n 1812 Kerner’s older brother, Georg, died and in arfég professes his belief that he felt a spiritual
connection to him. “Ich habe ihn oft, ich habe ihn schvegriitt, aber immer herzlich geliebt und erkannt,
und jetzt wo er in mein Herz schauen kann ist er mir wiedgelgm, er liebt mich wieder!” Grisser,
Justinus Kernerl12.
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Du herrlich Glas, nun stehst du leer, Auf diesen GlauB&s so hold!

Glas, das er oft mit Lust gehoben; Trink’ ich dich mitshohem Mute.
Die Spinne hat rings um dich her Klar spiegelt sich t¢=m8 Gold,
Indes den diistern Flor gewoben. Pokal, in deinem teuren Blute
Jetzt sollst du mir gefillet sein Still geht der Mond Balksentlang,
Mondhell mit Gold der deutschen Reben! Ernst tontrditernacht'ge Stunde,
In deiner Tiefe heil'gen Schein Leer stidg Glas, der heil'ge Klang
Schau’ ich hinab mit frommen Beben. Tont nach in dentakinen Grunde.

Was ich erschau’ in deinem Grund,
Ist nicht Gewdhnlichen zu nennen,
Doch wird mir klar zu dieser Stund’,
Wie nichts den Freund von Freund kann trennen.

(You noble glass, now you stand empty, glass that he @fteed with joy; the spider has woven
the bleak morning cape around you here. Now you aed fit me, moonlit with gold of the
German vines! In the sacred glint of your bottonmokl down to it with devoted trembling.

What | see in your depth, is nothing familiar to namejitdoicomes clear to me in this hour, how
nothing can separate a friend from a friend. Upon thisfbelass so lovely! | drain you with

great courage. The stars’ gold reflects clearly, gollgtpur precious blood. Silently the moon
travels along the valley, solemnly the midnight halist the glass stands empty, the sacred klang
echoes in its crystal depth.)

He wrote this poem in 1813, after the death of Revisorestdrbrch, whom Kerner had
befriended in Welzhein¥® Kerner senses Lorch’s nearness much more subtlyirihan
other poems. Rather than seeing an apparition or feeelingeze, Kerner receives a
heightened sense of spiritual perception as he drinksfianea glass formerly
belonging to the deceased. Kerner loved wine and belibe¢dRiesling, a German
white wine, had properties similar to tRervengeistan invisible fluid in which the
spiritual and the natural world interactédwine, because it also allowed the natural to

contact the spiritual, could be a catalyst for an anter with a spirit. Just like the

8 Griisser,Justinus Kernerl12. This poem was first published in 1813 under the title “UtteMacht,”
in Deutscher Dichterwald: von Justinus Kerner, Friedrich Baron deltdte Foqué, Ludwig Uhland und
Andern(Tibingen: J.F. Heerbrandt’'schen Buchhandlung, 1813).

8 Gruisser,Justinus Kerner163-4. TheNervengeisis discussed on pages 12-17.
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Nervengeistwine had healing properties, because it was a mediouagh which life
could be transmitted. “Trinklied zum neuen Weine” psite ability of German wine
to give youth to the old. The wine that Kerner drink%An das Trinkglas eines
verstorbenen Freundes” is presumably also Rie&ling.

After reflecting upon the sentimental value of the golderner sees it full of
golden wine in the second stanza of the poem. In tkiest@nza, he senses that
something has occurred in the glass; he perceives fliteadhiis friend in the wine, and
takes comfort in the realization that “nothing can safeafriends.’® Kerner then lifts
the glass and drinks the wine. He is made visually athatd orch’s spirit resides in the
glass as he sees the stars, which represent the defleeted in the wine. The stars and
the sky are often archetypes for spirituality in Kelspoetry. In “Letzte Bitte,” for
instance, the rise of the stars in the sky symbotizesleath of the poéf.

The language used in the fourth stanza, especially théfidation of the wine as
blood, arouses the idea of Communion, which symbolizestgwith the crucified
Christ. Kerner draws a parallel between this sacraamahthe essence of Stierlin Lorch
contained in the wine of this poem. The wine of fiklied zum neuen Weine,” is also
called blood and for a similar reason: it has thetghiti transmit life. In the final stanza
of “An das Trinkglas” Kerner feels peace and comforthasclock chimes the magical
hour of midnight, because his experience strengthens lie$ inehe spiritual world.

Similar imagery appears in other poems, in which the sabject is a glass,

including “Mein Kristallglas,” “An ein griines Glas von Ded]” and “Das Sangerglas.”

8 Indicated by the description of the wine in stanza two.

8 “Nichts den Freund von Freund trennen kann.”

87 Another symbol which indicates the spiritual in Kes poetry is an angel. In the first stanza of “Alte
Laute,” Kerner concludes that only death can release lom fiis feeling oiVeltschmeravhen he says
“Weckt mich ein Engel nur.” Angel imagery also appearSodesopfer” and “Engelseinkehr.”
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Kerner declares a spiritual truth reminiscent of ‘has Trinkglas eines verstorbenen
Freundes” in “Mein Kristallglas,” dedicated to Nikolausnau:
Seh’ ich in seine Tiefe,
Wird es gar seltsam mir,
Als ob ein Freund mir riefe:
Herz! Herz! ich bin bei dir!
(I see in your depth, it becomes not at all strangectcasif a friend called to me: heart! heart! 1

am near to you!)

Isolation in Kerner's Poetry

An overwhelming sense of isolation permeates themagirity of Kerner’s
poetry. Because Kerner thought of nature as a harordther people, hiaturlyrik is
very lonely; he purposefully experiences nature in tpesens alone. Many of his
poems focus on the pain of living, which his sensitivitgdatact with other people
caused him to feel more acutely. In the poem “Sehnsihehiiments the lack of
understanding he feels exists between people. Oddlpogms in which Kerner feels
the greatest sense of connection to other people age that describe contact with the
spiritual world. Perhaps Kerner felt more at easeratahosts than he did with the
living.

Because Kerner tended to write about isolated figuresambenlove seldom finds
expression in his poetry. The Op. 35 Kerner-Liederreiteststto this. Robert
Schumann tended to set poems about love. Love poetmpat@sDichterliebe,
Frauenliebe und Lebethe Op. 37 Ruckert-Lieder, and the Op.EB3éhendorff
Liederkreis,but just three of the Op. 35 Lieder mention the subjecthé first song,
“Lust der Sturmnacht” the poet expresses bliss, an unasu@ion in Kerner’s poetry,

and this happiness is partially due to feelings of love. Butames this love not “Liebe”
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but “Minnen,” or courtly love, the Medieval concept ot¢ from afar. The poet of this
song never acts on this love, which exists mostly imhisl.

Although the word “Minne” is not used in the poem “Stiliebe,” the eighth of
the Op. 35 Kerner-Lieder, the love described clearly bsamarity to courtly love. No
action occurs in the poem, Kerner merely explainsrability to cause his feelings of
love to develop into a true relationship. He bemoansaility to communicate with

the object of his desire:

Koénnt' ich dich in Liedern preisen, Und dal3 du, was ietusage

Sang’ ich dir das langste Lied, Oder preis’ in Sangeslust,

Ja, ich wiird’ in allen Weisen Meinest, dal} ich tiefege

Dich zu singen nimmer mud. Als dich, Herz, in warmer Brus
Doch was immer mich betribte, Dieser Schmerz hett imezwungen,
Ist, daf3 ich nur immer stumm Dal’ ich sang dies kleie@, Li
Tragen kann dich, Herzgeliebte! Doch von bittrem Leicthidirungen,
In des Busens Heiligtum. Dal’ noch keins auf dich geriet.

(If I could praise you in poetry, | would sing to you thedest song, yes, | would in every way,
never tire of singing to you. But, what always afflicte is that | can only carry you, my heart’s
love, silently in the holiness of my breast. And t@var you, which | proclaim aloud or praise in
joyous song, mean to me, | only carry you, heart, deapayiwarm breast. This pain has
overcome me, so that | sang this little song, butpersneated with sorrow, because still none of
it has reached you.)

It is likely that Kerner wrote this poem during his engagene Friederike, because in
letters written to friends he confesses an inability tormoonicate with her. He felt
particularly speechless when he visited her in Augsbut@@®. In a letter to Rosa
Varnhagen he expressed that on the first night of hisheasielt the urge to flee from her
house because of his feelings of awkwardf&ss.

Kerner expresses the same inability to communicatstile Liebe.” The

second stanza gives a perfect descriptiodiohe Rather than express his feelings of

84 could not speak to her, | had to leave...Oh Rosa! Heélplll never be able to speak to her alone.”
GrusserJustinus Kerner87.
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adoration, he carries his love “in the holiness ohleiart,” a statement that could have
easily appeared in a Renaissance motet praising thevitgin. The medieval
Minnesangemlso venerated the Virgin as the ultimate objecoairtly love, because she
was worthy of great praise, but her holiness made hésidely unattainabl&® The
reservations Kerner has about love might also reBedermeier sensibility, which
emphasized modesty and traditional vaitfe§ollowing this ethos, the male in Kerner’s
romantic poems always respects the purity of the feraal never describes her in
sensual terms. He often chooses subjects that ardyayenbolic of the Virgin Mary.
The poem “Stirb, Lieb’ und Freud,” discussed earliehis thapter, is the third
poem set by Schumann in the Op. 35 Kerner-Liederféifkhe young girl in the poem,
who represents Friederike, identifies herself withMingin Mary when she gives her life
to the holy work of the church. This is a further exagfiMinne in Kerner’s poetry.
Another sense of isolation emerges from “Stirb, Liehd Freud,” though in a subtler
way. The poet has a bird’s eye view of the entireaiiusne can imagine that he has
stationed himself up in the rafters, or in the organ saftthat he might clearly view his
beloved. Many worshippers sit in the pews and worship tegathsong, but the poet
does not join them: he is separated from everyonearetbe cathedral. In the final
stanza of the poem, the poet reveals that the youhg gis childhood love. There is no

indication, though, that he has ever attempted to expreseelings to her. Rather, he

8 Gruisser discusses Kerner's “Marienverehrung” andhree troles women played in his life, one of
which was “The sorrowful, austere Virgin, who he ordywdrom afar, unreachable like a ghost, a girl, that
he sang of in his poems, but never believed he could witbid:, 334-335.

%0 «Qualities connoted by the term ‘Biedermeier’ include.. riagpect for traditional, middle-class values
such as stability and order, moderation and modestythanteservation of the status quo; and, reflecting
the meaning of the ‘bieder’, virtues like honesty, corapee and uprightness.” See Finney, “Revolution,
Resignation, Realism,” 292.

1 See pp. 22-24.
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begins this stanza by acknowledging that she has no ideshth is his “Allerliebste
mein.” The poet has hidden these feelings in his hemae &is childhood.

In all three poems, then, romantic love appears antlisiant love, which exists
purely in the poet’s heart. Due to Kerner’s feeling ofatoh from others, it is natural
that love that develops from admiration, rather thaergonal relationship, attracted his
poetic inspiration. Additionally, Kerner elevates amtic love from sensual passion to
religious devotion, which may be symptomatic of the Bigdger era, or an indication
that his spiritual beliefs even affected this arehi®thinking.

Kerner’s poetry is enchanting because it reflectsezopbrary literary elements,
such asVeltschmerand Biedermeier sensibility, while still remaining defiraly
idiosyncratic. Because he wrote aSe&egenheitsdichtea poet who responded to
sudden moments of inspiration, his poems are indicafihes daily thoughts. The
frequent appearance of spirituality in his poems attedtew greatly his worldview
rested upon his spiritual beliefs, and Nesturlyrik indicates how much he valued the
companionship of nature. The three main preoccupationsraéKe poetry — nature,
death, and poetry itself — all radiate from his persidtégitschmerz.While Kerner’s
idiosyncrasies drove some readers away from his pdbase particular qualities

attracted Robert Schumann, as the beginning of thechegter explains.
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PART 2

A Prelude to the Genesis of Op. 35

Schumann’s Early Kerner Songs (1828)

Among Schumann’s earliest compositions are four settihgemer’s poetry,
completed in the summer of 1828. At this point, Schumanust graduated from the
gymnasium and remained uncertain about future career plamsidering himself
equally a musician and a poet. For instance, earligeilyear Schumann had taken part
in an evening of entertainment at his school in Zwickawhach he first gave a
monologue from GoethelBaustand later in the program performed a movement from a
Kalkbrenner piano concerto. Daverio notes that Semmpurposefully chose to
compose Lieder at this time, because this genre appealesirtmuical and literary
sensibilities’ Schumann even composed the text and the music forfthis early
songs, “Sehnsucht,” and “Die Weinende,” both from 1827.

In August of the same year, Schumann courageously seutt fss Lieder to
Gottlob Wiedebein, a popular composer whom he greatly cesspheespecially because
Wiedebein shared his affinity for the contemporary autheain Paul. Of the six Lieder,
four were on texts by Kerner: “Im Herbste,” “An AnnéKurzes Erwachen,” and
“Gesanges Erwachen.” In the letter that accompangdidder Schumann reveals why

he found the Kerner texts so compelling:

92 John DaverioRobert Schumani30.
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“Your songs gave me quite a few happy moments, and | tamederstand
and decipher Jean Paul's veiled words through them. Reaais dark sounds
of mystery became lucid and clear to me only by meétisab magic veil of
your composition — rather like two negations leads tara#ftion, and the
entire heaven of sounds, of tears of the soul’'s jognahied in transfiguration
all my feelings...Kerner’'s poems, which engaged me espgdaltause of
that enigmatic, supernatural power which one often fimdthé poetry of
Goethe and Jean Paul, originally stimulated me t@atymy poor abilities,
because in these poems each word is already a souhd epleres which
must be defined through the musical note.”

This passage reveals what Schumann hoped to accomplishisvicomposition
of Lieder in 1828. He praises Wiedebein for revealinginothe deeper meaning of Jean
Paul’s poetry in a collection of his Lieder. He reagethis writer above all others,
because behind his tortured syntax and rambling style Schueiativat Jean Paul
intimated the highest level of artistic expressiorBchumann sensed that Jean Paul's
words carried great truth and thanked Wiedebein for clagfy through music.

In 1828 Schumann wanted his Lieder to evoke the very pdrsmiags he
attached to the poetry, and to reveal to others its depprnatural meaning. His
expectations at this point exceeded those he adopted inth@48@,Lied should
musically express the general emotional content @feand®> Schumann'’s letter to

Wiedebein reveals his deep sense of admiration for Kerpeems. He calls Kerner’s

poetry “sounds of the sphereSpgharentong meaning that he considered it able to

93 Quotation of the letter as copied by SchumarifBir, 95, translated into English by Julia Beate Perry in
Schumann’'®ichterliebg 59. “lhre Lieder schufen mir manche gliickliche Minute uléchte durch diese
Jean Pauls verhillite Worte verstehen u. entratselnP#edis dunkle Geisterténe wurden mir durch jenes
magische Verhdillen Ihrer Tonschdpfungen erst licht u. Werungefahr zwey Negationen affirmieren u.
der ganze Himmel der Tone, dieser Freudenthranen der Seleleisaverklart Gber alle meine Gefuhle...
Kerner's Gedichte, die mich durch jene geheimnil3volle,iitheche Kraft, die man oft in d. Dichtungen
Gothe’s und Jean Paul’s findet, am meisten anzogechteramich zuerst auf den Gedanken, meine
schwachen Kréfte zuerst zu versuchen, weil in diesen (Bedicschon jedes Wort ein Sphérenton ist, der
erst durch die Note bestimmt werden muf3.”

9 “Schumann recognized the sense of an enigma restinmivetic language in the writings of his most
admired author, Jean Paul. Like Jean Paul in his symiesthientation, Schumann intended his music to
carry a similarly enigmatic quality through an emphasis@nrepresentational content.” Ibid., 59.

% See reviews summarized in Plantingahumann as Critid,64-171.
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transcend ordinary meaning, revealing a higher level df antl beauty just like the
words of Jean Paul and Goeffie. Schumann explains that he wishes to elucidate the
transcendent and mysterious meaning of Kerner’s poetayyway similar to his
perception of the older composer’s settings of Jean Padhe letter, Schumann never
separates music from the words of the poem. In fihelifne of the quoted passage, he
evaluates the composer’s settings as effective onedypemotional level, making no
specific reference to the music. His appreciation edfd&bein’s songs lies not in their
musical genius, but in their expression of the emotiooatent he read into Jean Paul's
poetry. What he hopes to achieve in his settings of Kerpeems is a similar musical
expression of poetry that evokes meaning beyond the odaatrds alone.

Wiedebein graciously reviewed the songs and replied inex febm early
August, 1828. His main comments concerned Schumann’s laskefience in
composition and knowledge of compositional technique. Hedf@goasional spots of
“genuinely poetic feeling,” but encouraged Schumann to hames$sndency for
intuitive fantasy by attending to poetic truth and stigliptecision’’ Indeed, all four
songs are extravagant, idiosyncratic, and in many pliffeult to interpret and
perform.

The longest setting, “An Anna,” best exemplifies Schanis early, intuitive
approach to song composition. First, consideration beigtiven to the poem itself,
which was perhaps not the best choice for a novice ceenpdAn Anna” is long and

seems to have no regular rhyme scheme or meter, so mtlwdt goapproaches prose.

% perry,Schumann’'®ichterliebe 54-59.

97«Above all, attend to truth. Truth of melody, harmonyd @xpression — in a word, poetic truth. If you
don't find it, or if it is threatened — then cut even yéaworite passage.” Translated and quoted in Daverio,
Robert Schumani32.
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Schumann chose to set the text in very slow, 12/8 anmeetrical choice that allowed
him several weak beats and relatively few strong baatsthus an impression of
unmetered music. Frequent repetition of words and phrassssab the difficulty
Schumann had transforming this irregular text into mdteosg. He employs four
changes in tempo, a high number for a piece of thgthermn an attempt to preserve
Kerner’s frequent changes in meter and line length. @&tih tempo change comes a
completely new rhythmic pattern, which the lack of reguiater in the poem also
dictates as necessary. He sets some phrases inwadegldmatory style, which allows
him to evade establishing a definite meter.

Schumann intensifies the complexity inherent in theipdoext, going beyond
sensitive text-setting in an attempt at ultra-express{wicall that this was the goal he
stated in his letter to Wiedebein). The song is fulimisual and difficult performance
indications (see Ex. 1). The opening tempsclswarmeriscliexcitedly), but the pianist
is instructed to plaleise und langsar(quietly and slowly). Schumann places directions
above specific notes, for example a sudden pianissichaaat above the third note of
the voice part in m. 5. In the next measure he ingtihet pianist to plaglolcissimaand
then in the next he indicategumerisch, fromnfdreamily, religiously), as well as two

changes in tempo and a ritardando.
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Example 1. “An Anna,” mm. 4-10
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It is evident in the early songs that Schumann alreadght to elevate the
German Lied from an imitation of simpWolksliederto a complex genre appropriate for
the concert hall. Both the piano and vocal partdbal songs are quite difficult; the
vocalist continually sings large, uncomfortable leapserattan the simple stepwise

melodies that dominated early nineteenth-century Liedlae piano part does not merely
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double the vocal melody in “An Anna,” but plays an expressble and is fairly
difficult. From m. 21 to the end it overtakes the exgikesrole from the vocalist. While
the melody consists of fragments of the text in paidarhythm, trills and arpeggios
abound in the accompaniment. In the final two measuorasgsedlargo, the final vocal
statement is an echo of the melody that has alrbady elaborated in the
accompaniment. In “An Anna,” Schumann considers theopia be more expressive
than the voice. It clearly dominates the composit@napproach that differs from the
melody-dominated process Schumann discovered for song s@impan 1840.
Although they betray a lack of experience, the four Kesoags that Schumann
sent to Wiedebein contain seeds of several compoditi@iiz that would surface again
in the Kerner songs of 1840, with greater subtlety andtffness. As an eighteen-
year- old composer, Schumann already considered harnmanpary means of text
expression, and therefore composed intuitive chord preigres In his early songs,
Schumann destabilizes the tonic, with frequent changesrmony. Through unusual
chord progressions and chromaticism, he attempts to kstchanging, nuanced
reaction to individual words of the text. “Gesangewdehen,” composed on July"1,0
1828, begins with a short piano introduction, in which tmect Ab major, is completely
absent (Ex. 2). When the vocalist enters, Schumarindedth a progression from&?
to V', but then deceptively alters the tonic into 20¥1V, which he surprisingly
augments with an A-natural. He does not reach a tdwod until m. 12; along the way

chromaticism and altered chords continually surpriseéne
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Example 2. “Gesanges Erwachen,” m. 1-12
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After reviewing countless songs for tReue ZeitschrifSchumann refined his
conception of what a successful song should achieveonfiment in a review from
October of 1840 sounds curiously similar to Wiedebein’s suggestibout maintaining
poetic truth and solid musicianship:

“The lieder composer, he wrote, aims ‘to produce an@&asioecho of the

poem and its smallest features by means of a refinedahasintent.’
Such an artist will naturally be concerned with ‘truthat is, with a
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faithful rendering of the poetic thought in tone, but aiso strive to
present it ‘in a beautiful gart®

Schumann’s change in aesthetic viewpoint causes the grd{gymdr songs
written in 1840 to contrast strikingly with his novice atf#s; rather than riddling the
setting with chromaticism and non-functional harmangm attempt to color every word,
he uses unexpected chords and unusual progressions to spegfia purpose.
Schumann composes “Lust der Sturmnacht,” in the key ah&br, but lowers the third
of the tonic chord throughout the sofiglt is not until he comes to the ecstatic final
phrase of Kerner’s poem, “Mich umfangt des Himmels ¢&{° that he uses a major
tonic triad. This is an example of Schumann’s attertboam subtle detail in the poetry,
which Wiedebein had called “refined musical content.” Bhigt in mode is not
eccentric, but after hearing so many measures of Ebriviine switch to major
powerfully increases the sense of ecstasy at the ethe pbem.

In the later set of Kerner songs, Schumann oftereplattered chords in tonally
stable sections, making them more effective thanxhauestive chromaticism of the
earlier songs. “Wer machte dich so krank?” begimslaily to “Gesanges Erwachen.”
Although the song is again in Ab major, Schumann quicktpduces an Abchord and
tonicizes IV. The piano part sounds a G octave whéesthger rises to the Ab (see Ex.
3, m. 19), creating a sharp dissonance that underscore®#tegonizing words of the
text. It first highlights the word “krank” (sick) in m.&hd then in the return of the

opening material emphasizes the even more painful “Tagdedsn” (fatal wounds) at m.

% Translated and quoted in DaverRpbert Schuman206.
% See Robert Schumarierke,Clara Schumann, ed. (Farnborough, England: Gregg Press, 1087)
190 «The sky’s brightness surrounds me.”
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19 (Ex. 3). The altered chords of “Wer machte” standagainst the tonal stability
surrounding them, sounding more striking than those o$&a@ges Erwachen,” where

Schumann spends more time thwarting the tonic keyebktablishing it.

Example 3. “Wer machte dich so krank?” 17-22
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He similarly writes unusual chord progressions in therlsongs, but uses them
for a specific, poetic purpose. The key signature of tied ‘-rage,” no. 10 of the Op.
35 Lieder, is Eb major, but the song is better describaxkeling around Ab major (see
Ex. 4). Schumann opens on an Eb major triad, but metmns to this harmony after m.
2. The constantly rising bass line and the use of appogagabdn the downbeat of each
measure, through m. 9, create a feeling of instability apdatancy, as though the music
rises toward an unforeseen goal. Schumann ends thesshg with a sequence of
chords that contain no trace of functional harmonke final chord, a G major triad, is
completely unexpected, because Schumann gives no iodicdithis eventual goal until
an f# appears in the penultimate measure. The progressigigyed in “Frage” are
unstable and lack any short-term goals, except to inceetesding of anticipation. This
song provocatively captures the meaning of the text, whiebksentially one rambling
guestion. The chord progression mimics the sound ofdloe as it rises to convey that

guestion. Schumann’s many years of experience as a centpaght him to use

54



harmony with greater precision and to rely on additiomasical techniques for poetic

expression. Yet, in general, many of the Op. 35 Kerrettdr are harmonically simple

and use dominant-tonic progressions frequently, as Exégilews.

Example 4. “Frage”

m. 1-7
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Example 5. “Wanderung” m. 1-5
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This comparison of Schumann’s 1828 and 1840 Kerner songs st®ows hi

compositional maturation in the genre of the Lied. ph#osophy he expressed in the
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years closer to the later group of songs inNbae Zeitschrifcorrespond to his ideas
about song composition in 1828, but his compositions nowagisglgreater confidence
and musical refinement. Schumann had learned that itogésh to expect a song
setting to capture perfectly his emotional response tpdben, but that music could still
powerfully express the general emotionStimmungof the text.

The differences between the two groups of songs alscmdnsight into what
Schumann’s new method of song composition entailed. xplaias in a letter to Clara
that he had begun to compose songs “much more dirextlyn@lodiously” in 1840,
improvising melodies away from the pialfd. In many of the earlier songs it seems that
Schumann composed the piano part concurrently, or everebthe vocal melody. The
voice often seems merely to state the textpadandostyle, while the piano dominates
the texture (see the description of “An Anna” on pp. 4843.will be discussed in more
detail in the next chapter, most of the later Keredtirsgs seem to have proceeded from
the vocal melody. After composing a satisfactoryadglfor the text, Schumann then

used the piano to complement or respond to the emotioiaaices of the vocal paft

The “Year of Song:” Old and New Theories

After composing thirteen songs to texts by Kerner andrgibets, Schumann
turned exclusively to composition for the piano in #880s, but then surprisingly wrote

over 100 songs in 1840. Several scholars have attribut@aizaéng trajectory of

101 Ferris,Schumann’&ichendorff Liederkreis, 175.

192 5chumann, when choosing the compositions for oneediéhie Zeitschrift'snusical supplements,
commented to one composer that, “If | were to decidenenfar the supplement, it would be the Byron
setting rather than the Goethe. In all, | like thisipalarly interesting work, but frequently it seems to me
that the melody suffers. Often one can scarcely sesttham for the overhanging shrubbery.” Cited in
Turchin, “Schumann’s Conversion to Vocal Music,” 400.
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Schumann as a song composer to a variety of cauggsmants have been made for the
impact of financial issues, the progression of his m@tatiip with Clara Wieck, and his
changing conception of the music of the futtffeln every case, despite their differing
conclusions, scholars always engage a troublesomenstat&chumann made in June of
1839, just months before he would open the floodgates of songasition: “All my life
| have considered vocal composition inferior to instrunmentssic — | have never
regarded it as great art. But don't tell anyone abddfft!Scholars often use this quote
to emphasize how startling and mysterious Schumann’s “csinyé to vocal music
really was, but Leon Plantinga cautions that this state must be read in context.
Schumann had just reviewed a set of string quartets bytimant of the letter,
Hirschbach, with great enthusiasm, and so his statemesitbe seen as an
encouragement to Hirschbach to continue his effortsur8ahn had spent the last
several years of his life editing a journal primarilgdsed on improving piano music,
courting a concert pianist, and even attempting to be@oceacert pianist in the early
1830s. As a result, solo piano music held a position @t gmeortance to him>®

The events surrounding Schumann’s composition of his eatier, specifically
the Kerner songs, lead me to add yet another posstiailitys vibrant debate. The
soprano for whom Schumann had written his early songs,sAQarus, sang several of
the Kerner songs in mid-August, 1828. He had hoped that alld % able to convey

the deep emotions he felt in reaction to the poems, bedeusonsidered her a sort of

193 See Leon Planting&chumann as Critid, 79-183; Barbara Turchin, “Schumann’s Conversion to Vocal
Music: A Reconsideration Musical Quarterly 6{1981): 392-404; Eric Sam§he Songs of Robert
Schumann3-4; Fritz Feldman, “Zur Frage des ‘Liederjahres’ bei RbBehumann,Archiv fur
Musikwissenschaft @952): 246-69.

194 Erom a letter to Hermann Hirschbach, quoted in PlantBgaymann as Critid,83.

1% |pid., 182-3.
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muse, but dejectedly reported in his journal that she hiad & interpret the most
beautiful passages in the way he had interiffedn his letter to Wiedebein, Schumann
had expressed very lofty goals for his song compositimhjtaseems that these goals
remained unmet in his early attempts, after which he tureldsively to piano
composition. These piano works, however, are dt#lroa musical reaction to a literary
work, and in those with programmatic titles Schumarught to portray not a concrete
extra-musical idea, but rather tSémmungssociated with it°’

Schumann did not abandon music as a vehicle to coneegtiire, but rather
turned his attention to the piano, for three reaséinstly, in the early Lieder Schumann
clearly had a preference for the piano as an expresdivelejeover the voice. Perhaps
his experiences with Agnes Carus convinced him thatiim® @lone could better
illustrate an extra-musical idea. Secondly, Schumannha®e turned to the piano for a
reason previously discussed, that he intended to becoomart pianist. Finally, he
had more experience with the piano than any otheumstint and turned to it to hone his

compositional skills. Perhaps his great regard for paitiyot diminish after his

1% “My songs; they were intended as an actual reproduofiamy inner self; but no human being can
present something exactly as the genius creates it; begAgnes Carus] sang the most beautiful passages
badly and didn’t understand me.” Quoted in DaveRiabert Schumani30. In an endnote for this quote
Daverio remarks that a week later Schumann reported thas 8ad been able to sing his songs more to
his liking.

197 For exampléPapillons,op.1, which Schumann loosely based on the IiekFlegeljahre by Jean Paul,
andKreisleriana,Op. 16,inspired by a book of the same name by E.T.A. HoffmanrgeiThym notes

that “...many of Schumann’s piano pieces have programnidg or titles which suggest situations, states
of the soul, or, as Schumann occasionally pu&tiitnmungen.he considers music capable of
communicating feelings and emotions which are aroused tnexsical events and objects. The fourth
piece of hisNValdszenefForest Scenes), op. 82, does not portray a tabooedwgpaittoer theStimmungpf
eeriness which one connotes with such a program.” Bgma, T'The Solo Song Settings of Eichendorff's
Poems by Schumann and Wolf’ (Ph.D. diss., Case Westeanieddniversity, 1974), 93.
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unsatisfying, early attempts, but he wanted to have theahtsols to create settings
that he found as powerful as those of Wiedebein befeating more Liedef’®

His return to song composition in 1839 might be seen natcasitradiction to his
obvious favoring of instrumental genres in the previousdkdaut rather as a return to a
genre that he had left by the wayside for a numbeeaifsy coming back to it only when
he felt the confidence to do it justice. By 1836 he heglih to review considerable
amounts of Lieder in thleue Zeitschriftand in these reviews Schumann weighs the
ability of the composer to convey the emotional nuanmeStimmungef the text above
musical concern®® This aspect of his philosophy of Lieder composition had not
changed since 1828, and furthermore, he continued to remfiaimed about
contemporary developments in German po€fthyHe also often attended musical soireés
that featured a great deal of vocal music. Thesewsaimdluences reminded him of the
possibilities for song composition, and in late 1839, asra¢wther aspects of his life
pushed him towards this genre, he began to compose songagantethis time with

overwhelming success:

198 Schumann was well aware of his compositional shortegsnias a letter written in response to
Wiedebein’s response indicates: “I forgot to write ta yo my previous letter that | am neither
knowledgeable of harmony, general bass, etc., nor camérbut rather am a completely innocent pupil
of nature...” “Ich habe wahrscheinlich in meinem vorigenifBiergessen, Ihnen zu schreiben, dald ich
weder Kenner der Harmonielehre, des Generalbassus eftcQoatrapunktist, sondern reiner einfaltiger
Z6gling der leitenden Natur bin...” August 8etter to Wiedebein froriB |, 102.

199 See reviews summarized in Plantin§ahumann as Critid,64-171.

110 sypported by the frequent appearance of contemporary poéssagebiicher Schumann’s first song
setting of the “Year of Song” was of an English tratieh from Shakespearelsvelfth Nightjndicating
that he was well aware of the craze for Shakespkatd&ad recently overtaken German romanticism.
H1uSometimes it seems to me as if | were chartingadully new paths in music!” Quoted by John
Daverio in “The Song Cycle: Journeys Through a Romamiiciscape,German Lieder in the Nineteenth
Century Rufus Hallmark, ed. (New York: Schirmer, 1996), 289.

59



Schumann’s Return to Kerner

During his ten-year hiatus from song composition, Schumantinued to read
Kerner’'s poetry. He used one of Kerner’s poems, “Disclilung,” as the motto for the
June 15, 1839 issue of tNeeue Zeitschrift His comments on Kerner in the 1828 letter to
Wiedebein reveal that he was drawn to the poet’s suppeahamagery and felt that
Kerner’'s words were “sounds of the spheres,” that isti&rrevelations of higher truth.
Schumann’s choice of “Die Mischung” atNaue Zeitschrifinotto shows that the
composer also subscribed to Kerner’s philosophy of theqppeitess™? Schumann
made statements that easily conform to Kerner’s philosophig earlyTagebicher
which often ruminated on the ontology of po€try.The majority of the Kerner texts
Schumann set in late 1840 directly mention this subjegetri?is the chief subject of
“Sanger’s Trost,” “Stille Liebe,” and “Trost im Gegah “Sehnsucht nach der
Waldgegend” is perhaps one of the most complete pdatensent of Kerner’s theory
concerning the analogy between nature and the poetic praocessStille Thranen”
explores the possibility that not only are rain andsteanilar, but even interchangeable
and each able to affect the pain of nature and man.

Schumann likely also enjoyed the unpolished spontaneityntifiates many of
Kerner’'s poems, resulting from his tendency tow&dtegenheitsdichtungPlantinga
summarizes several quotes from Schumann’s writings dere that “Schumann, like

many of his predecessors, tended to identify inspiratiom thé strong emotions

Y2 This poem, as well as a discussion of Kerner's philogopipoetry, is presented in full on pages 27-28.
Schumann’s quotation of the poem is differently worded, siggethat he either altered it, or quoted an
earlier version than the one presented in Kerner'pteteworks.

113 Rein, wie der Friilingsthau des Himmels ist die Thréane deist&s: elegische Wehmut ruht auf seiner
bethranten Wimper u. die Thréne u. die Wehmuth I6[3t sibhidiein d. Mollaccorde seiner Lieder auf...”
(Truly, like the spring dew of heaven is the tears effibet: elegiac melancholy rests on his tear-filled
lashes and the tears and the melancholy absolve thesgalingly in the minor strains of his poetry.)
Entry from 1827TB |, 79.
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accompanying artistic creation: ‘The first conceptioaligays the most natural and the
best. Reason errs, but never feelifif."This belief would slowly change, as throughout
the 1840s Schumann viewed composition increasingly asoaagtsystematic cratft.
Nonetheless, in 1840 he still firmly believed that spoeity was essential to
composition, as reviews from this year indicHfe.

Schumann considered setting more of Kerner’s textsap M40 and asked
Clara in a letter to bring him a copy of Kerner’s pogfisShe presumably brought him
the 1834 edition of Kerner’'s poetry, because this is tlegfamd in his personal library,
currently housed at théeinrich Heine Institut.May, the month oDichterliebeand the
Op. 39Liederkreis,could be considered the height of Schumann’s "Year afSoThat
Schumann thought of Kerner’s poetry in his most inspmedth implies that he still
considered this poet with great regard. However, bedabad already planned so
many settings of other poets for this month, the Kekmeder would necessarily be
delayed until at least July, and by this month, preparatior his wedding overtook
composition. Several scholars have argued that thesmt®mantic feelings aroused in
Schumann, as he fought against Friedrich Wieck for his dadglhand in marriage,
provided a major impetus for the “Year of Soriyf.”"Because he finally got around to the
Kerner-Lieder a few months after the wedding, one nmegbect these songs to lack the
romance of those composed in the midst of his battle Wieck. Perhaps Schumann

delayed setting Kerner’s poems, because the poet seldote about romantic love, and

14 plantingaSchumann as Critid,31.

115 |n a review of a piano sonata he states, “For fheukition of the composer’s imagination is such a
delicate matter, than once the track is lost, or titexvenes, it is only by a happy coincidence that in a
later rare moment it can be recovered. For this reaswmork discontinued and laid aside is seldom
completed; it would be preferable for the composer tabagiew one, and give himself over completely
to its Stimmung.” Ibid., 131.

116 Sams;The Songs of Robert Schumah®6.

Y7 This theory has recently been summarized in DavBobert Schumani91-5.
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therefore might not have appealed to Schumann in th&t widhe battle for Clara, when
he often sought poetry that expressed his feelings towards h

Indeed, it does seem that by October 1840 the energy pngp@thumann’s
“Year of Song” had dwindled. He had truly sung himself tatldeas he predicted in a
letter to Clara earlier in the year, and composed hamyf songs in this montfi® In the
first few weeks of November song composition resumatiphbly at a trickling pace. He
set single texts of one poet at a time, rather seaeral texts over just a few days, as had
been his practice in the spring. Schumann sought an digl tcomposition of Lieder,
turning his creative hopes to larger, instrumental genddigr attempting a symphony in
C minor in Octobet!® he wrote in th&hetagebuclon November 18that, “Before then
[traveling to Paris with Clara] | would still really like write a piano concerto and a
symphony. | have had enough of songs (over 100) — but it w®m®asy for me to stop
writing them.™?° Despite significant evidence that he preferred toigoethis sketches
of larger, instrumental works, in November Schumann aghjobegan a set of songs
based on texts by Kerner, many of which would eventuattpine the Op. 35 Kerner-
Liederreihe His symphony finally came together in a flurry of compiosiin late
January 1841, but only after he had composed fourteen Kethegsand nine Rickert

settings forLiebesfrihlingOp. 37.

18 pid., 193.

19 1pid., 221.

1204y/orher méchte ich so gern noch ein Clavierconcert tinel 8ymphonie schreiben. Der Lieder habe
ich nun genug (tUber 100) — kann aber nur schwer T& fl, 122.
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The Close of 1840: A Busy Season

In addition to his recent marriage and shifting compostiambitions, several
other aspects of Robert Schumann’s life in the latethsoof 1840 provide an important
context within which the Op. 35 songs must be situated.eiber and December were
particularly busy months for Schumann, as a compaskaa a family man. In the last
week of October Schumann set the popular poem by NikolazkeBe€Das Rheinlied,”
for chorus and piano. After a warm reception of thegsby friends at Livia Frege’s
house on the night of Nov. #3Robert Friese quickly published the song under the title,
“Der deutsche Rhein.” It sold very well and Schumann uodkrseveral arrangements
of the song in the next few weeks, including a schdivios, an arrangement for male
chorus, and one for choir and orchestra. Schumanredritas latter arrangement in a
local competition for settings of Becker's poem, whigbk place in the first week of
December. Although another composer, Kunze, won, Satmuimappily reported that
the event had been good publicity for the version pultiflyerriese?*

The holiday season added to the business surrounding the dagonpafsthe Op.
35 Kerner-LiederreiheJust days before the start of the Christmas holiday, th
Schumanns learned that Clara was pregnant with theticfiild, Marie**> Robert spent
the next few weeks busy with holiday concerns. Heghbo several gifts for Clara and in
the days following Christmas Day they attended severkgatherings and concefts.

Composition of the fourteen Kerner songs occurred ardusdtisy schedule, filled with

121 Based on entries made by both Clara and Robert iBhegebucin TB II, 122, 123, 127, 129, 132;

in theHaushaltbuch, TB 11IL66-8.

122 For the week of December 3 7Robert writes in thEhetagebucHit has been eight days since my wife
gave me a beautiful hope. May God protect you.” “Sdit dagen gibt mir mein Weib eine schone
Hoffnung. Gott beschiitze dichr'B II, 135.

123TBI, 134-8.
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holiday engagements, composition and promotion of “DersgbatRhein,” and the joy
of Christmas and Clara’s pregnancy.

Comments from th&hetagebucland theHaushaltbuctportray Robert as
anxious to complete the Kerner songs. Despite thengeaf the holiday festivities, both
Clara and Robert frequently indicated that he spent matibls time diligently
composing. Robert reports for the week of November 2@t was “a quiet week,
passed with composing and much love and kisses.” He spemich time composing
that Clara often felt melancholy because he shardittlsgime with her** Schumann
seems to have wanted his main project for these twohmotiite Kerner-Lieder, finished
by the end of the year, which would allow him to movemthe Ruckert Lieder and then
the symphony?® He seems to have achieved this goal: the Kerner-Lieder we
apparently completely finished and awaiting publicationhayfirst of January, because
not one mention of them is made by him or by Clar&énréest of their journal entries,
after Clara’s announcement that her husband had “nowleted a volume of twelve
songs by Kerner” on Januar$f21841%¢

Schumann seems to have approached the compositionkéther-Lieder with
less inspiration than he had experienced when composiyg sarlier in the year. He
worked diligently on the Kerner settings, but spent tese perfecting and arranging
them, and never described them with any starry-eyedhsemtin his journals.

Especially absent are any comments where Schumanateslihat his love for Clara

124«Ejne stille Woche, die unter Componiren und viel Haraed Kiissen verging...Klére hat Freude daran
gehabt, auch Schmerzen; denn sie muf? meine Lieder so oftStilissthweigen und Unsichtbarkeit
erkaufen.” TB Il, 127.

125 5chumann comments on Dec. 13 that “Many important tasks,always the case at the end of the
year, force me to hurriedness and brevity today.”ief&/ndthige Arbeiten, wie sie der Jahresschluld immer
bringt, zwingen mich zur Eile u. Kirze heutelB 11, 131.

126 “hat nun ein Heft von 12 Liedern von Koerner [sic] vollen” TB Il, 138.
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inspired the songs, a sentiment that he had expressetsainoe of the songs he had
written earlier in the year. For instance, he prootal to Clara that, “The Eichendorff
cycle is my most Romantic music ever, and containshmofigou in it, dear Clara®” A
comment made in a letter written to Zuccalmaglio ondbeber 31 reveals the view
Schumann himself took concerning some of these songsmparison tdvlyrthen,
which he had composed earlier in the year:

“Here, too, are th#lyrthenand three little songs. Perhaps you can get the

latter sung to you by a pair of pretty lips — they sound we¥. | heard

them the day before yesterday. Of courseMyethen afford a deeper
glance into the musical life of my soul.*?®

Financial Context of the Op. 35 Kerner-Liederreihe

Other scholars have shown that Schumann’s “Year nffSeas partly
motivated by the need to prove himself financially deperdabFriedrich Wieck?®
Thus financial issues should also be considered witheesp®©p. 35. Clara and Robert
had first sought permission from Wieck to marry in 1838, bigc®/continually refused
their request, citing Robert’s lack of a steady resideand income as his main
complaint. Schumann tried various avenues for finhgeim, beginning with moving
briefly to Vienna in 1838 to establish his music journalthéligh he wanted to make a

living as a composer, Schumann seriously considered aanwhbffers from friends to

127 samsSongs of Robert Schumasg,

128 Robert Schumann: The life of Robert Schumann as told in his letiers, Mary Herbert trans.
(London: Richard Bentley and Son, 1890), 268. Schumann tiekpbcitly name the “three little songs”
as settings of Kerner texts, but the date of the |etteich falls just two days after he had composed the
last Op. 35 setting, and the fact that he does not gizaree to these songs but conversely names the others
as fromMyrthen indicates that these songs had not yet been published.

129 Barbara Turchin’s article, “Robert Schumann’s Coriverso Vocal Music: A Reconsideration,”
Musical Quarterly 6{1981): 392-404, is my preferred source of information in thisgrodf the
discussion. For similar arguments by other scholardleeman Currie, “Robert Schumann, Hector
Berlioz, and their Publishers” (Ph.D. diss., Brandeisversity, 1974), 1-33(nd Rufus Hallmark,
“Robert Schumann: the poet sing&érman Lieder in the Nineteenth-CentuRufus Hallmark ed. (New
York: Schirmer: 1996), 78.
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work at other occupations. By 1839 he had composed and puldshedl| works for
piano, but none of them were well known, and theyegally received bad reviews and
few performances. Clara, feeling great pressure frorfabieer, suggested in April that
they delay their marriage for a year, so that Roberttld have sufficient time to prove
his financial dependability, which deeply hurt him and caudednporary rift in their
relationship.

Because Schumann had been reviewing songs iNéhe Zeitschrifsince 1836,
he had by 1839 developed a clear understanding of current deegitspin the genre and
its economic possibilitie§® Perhaps as early as October 1839, his “Year of Song” had
begun. Writing to a friend in May 1840, when he composecesufrhis most musically
and financially successful song cycles, Schumann saidlthave composed a great deal
but mostly songs. These compositions (for the vagspgcially are finding great interest
in Germany, which encourages me mutH.”Although he quickly discovered the
expressive possibilities of song composition, Schumanweth@awareness of the genre’s
financial viability.

The Op. 35 Liederreihe stands out among the approxinE@elgongs
Schumann composed in his “Year of Song,” because it sg@ecilly motivated by
financial concerns. Schumann’s usual process in secapoglisher for a certain work
was to sketch or complete it, and then offer it toouagipublishers. As Norman Currie

shows, Schumann strove to create personal relatianaliip his publishers, and spent a

130 “wWhile there were doubtless many factors involved pibssibility exists that the ‘“Year of Song’ could
have been partly inspired by the greater commercialropgtes for publishing and selling songs instead
of symphonies or sonatas.” Currie, “Robert Schumann, H&etdioz,” 96.

131 Tyrchin, “Schumann’s Conversion to Vocal Music,” 404.
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good amount of money and time socializing with tHémThe expected trail of evidence
from letters of savvy courting and social outings witd plublisher of choice, is lacking
for the publication of the Op. 35 Liederreihe

Evidence suggests that it was instead the publisher, @hrikstemm, who made
the initial move toward the publication of Op. 35, as welOp. 34* Klemm started in
1806 as an instrument seller, but expanded to operate alendiing library and a small
publishing house by 1821. The firm published mostly popular gendegaante music
until 1838, when Christian Klemm took over the business tanather, Carl August.
He wanted to publish some works by major composers, antheiefore unsurprising
that he spent an evening with Schumann and Hieronymous Tt first year as
owner of the businegg? He may have spoken with Schumann about a possible business
agreement at this time, but because Schumann had beenstagnmoly bizarre piano
pieces and Klemm was not associated with high artanttgs is unlikely. Rather,
Klemm probably approached Schumann in July 1840, when Scimureated a grand
piano for one month from his instrument warehold3eBy this time, Schumann had
published several collections of song through mostly Ipablishers, and because it was
also located in Leipzig, Klemm surely would have beearavef the favorable reception
of Schumann’s songs. Klemm seized the opportunity to puthieswork of a composer
in the vanguard, and at the same time make a safe mismE@sire by choosing a genre

well-established as successful with the middle-classwoar.

132 Currie, “Robert Schumann, Hector Berlioz,” 95.

133 pleRke also describes the arrangement between the semamal Klemm with language that suggests
the latter party as the initiator: “Er besaf3 kein bdsoes Profil, wenn sich unter den Veroffentlichung
auch Lieder von Schumann und Mé&nnerchdre von Lortzing befdndde did not possess a high profile
when he arranged for publication of songs by Schumann and feonksle chorus by Lortzing.) See
Hans-Martin Plef3kd,eipzigs Musikverlage einst und jefizeipzig: Rat der Stadt, 1965), 13.

134 Specifically on May 14, 1838, noted Tl 11, 41.

15TB 11, 155.
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Brief comments in th&hetagebuclon December 13reveal that Schumann
viewed Op. 35 as a primarily financial undertaking:

“l have also been efficiently working — the J. Kerngrclé is almost

finished, and in any case many of them were sent to beegrimthe last

few days. Do not call me petty if | enter in this joalrwhat | have

earned for myself as a composer this yé3t.”
He does not describe the artistic merits of the cyeléct, while Clara occasionally
comments on the beauty of certain songs irEtinetagebuchSchumann never reflects on
the aesthetic value of the Kerner songs anywhere ijotineal. This is the only
comment from Robert that makes more than a passingnetto his compositional
progress, and rather than extolling the songs’ exprepsiwer or musical genius, he
describes the financial success he has achieved as amsupgser. Schumann included
“Stille Thranen” in the thirteenth musical supplemientheNeue Zeitschrifin May of
1841, just after publication of Op. 35 by Klemm. This move alsws the financial
motive underscoring the songs, because Schumann viewedisieal supplements not
only as an attempt to bring attention to new art, bprewide publicity for new works®’

Because Klemm, rather than Schumann, was the init®icomposer found
himself in an unusual position. The publisher had essgnjaliranteed publication, but
of course probably expected Schumann to produce marketagie salthough by

October, when the business of his marriage slowedjrSzhn felt like moving on to

composition of larger works, the prospect discussed wignikit was too good a

136 «“Auch bin ich fleisig — der J. Kerner'sche Cyklus it huf weniges fertig, und tiberhaupt manches zum
Druck gewandert in den letzten Tagen. Nenne mich nicht ldeinkienn ich in das Tagebuch eintrage,
was ich mir in diesem Jahr als Componist verdientB’Il, 131.

137|n a letter to Breitkopf und Hartel of 1837 Schumann adk@uld you permit me to announce your
publication of the Phantasy pieces in ‘the musical suppieofany journal’? In my opinion the earlier
distribution will be useful and at least will get thitetbefore the public.” Quoted and translated in Currie
69-70.
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financial opportunity to turn away. He expresses his conel¢hat the songs will be
quickly published, implying that he has already secured aghalliin theEhetagbuch
entry discussed on pages 66-6his comment was made on Decembéf, 1fore
Schumann had drafted all of the songs that the publishemrevould contain. Several
of the songs, he writes, have already been senetertpraver for printing, a process too
expensive for a composer to undertake himself. Schumant wouhave sent the songs
for printing until a publisher had agreed to absorb the expens

These many circumstances — Schumann’s desire and attempke a transition
into the composition of new musical genres, his prepaton with the song, “Der
deutsche Rhein,” the business of the Christmas holatal/the fact that Klemm had
guaranteed publication of some of his works — explain theposear’s diligence and
sense of urgency while composing the Op. 35 Liederréihese events and issues also
clarify the chronology of the genesis of the fourt&enner songs composed in

November and December of 1840, which is the subject dbtlogving chapter.
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The Compositional Genesis of the Op. 35 Kerner-Liederrei

The Poetic Texts

The 1834 volume of Kerner’s poetiyje Dichtungenwhich Schumann owned
and presumably obtained from Clara in May 1840, contairiswalleen poems that he set
later in the yeal®® While sixteen poems by Kerner do appear in Clara andrRobe
Abschriften von Gedichten zur Compositiortee,composer used just three of them as
texts for the Kerner songs of 1848tirb, Lieb’ und Freud,” “Wanderung,” and “Sangers
Trost. This suggests that he chose the majorityeoptiems directly frorDie
Dichtungen*® Kerner's poems are arranged in no discernible orddrisredition and do
not compose a narrative or cohesive whole of any ddre edition contains poems from
Kerner's earliest days as poet, as well as onesawnritbse to the date of publication.

In contrast to his first attempts at setting Kerner’'styyoa 1828, when he chose
texts based on emotional appeal, Schumann’s choic€ypfa35 reveal that his ability to
choose texts with musical potential had greatly matuhdédst of the poems set in Op. 35
are relatively brief for Kerner, consisting of fouarstas or less; “Wanderlied” and “An
das Trinkglas eines verstorbenen Freundes” are the orepions:*® These poems all
fall into a very regular, bouncing meter that is condeittevsong. The majority are
constructed in iambic meter, and Kerner alternatesdssiviwo different numbers of
syllables per line. Schumann seemed quite satisfiectlnatfourteen poems, leaving

them mostly as Kerner had written them. He omittsthaza of “Wer machte dich so

138 Hallmark, The Genesis of SchumanDghterliebe, 20.

139 Helma Kaldewey, “DigsedichtabschriftefiRobert und Clara Schumann§&humann und die Dichter,
Bernhard Appel and Inge Hermstruwer, g@isseldorf: Droste, 1991), 89-90.

140 Schumann altered the first word of the latter poeitig; from “An das Trinkglas eines verstorbenen
Freundes” to “Auf das Trinkglas eines verstorbenenrities.”
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krank?” and of “Stille Liebe,” shortening each poem frimur to three stanzas. In both
cases he cut one of the middle verses. Beside thaissions, Schumann altered the Op.
35 poems very little, only making smaller changes suetoad substitutions.

Schumann amassed a variety of subjects in the Op. 35 imoctuding nature,
romantic love, supernatural experiences, and death. tBespimelancholy tone of
Kerner's work and his often strange choice of subjet¢teneSchumann did not entirely
avoid poems that might be considered less accessihle tmdiences. “Alte Laute” and
“Wer machte dich so krank?” deal with depression and, tdgyeiith death. In 1840 the
supernatural element of Kerner’s poetry, which Schumadrehthusiastically praised to
Gottlob Wiedebein a decade earlier, still interested manifesting itself in songs such
as “Stirb, Lieb und Freud” and “Auf das Trinkglas einesstorbenen Freundes.” The
latter poem, as well as “Stille Thranen,” is basednupecentric philosophies that Kerner
developed concerning man’s interaction with nature andphgual world. “Stille
Thrénen” is also unusual because it presents interpmtigems** Schumann does
avoid a few types of poem that are abundamtienDichtungenpamely those overtly
dealing with death and those written to a specific peascan ode or eulogy. Itis
understandable that he would avoid poems that mentiorfisgadividuals, because the
song could potentially lose its sense of universal appeatralvSchumann presented a

well-rounded selection of Kerner’s poetry in the twdlnts of the Op. 35 Liederreihe,

141 |n this brief poem of two stanzas, Kerner impliesehriearacters, and it is unclear whether he means
two personalities of one person, or if there areyéhtiee distinct people. The poem also refers to several
different points in time, which do not seem to occur in chagiohl order. Overall, these problems are
complicated by ambiguous language and imprecise descriptiaasiari. For instance, one cannot be sure
how to interpret the first line of the poem, “Du bisin Schlaf erstanden.” Has Kerner purposefully used
religious language here, or does he simply mean thahtracter has awakened from sleep? While
symbolism is normally transparent in Kerner’s poetng oannot even decide if he has employed
symbolism or not in “Stille Thrénen.”
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revealing many facets of his creative voice while stilhposing songs that consumers

might find enjoyable to sing.

Manuscript and Sketch Sources for Op. 35

Few autographs of Op. 3hirvive. Fortunately, the third of the three
Liederbtichethoused in the Musikabteilung of the Berliner Staatsbildkfbrovides a
nearly complete set of autograph drafts, containingaftéen Kerner songs that
Schumann composed in 1840 on pages 37%Schumann began to draft in meticulous
detail nearly every solo and part song composed in 1840 bothies, intending to give
them to Clara at their wedding later in the year.eWhe began the first book, Schumann
seemed to feel that he would be finished composing sonde [Befptember wedding,
but he instead continued to compose inLtieelerblicherfor several months afterward.
Thus, he did not present the books to Clara as a wedifingilge songs were numbered
chronologically, and the fourteen Kerner songs are tesuas songs 120-13% As
these numbers suggest, Schumann had nearly finished lais ¥8ong” by this point,
which consisted of 138 compositions, total.

Some researchers believe that preliminary sketchesistiog primarily of a
vocal melody, were an integral part of Schumann’s owtf composing song. For a
few cycles, this can be shown definitively, because sketthes still exist. In his study

of Dichterliebe,Rufus Hallmark explores the work’s extant vocal skeiche

142 Staatsbibliothek zu Berlin — PreuRischer Kulturbesitit Mendelssohn-Archiv; Signature:
Mus.ms.autogr.R.Schumann IBage 45, the second page of “Trost im Gesang,” is missiwguld like

to thank the Staatsbibliothek for providing me with higrality photocopies of the drafts. All discussions
of these autographs are based on these photocopiestam@gmination of the actual source, which was
unfortunately beyond the scope of this study.

143 viktor Ernst Wolff, who undertook a detailed study of thederbiicherstates that these numbers are in
Schumann’s hand. Viktor Ernst WolRRobert Schumanns Lieder in ersten und spéteren Fassungen
(Berlin: H.S. Hermann, 1913), 12.
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(Melodieskizzen which were “complete or nearly complete versiohthe vocal
lines.”** Concerning Schumann’s general approach to composing Liealémark
writes that, “Schumann tended first to record his melatias and next to transfer them
to other music paper, adding the piano part and sometimesding the melodies*

The vocal sketches f@ichterliebereflect the new compositional process Schumann
discovered when he began composing song in 1840. Invieitten in February of
that year Schumann writes that many of his songs begarvacal melody, which he
often conceived spontaneously, without the aid of theqdi® The vocal sketches of
Dichterliebeattest to this process, because many of them consysbbitle vocal
melody. A similar set of vocal sketches existsRmuenliebe und Leben.

Preliminary sketches for the majority of the songsu8wdnn composed in 1840
have not yet surfaced. Perhaps this is because Schupamemtly wrote such sketches
on loose sheets of paper, and did not attempt to peeiemn conscientiously, as he did
the more complete drafts in theederbiicher*” For Op. 35, such sketches do indeed
exist of “Stille Liebe” and “Frage’*® Despite this lack of concrete evidence, there is
reason to believe that Schumann sketched earlier sthgegeval other Kerner songs
before creating theiederbuchdrafts. These autographs seem to represent a fairly
advanced stage of composition, meaning that prior to cgeldigm, he had already made
many substantial compositional decisions. Schumann albhdthis alterations to

Kerner's texts before he drafted the songs; he alrkaely exactly where he would

144 Rufus Hallmark, “The Sketches fbichterliebe” 19"- Century Musi¢Nov. 1977): 112.

145 Hallmark, “The Sketches f@ichterliebe’ 112.

146 “Mostly | compose them standing or walking, notree piano. It is an entirely different kind of music,
which does not come first through the fingers, but mucterdimectly and melodiously.” Quoted from a
letter of February 24, 1840, to Clara Wieck, translatdeemis,Schumann’s Eichendorff Liederkrels/s.
147 Hallmark, “The Sketches f@ichterliebg” 111.

148 |n the Berliner Staatsbibliothek, Stempnik Collegtio
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employ text repetition, alter certain words, or osténzas. While there is no vocal

melody perfectly copied from a previous sketch, thatgland lack of revision of the
melody in the draft for some songs suggests that Schulikahynhave conceived the
entire vocal part in a separate, earlier sketch.

ThelLiederbuchdrafts of “Stille Liebe” and “Frage,” songs for whichocad
sketches do exist, accordingly represent a late staggngjositiom-*° The vocal melody
of “Stille Liebe,” as well as the piano part, is yeteanly written in ink (see Ex. 6). The
most significant change was made at m. 10, where Schuonmimally set the word,
“Lied,” with two eighth notes, but crossed these ot mserted a quarter note instead.
Furthermore, Schumann made this alteration in pencitatdg that this small revision
occurred after the initial drafting of the melody ie thederbuch. Otherwise, the first
draft of the melody was essentially spotlE8s“Frage” similarly contains just a few
alterations, here in ink, to both the piano and vocakparthe final measures of the song.
Although, according to Hallmark, the early sketches usialiained only the vocal
melody, it seems that Schumann must also have skktohat least improvised, its piano

part.

149 Turchin lists vocal sketches for “Stille Liebe” arfer4ge” in “Robert Schumann’s Song Cycles in the
Context of the Early Nineteenth-Centurigderkreis; 415. They are a part of the Stempnik Collection in
Berlin. Interestingly, | believed that these twog®mwut of all the Kerner Lieder were most likely preceded
by a vocal sketch, before | came across affirmatioruitiin’s appendix.

%0 One other emendation, in m. 18, is merely that Schumann rtioedidst note of the phrase further into
the measure, because he wanted it to line up bettettve end of the piano interlude.
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Example 6. “Stille Liebe,Ib autograph, mm. 25-4%

Several other songs, for which vocal sketches haveeawot thscovered, are
written just as cleanly in tHeiederbuchas “Stille Liebe,” and “Frage.” The vocal line of
“Lust der Sturmnacht” is written in ink without anytiai revision, as is that of “Stille
Liebe.” Schumann made only one change, also in pdntinore significant than the
alteration in the other song (see Ex. 7). The openirtivenoriginally outlined an E
major triad, but the composer scratched some of théses aat and beside them wrote in
a stepwise ascent to b’ in m. 2, at “Tale.” The moteeccurs twice in the song, and

each time the same revision appears, indicating thadriginal triad-motive had been

'51 The measure numbers given for the autograph examplest decessarily coincide with the measure
numbers of the published songs.

75



firmly established in the preliminary sketch. His useericil indicates that this revision
was probably not made immediately after he had writterirst version in ink, but
happened later. Furthermore, this alteration was not suilagtanough to cause him to
change the phrasing of the text, because he did notoeealve the text to accommodate
it. He might already have composed the melody incabsketch, deciding on a
definitive phrasing of the entire text, and merely coptieato theLiederbuch. Then, for

a reason currently unknown, he returned to the draftiater date and refashioned this

motive.

Example 7. “Lust der Sturmnacht,b autograph, mm. 1-3

Similarly to that of “Stille Liebe,” the melody oiter machte dich so krank?” is
perfectly copied in ink, with just a few revisions in maas22, near the end of the song.
“Alte Laute,” essentially repeats this musical mateaad was apparently written
directly after “Wer machte.” Surprisingly, more regiss occur in “Alte Laute,” further
suggesting that Schumann must have made a thorough skeioh Wwefing the first
song. He then proceeded with less care as he rewsotedlody for the latter. Slight

differences in stress in the text of “Alte Laute’tassarily caused Schumann to alter the
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rhythm of the melody at certain points, and the draftshthat in a few spots Schumann
made these changes directly into thederbuch. Other melodies that the composer
likely sketched in their entirety prior to the stage ahposition represented by the
Liederbuchdraft are those of “Séangers Trost,” “Stille Thranémrost im Gesang,” and
“Stirb, Lieb’ und Freud.” The texture and general contémh® piano parts of all of
these songs also seem to have been conceived in a paglinketch, with no later
changes that undermined the original phrasing of the'text.

Other drafts of Op. 35 songs manifest a much differergéggnwhere Schumann
probably sketched the melody only to a certain pointantét. Perhaps while sketching
these songs he was somehow interrupted or grew impagéore he finished the entire
melody. When he picked up composition of the song onae,rhe might have chosen to
work only on theLiederbuchdraft, rather than to take the time to finish the Vskatch
first. ™°® The draft of “Auf das Trinkglas eines verstorbenen fdes” suggests such a
trajectory. The first twenty measures, setting tte fwo stanzas, bear no revision of the
vocal melody, and contain just a few alterations madke piano part, in pencil (see Ex.
8a). But scribbles gradually trickle into both parts frdws point on in the manuscript.
The immediate revisions in mm. 21-34, although appearing fjageently, are not so
dramatic that Schumann had to adjust the text, meaningdhatof these revisions affect
the phrasing (see Ex. 8b). Because even in these haséasures it seems that

Schumann had already decided how to phrase the texpassible that he sketched the

152 My conclusion agrees with Hallmark’s. He claimsttBehumann did not sketch the melody of certain
songs before drafting them, because “basic decisiang #ie phrasing of the song” were recast in the
Liederbuchdraft. See his “The Sketches ichterliebg” 122.

153 Schumann did leave some of the vocal sketcheBitdterliebeunfinished before moving on to a more
complex draft, such as that of “Dein Angesicht.” Ibid.,.118
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melody before turning to thaederbuchdraft, although in the end, he mostly disregarded

such preliminary sketches.

Example 8. “Auf das Trinkglas|”’b autograph

a. mm. 7-18
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The draft of the final stanza of “Auf das Trinkglas, Wever, does not seem to

have had the benefit of an earlier sketch (see Ex. 8chumann evidently created the
piano part for this section, beginning at m. 38, befoeevbcal line. The eerie chords of
the piano part enter before the voice, suggesting thmatngznn felt more inspired to
capture thestimmungpf the final stanza in the piano part, while he struggpeset

several of the words in the vocal part. He changedhirid about the phrasing of the text
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in two places (see circled areas of Ex. 8c). At mm44A4Bhe composer lacked any idea
for how to set “Stunde,” so he left two measures dewbielody and skipped to the
next line, “Leer steht das Glas.” Eventually he retdrto the stubborn phrase, but found
his first attempt so displeasing that he scratched od¥rantirely, necessitating the
addition of another measure at the end of the secatesy Another hesitation occurs in
mm. 53-54, where Schumann made two attempts to set “nale@mirkristalinen.” He
originally intended to repeat the rhythm of m. 51 in m. %8,derhaps did not like the

resulting stress of “dem” on the downbeat of m. 54.

8c. mm. 36b-58

Similarly, Schumann might have sketched the melodyhefitst stanza of

“Wanderung,” but later in the song some basic phrasinigeotetxt had not been
established before work in théederbuch. Schumann desperately wanted to reiterate

immediately “doch bin ich nicht allein” before returning e opening melody, but at
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first only wrote the text in ink, over a pickup and two meas (see Ex. 9). Two
attempts were made at a later date, in pencil, to prodadatdnded repeat, but
eventually Schumann crossed the text out entirelyjraatlll another phase of
composition, he simply brought the piano part to a caglefitis phrasing revision
suggests that Schumann might have foregone sketching péissttseanza. Certainly he
seems not to have sketched the accompaniment, becausel&deavy revisions in

pencil to what he had initially drafted in ink for the mgpart in mm. 11-20.

Example 9. “Wanderung[’b autograph, mm. 26-31

“Erstes Grin” was also partially sketched. Schumann appeaes/e considered
a form other than strophic, because he seems to havel@d new music for the second
stanza, but crossed this idea out after only a fewsunea and then decided to set the
song strophically (see Ex. 10). To accomplish this effity, he squeezed the text of the
following stanzas underneath the melody for the fitst;third stanza is written between
the piano staves. His indecision concerning basic fortimeibiederbuchdraft of “Erstes
Griun” suggests that if he did compose a vocal sketctgstnet as thorough as those
made for songs such as “Stille Liebe” and “Wer machdke sb krank?” Such a sketch
probably did exist, despite the problems Schumann encountérefbrm, because

overall the melody seems to have been cleanly coped &nother source, in which he
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had already decided issues of phrasing. “Sehnsucht nach tigedand” might have
underwent a similar process, but it is more likely ®eltumann agonized and second-
guessed a great deal while composing this setting, becauseeid to present this

song to Clara for Christmas (see Ex. 12).

Example 10. “Erstes Grunl’b autograph, entire song

Occasionally Schumann used drafts &iehvorlag(engraver’s copy). This was
indicated by a title page at the beginning of the colleatissongs and the presence of
directions for the engravet> The drafts for Op. 35 do not constitute a fair copy,
however, for several reasons. Firstly, Schumann doesrown the set with a title page;

in fact, the first of the Kerner-Lieder drafts, “Luktr Sturmnacht,” begins on the same

15443 [sic] neue Lieder (so eben erschiene) Compositiaoem Robert erfreueten mich sehr, ganz
besonders aber ein mir componirtes Lied “Waldgegend” waeriier, [sic]ldas gewiss zu den schdnsten
gehért.” From Clara’€hetagebuckentry for the week of Dec. #8Jan.%’, TB 11, 135.

135 Dichterliebemeets both requirements, although Hallmark argues taair#its in the.iederbuchdiffer
from the published version so greatly that ano8terhvorlagmust have existed at one time. Rufus
Hallmark,Schumann’®ichterliebe: A Source StudfAnn Arbor: UMI Research Press, 1979), 14, 36.

81



page as the end of the previous song. Secondly, althobgim3an left a few
indications in the manuscript that could be construedrastmns for engraving, it is
more likely that these notes were for his own usd.oflhese indications are reminders
that Schumann probably wrote for himself about compaesitidecisions that were not
apparent in the music alone, such as strophic repeats.

Finally, some of the drafts differ from the published sdangsuch an extent that
Schumann must have given the engraver another copg sbngs, which he wrote after
theLiederbuchdrafts. “Lust der Sturmnacht” is drafted in E minortéasl of the
published E-flat major, and the original melody in mm. 313%trb, Lieb’ und Freud”
was drastically altered in the published song (see Ex.9dhumann left the piano part
unfinished in the.iederbuchdraft of “Sehnsucht nach der Waldgegend.” Several
attempts at a short transition back to the opening meindgm. 38-39, are scratched out
and no alternate solution is provided (see Ex. 12). Tieetimeasure postlude does not
appear in the draft; Schumann simply stops the pianoyberte the vocal melody ends,
in the middle of m. 26. The disorganization and messioetss draft and others of Op.
35 in theLiederbuchalso supports the conclusion that another, later cohemsong

collection served as the engraver’s copy.
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Example 11. “Stirb, Lieb’ und Freud,” mm. 31-35

a. Original melody in.b autograph
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Example 12. “Sehnsucht nach der Waldgegehb dutograph, mm. 15-23

Further evidence that Schumann made 8tiohvorlagefor Op. 35 is a comment

he made in thEhetagebuclon December 13 He writes that he had already sent some
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of the songs to the engravef. The composer had not yet drafted three of the songs
(“Erstes Grun,” “Sehnsucht nach der Waldgegend,” and “Waied&y] meaning that this
first copy must have been incomplete. At a latee datobably shortly after he had
drafted “Wanderlied,” Schumann made another copy forngeager that at least
contained these three additional songs. This coptrhigve contained the complete set,
because these three songs occur in the middle of thefaer and not at the end, and
Schumann may have wanted a copy that clearly showeshtjraver the final order.

The existing autograph material for the Op. 35 Kerner-Lisdggests that
Schumann did make preliminary sketches for all fourteagsan which he primarily
created the vocal melody and made decisions about phraisihe text. Some of these
sketches were probably very detailed, containing the engtedy as well as some ideas
for the piano part, because the drafts for these daogany revision significant enough
to alter basic phrasing. Th&derbuchdrafts of other songs demonstrate that although
Schumann still began their composition with vocal dkest¢ he left this stage unfinished,
and as a result made some basic compositional decesdms drafted the songs. Beside
these sketches, twelve of which are lost, and theimxistederbuchdrafts, two fair

copies must have existed at one time for Op. 35.

A Tentative Reconstruction of the Genesis of Op. 35

Now that the stages of composition of the Kernegsdrave been established,
this chapter proceeds to the specific timeline for thegisrof all fourteen songs.

Schumann requested that Clara bring him a copy of Kerpeems in May 1840, but

156 «“Auch bin ich fleiRig — der J. Kerner'sche Cyklus is$ buf weniges fertig, und {iberhaupt manches zum
Druck gewandert in den letzen TagefB I, 132.
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beyond possibly reading through the volume she provjieking out some potential
material, and making some vocal sketches, Schumann thgank on the Op. 35 settings
that summer. In July, when Schumann arranged forettit@l of a piano from his firm,
Christian Klemm seized the opportunity to approach Schuraboat providing his small
publishing house with some songs for publication. Schumanedgaed immediately
offered Klemm the/ier Duetteon texts by various poets, which he had just finished on
July 29357 Although Schumann did compose more songs in the médtiyo Klemm

did not publish any of these. The reason for this is unkné&lemm might have wanted
a substantial number of songs in one opus number, andefoernainder of the summer
Schumann only composed small collections, of six son@gss. The composer may also
have had personal reasons for choosing the Kerner+liiedend to Klemm over other
songs. Schumann may have been in no rush to composeukibecause he recognized
that it was unwise to release several of his works reamiarket at once® The Op. 25
Rickert Lieder had just appeared in September ¥84Md perhaps Schumann planned
to publish Op. 35 several months later, which would give himtplef time for their
composition.

Whatever the case, the planning and celebration of tHding prevented him
from doing much composing until October. He began thetmwith various other
compositions, all for voice, and by the middle of thenthdhad perhaps taken his first
steps away from the genre of song toward the symphorattéypting to sketch a
symphonic movement in C minor. Instead of continuogiork towards a larger

instrumental composition, Schumann turned back to song citgpoin late November,

157 Daverio,Robert Schumani94.
158 Daverio,Robert Schuman203.
139 Turchin, “Schumann’s Song Cycles in the Context oftady Nineteenth-Centutyiederkreis” 412.
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setting fourteen Kerner poems by the end of the yeath 8chumanns describe the

composer as hard at work on composition for severaksyéeginning in the the third

week of November, giving the impression that for th& fiew months of their marriage,

he had only sporadically composed, dabbling in various gentiesio strong sense of

direction. Schumann began the Kerner songs on Noveziiie, with a drive to

compose that he had not experienced since July. Hedisi of these songs from

November 28- 25" probably choosing the poems that inspired him mosguseche did

not compose them in the order of their appearanBearbichtungenwhich he had

received from Clara earlier in the year, nor infihal order. Table 1 shows the title and

date of composition for all of the 1840 Kerner Lieder.

Table 1. Dates of Composition for Op. 35 Kerner-Lieder

Song Date in Liederbuch Date in Haushaltbuch
Lust der Sturmnacht 11-20-1840* 11-20-1840
Trost im Gesang 11-20-1840 11-21-1840
Stirb, Lieb’ und Freud 11-22-1840 11-22-1840
Wanderung 11-23-1840 11-23-1840
Stille Liebe 11-24-1840 11-24-1840
Auf das Trinkglas... 11-25-1840 -

Frage Nov. 1840 Nov. 1840
Stille Thranen 12-07-1840* 12-07-1840
Wer machte dich so krank? 12-11-1840 12-11-1840
Alte Laute - -

Erstes Grin 12-17-1840* -
Sanger’s Trost 12-18-1840 -
Sehnsucht n.d. Waldgegend - 12-23-1840
Wanderlied 12-29-1840* -

* These dates were not present on the facsimiles prblaigléhe Berliner Staatsbibliothek, but were
supplied by Otto-Joachim Kdéhler, who viewed thederbuchin person,. See Koéhler, “Schumanns
Kerner-Lieder op. 35 : die Datierungen und ihre Aussage zobidp ‘Liederreihe’ oder ‘Zyklus,”
Schumann und seine Dicht®attias Wendt ed. (New York: Schott, 1993), 88-89 .
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Schumann felt that the six Kerner songs constitutaebatantial enough unit to
stop drafting in thé.iederbuchand happily stated that “a small cycle of poems by
Kerner is finished” on November #9n theEhetagebuch® He immediately sent a
letter to Klemm, which, because it is dated Novemb&t Bfbobably concerned the
Kerner songs Schumann had just finish&dSchumann hoped that the six songs would
be enough for Klemm to warrant publication, but the publigigenot agree. “Das
Rheinlied” was Schumann’s most popular composition up topthiat®> Klemm may
have wanted to capitalize on this success, feeling confedenigh in the marketability of
Schumann’s songs to ask for enough Kerner songs to dilvolumes-®* Both parties
might have agreed on twelve songs after exchangireydetparked by the one Schumann
sent on November 39%

On November 28 Schumann became busy with “Das Rheinlied,” as wasrted
in the previous chapter, composing several arrangements gust two weeks. This
effort culminated with Schumann’s participation in a contjpetiat the Leipzig
Schiitzenhaus on Decembé&t™8° By this date Schumann had received a response to his
letter to Klemm, and although the contents of thetserkeare unknown, he had doubtless
agreed to compose more Kerner songs, because he immebegah to work on more

Liederbuchdrafts the day after the competition. The pace foetpgbt songs he

10TR 1, 127.

161 Wolfgang BoetticherRobert Schumann: Leben und Wanilhelmshaven: Florian Noetzel Verlag,
2004), 591. Boetticher lists dates for the two lettehaiB@ann sent to Klemm inBriefverzeichnisbut
does not do so for the five letters in the unpublishetirB& orrespondence” that Schumann received
from Klemm. All of these letters are currently unpsibéd, and were thus unavailable for this study. |
only present a theory of what the letters might haveemed.

182 Currie, “Robert Schumann, Hector Berlioz,” 105.

183 See p. 113 for more about why Schumann’s songs were ofiarata into two volumes.

164 Boetticher reports that several letters from KlemrBthumann exist in thriefverzeichnisalthough
he does not provide their dates. BoetticRahert Schumanid91.

185 The various arrangements as well as a descriptioreafdhtest can be found on page 62.
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subsequently composed sharply contrasts with the shattdfuronstant activity from
which the first six songs emerged. Schumann drafted iowegocsongs consecutively, in
sporadic bursts, rather than over a connected spamef tHis enthusiasm may have
waned at this point, because he had already set thehtetdsind most inspiring, and felt
more of a sense of obligation as he set the later songs

The sporadic rate of composition also resulted fromppar@ntly different
approach to the later set of songs. For the first grobprBann seems to have sketched
all of them at one time, and then drafted them likewlde may have sketched these
songs as early as May, when he received Kerme€®Dichtungerfrom Clara, or just
before creating the drafts. In contrast, startingsgeond week of December Schumann
perhaps began to alternate between several days of skeactuirthen one or two days of
drafting his ideas in the surviving manuscript. The lateigs appear more disordered,
chronologically, than the six songs drafted in labv&mber. After roughly planning or
sketching some of the songs, for instance “Frage” and “8ehnheach der
Waldgegend,” Schumann left space in the manuscript tottiesfe songs at a later date.
He sketched and then drafted the later settings in ginmalps of three or four songs.

Examination of thé&hetagebuckentries for December™720" suggests that this
was his compositional approach. Schumann reported omibece ' that he had
worked industriously on the Kerner songs in the prewweesk, but according to the
dates in thé.iederbuchhe had hardly finished the sE&£ He must have worked
assiduously on sketches from earlier stages of compo$itidhe remaining songs, vocal
sketches that do not survive today. During the next waekl4™-20", Clara indicated

that “Robert has worked very hard this week,” but she dideport hearing any new

186 «“Auch bin ich fleisig — der J. Kerner'sche Cyklus it buf weniges fertig. TB II, 132.
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songs:®” Robert typically seems to have previewed his songshigtwife as soon as he
had drafted the vocal and piano part, but never sharedf éimgmo with her before he had
completed this stage of their composition. Therefoegprobably sketched more than he
drafted during this week.

After composing “Stille Thranen” on Decembdt, Bchumann likely took a break
from theLiederbuchand turned to vocal sketches for more prospective sdtgsnay
even have had to pick out more texts frdra Dichtungenbecause he had initially only
planned a set of six songs. On the twelfth, afterrtasketched for three days, he
drafted “Wer machte dich so krank?” and, probably, itsipédentical twin, “Alte
Laute.” Another four-day break followed during which, ongaia, Schumann probably
returned to basic issues of melody and text declamativocal sketches. On the"1the
composer drafted “Erstes Griin” and then “Sangers Trosthe 18. The couple
describes a busy holiday season beginning on DecemBeleading Schumann little
time to compose, but he managed to complete a rough @if&lonsucht nach der
Waldgegend” on the #3 TheLiederbuchdraft of this song is quite messy, especially
the piano part. Because this was a Christmas pres@fra, he must have filled in the
missing measures in the piano part and recopied the s@mase presentable version

before the 28, but this copy does not survive today.

“Wanderlied:” An Afterthought?

Schumann completed the last of the fourteen Kerner Li€dé&anderlied,” on
December 28, This poem is regularly cited as one of Kerner's asd, Schumann’s

setting has appeared in collections of his songs mone tiga any other from the Op. 35

167 “Robert arbeitet diese Woche sehr fleiRig.TB II, 134.
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Liederreihe*®® Because of this warm reception, one might expear8ahn to have
been at his most inspired when he composed this song, radiopially, he might have
felt completely the opposite. The “most inspired'tld fourteen songs would probably
be the first six that Schumann composed in Novembegreas he wrote the other eight
under a greater sense of obligation in December, assdsdwabove. “Wanderlied’s”
position as the last song perhaps indicates that haipugetting off, feeling the least
inspired by this poertf?

The numbering, done in the composer’s hand, also sugges&cthanann might
have composed “Wanderlied” as an afterthought. Schumaparently numbered these
songs in the book after composing them, because thbararare written in pencil, while
it is clear that all of the drafts were written ialty in ink.!’® Several of the numbers
have been revised, probably due to simple carelessnesam&nn numbered the songs
once, but after doing so realized that he had mistalgtaiyed with the number already
assigned to the previous song in the book, whereaftatjhstad all of the numbers by
one. This numbering occurred before “Wanderlied” waspms®ad, because this is the
only number that does not appear to have been correEtedcomposer might have
numbered the drafts only after he felt that the prdjadtbeen finished, and if so, he
arrived at this conclusion before composing “Wanderliedgahse its number does not

bear the revision made to the others.

188 Richard Miller,Singing Schuman@iNew York: Oxford University Press, 1999), 46. Examples of
publications in which “Wanderlied” appears separately fioerest of Op. 35 include Max Friedlander
ed.,Samtliche Lieder fur eine Singstimme mit Klavierbegleitung, daotHandschriften und Erstdrucken,
Tiefe Stimme(New York: C.F. Peters: 1900); Robert Schumdtighteen Songs: In Three Volun{dlew
York: Schirmer, 1902)Bass-Album: 24 Arien und Lieder fur eine tiefe Mannerstin@ianankfurt:
Wilhelmiana Verlag, 1956);ieder: Eine Auswabhl fur tiefere Stimmlage und Klavi§tainz: Schott,
1967).

189 Eric Sams describes “Wanderlied” as markedly uninspirddiarived from several earlier songs. See
Sams, “The Songs of Robert Schumann,” 170.

170 Schumann revised some of the drafts in pencil, whichbsitiscussed in greater detail later.
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The composer received payment for Op. 34 from Klemm oreiber 24,
1840 This may have been a convenient opportunity for SchumadriKlemm to
discuss final details regarding Op. 35. If Schumann andubksher had not already
agreed on a set number of songs for the opus, this wasmbeaccomplished in this
discussion. By December 24Schumann had composed all the Kerner songs except for
one, “Wanderlied,” the draft of which is distinct frahe other thirteen because it is the
only one Schumann correctly numbered. He did not write theenumber assigned to
“Wanderlied” like he evidently did for all the other Ker songs. This detail suggests
that Schumann may have composed this setting as athaftght.

The publisher may have been aware of the popularity ofekisand suggested to
Schumann that he include it in the Op. 35 collection.s Wauld explain Schumann’s
setting in a popular style. It would surely have evokelinige of patriotism in his
middle-class audience, especially because of “a wapatabtic fervor sweeping over
the German-speaking lands in the wake of a French ttireaize the Rhein in July
1840.™"% Schumann uses several compositional techniques thatmsymen would
associate with a Germanic feeling of freedom, suchles$y profiled melodic lines,
dotted rhythmic patterns” and “rapidly ascending triadjarfes evocative of brass
fanfares.*”® Other elements of “Wanderlied,” although not spedifjgaatriotic, would
have still made it easily enjoyed and performed by amatéuiThe song clearly has

three section: a strophic A section and a softer Bosewhere Schumann modulates to

LTI, 671.

172 Daverio,Robert Schuman200.

73 Daverio discusses these conventions in an essaymatipat in Schumann’s late choral works. John
Daverio, ‘Einheit — Freiheit — Vaterlandmitations of Utopia in Robert Schumann’s Late Chorakid,”
Music and German National Identit@elia Applegate and Pamela Potter ed. (Chicago: Univafity
Chicago Press, 2002).

174 percy YoungJragic Muse: The Life and Works of Robert Schunfaondon: Dobson, 1961), 120.
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the flattened submediant. The simple vocal line cotafyiéacks chromaticism and
features a motive that merely outlines the tonic trese (Ex. 13a). Tonal ambiguity,
which Schumann frequently employs in Op. 35 and other sdlegitons, does not exist
in “Wanderlied.” The piano part is truly only accompamti@ the exuberant vocal line.
For most of the song the piano merely doubles the yaiwe in the few places where the
piano surfaces as soloist, Schumann uncharactetigtiepkats vocal material.
“Wanderlied,” although more sophisticated, bears greamigls@ce to “Der deutsche
Rhein,” the choral song Schumann had written spec#idatltheVolkin late November

(see Ex. 13a and BbY

Example 13. Similarity of “Wanderlied,” op. 35 #3 and fReutsche Rhein”

a. “Wanderlied,” mm. 1-8

4 » Sehr lebhafi 7 ——— s

e e

175 “Das schone Rheinlied v. Bekker [sic], das ganz DewtschVon sich reden macht, habe ich auch
componirt, es erschien vor einigen Tagen. Wie schwist,d8r das Volk sangbar zu schreiben, hab’ ich
daran recht gesehen.” (I have also set the beautiful IRlteby Becker, which is the talk of all of
Germany, it appeared some days ago. How difficult isrtt@ womething that the peopMdlk) can easily
sing, this | have become quite aware of.) Robert Schumahiveember 15, TB 11, 122.
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b. “Der deutsche Rhein,” mm. 1-11

Mit Begeisterung,
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TheLiederbuchreveals that Schumann drafted this song hastily. Tdkedfa

corrections in the vocal line shows that he did sk#telsong before turning to the
manuscript, but several shortcuts reveal some caralss (see Ex. 9). Because he
repeats the opening strophe so many times, he does t®bwrithe piano part under
several measures of the text, merely numbering thezartespond with the opening
measures of the song. By the last page of the draftaimposer seems particularly
determined to finish the song quickly and without using aergthge of the book. When
Schumann reaches the return of the opening stanzaddt ime writes out only the first
three measures and then leaves out the next five, seglasi explanatory note at the end
of the second system. He starts the next line wienematerial begins, haphazardly
leaving off the one note pickup setting “Es.” The piano pantains many revisions that

he made while composing on DecembéP, 2®cause he used pen and not pencil,
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especially on the final page. Itis as though Schumantewnuch of it quickly and
without enough deliberation. He leaves the short pmosblude unfinished, stopping
after the third measure of the final system. It appieatshe left the rest of the page
blank. He had already begun the sketches for his ndgttioh of songs on the
following page, the Op. 3lziebesfriihling before returning to “Wanderlied.” He failed
to anticipate how much space the postlude would take uppndoinam to cram it

ungracefully onto the final line on the page.

Example 14. “Wanderlied'b autograph, mm. 41-end

Final Matters
On December 30Schumann sent another letter to Klemm, probably natjfyhe
publisher that he had finished Op.*38.Clara confirms that Schumann finished his work

on the project by Januar{“21841. She also indicates that the opus contained only

176 Bpetticher notes that Schumann sent a letter to Klemthis date in hiBriefverzeichnisin Robert
Schumann: Leben und WeB01.
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twelve of the fourteen Kerner songs, meaning that by thetthe year Schumann had
already decided to save “Trost im Gesang” and “Sangest"Tor a later publicatioh’’
Because neither she nor her husband mentioned this paggictin their correspondence
or journals, it is likely that he did not spend a siguaifit amount of time revising or re-
ordering the songs after the end of the year. Both hays taken place at some point,
because the published order greatly differs from thatedfigderbuchdrafts and
significant changes were made to some of the songgysarly the key change of “Lust
der Sturmnacht” and the altered vocal line of “Stireliund Freud.”

Klemm compensated Schumann quite well for Op. 35, indigdbie enthusiasm
with which the publisher considered the venture’s finammaspects. Schumann
received payment on April 941841, and Op. 35 appeared on the market in early May.
178 As discussed earlier, the composer released one sbtigs, “Stille Thranen,” in a
musical supplement that accompanied the May 7th, 1841 issheNé¢ue Zeitschrift
(see p. 67).

The genesis of the Op. 35 Kerner-Liederreihe resulted frone than just
Schumann’s creative impulses. The composer sketched afitelddthe songs around
other events in his life, namely his marriage to Clar@aptember, the composition and
publicity for “Der deutsche Rhein” in late November througtyedecember, and the
Christmas season. Although early sketches of Op. 35 sbegjses those of “Stille
Liebe” and “Frage,” do not currently exist, the advancegestd the drafts in the

Liederbuchas well as accounts of Schumann’s compositional aciivitlye

"7 “Robert hat aber wieder ein sehr schénes Wanderlied wemnir [sic] componirt, und hat nun ein Heft
von 12 Liedern von Koerner vollendet.” (Robert has conmgas®ther very beautiful Wanderlied by
Kerner, and has now finished a volume of twelve sondsdoger.) TB II, 138.

178 Schumann records a payment of 54 Thale.|ll, 671.
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Ehetagebuchshow that they probably did exist at one time. Thedapy also does not
survive, but it seems that Schumann made at least tvavatfffinal copies for
engraving: one on approximately Decembéf, E81d another a few weeks later. His
relationship with Klemm put him in a position that he had yet encountered in his
“Year of Song” — composer of a set of songs at the régi@spublisher (see pp. 65-68).
Schumann may have sacrificed artistic freedom for Gradigain, because Klemm’s
opinions seem to have weighed into some of his decisionsasutie inclusion of

“Wanderlied” and the number of songs in the final publicat
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Song Order and Organic Unity in Op. 35

Is Op. 35 Organically Unified?

The question of organicism has been a central isstgsé@arch on the German
romantic song cycle for the past century. By the 1848smn@n scholars had begun to
state that the greatness of the German master cengp@sted in their ability to unify
large instrumental works around a single key. At the efithe twentieth century other
scholars hoped that multi-movement vocal works mitgd display the same unity.
Heinrich Schenker attempted to apply his theorid3itbterliebe,giving up before he
had finished an analysis of the first sdfiy).The search for organic unity in Schumann’s
song cycles persisted throughout the twentieth centutysdholars widened the
definition of what could qualify as organicism in song, seamany of even the “great”
cycles lacked harmonic closure. In 1982, David Neumeyer wixséhat:

“Thus, for the song cycle and other expanded vocal wériduding

opera?), we need to add to Schenker’s harmonic-tonal @oé-keading

model as expressed in thi#satzthe narrative or dramatic criteria, and

from this develop a broader analytic system which ozat these two as

co-equal determinants®

Shortly after poetic unity emerged as a major issuehalacship on Schumann’s
song cycles, theorists and historians grappled with theiti@h of the term “song

cycle,” arguing over the extent of musical and poadittesion that was necessary if one

was to bestow this label on a collection of songs uaderopus number, meaning that it

179 David Neumeyer summarizes this history of theoristsitment of organic unity in the song cycle in
“Organic Structure and the Song Cycle: Another LookcaAughann'Dichterliebe” Music Theory
Spectrumd (Spr. 1982): 95-102.

¥91pid., 97.
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represented an organic whdfe. Studies of this kind have continued into the twenty-
first-century and have concentrated chiefly on threeatdrs: key relationships, motivic
relationships and any narrative thread that runs througiexte'®

Three scholars have commented on the Op. 35 Kerner-Lwatlerespect to
organicism, and all emphasize poetic narrative over musatesion. Barbara Turchin
places the song collection in the tradition of WanderliedeiCycle, a type of formal
organization first used by composer Conrad Kreutzer ingtisng of Uhland’sNeun
Wanderlieder®® The main character of the Kerner-Lieder begins his jouafter losing
his beloved to the church in the second song, “Stidh’lund Freud.” The next three
songs present the poet as an optimistic wanderer, mettdy the countryside, but a
tone of discontent and loneliness increasingly domirsiegs eight through twelve. In
“Stille Liebe,” the eighth, the poet cannot rid hihsd feelings for his beloved, so he
turns to nature in the hope that she might heal his brb&art. Surprisingly, he is
disappointed by nature in the final song and concludes tiatleath will bring peac&*
Turchin believes that the failure of many scholars amtbpeers to discern this narrative
structure has led to the neglect of one of Schumann’s gpeg cycles.

In truth, it is Turchin who misunderstands Op. 35. Skarass that because two

of the songs deal with wandering (traveling away fromdijoatl of the poems might be

181 See John Daverio, “The Song Cycle: Journeys ThroughmeaRtic Landscape@erman Lieder in the
Nineteenth CentunRufus Hallmark, ed. (New York: Schirmer, 1996), 279-312.

182 |n a summary of the work done on Schumann’s Oji88endorff Liederkreiserris comments
“Commentators have sought to explain the cycle as arratieehmusical whole that is unified by a web of
motivic relationships and a symmetrical arrangemekegé. They have described the text of the cycle as
an ordered sequence of moods, bound together by the rengause of landscape, time of day, and
imagery, that leads up to the ecstatic fulfilment dedigtethe last song.” See Ferrf&humann’s
Eichendorff Liederkreis, 26.

183 Barbara Turchin, “The Nineteenth-Centianderlieder Cyclg The Journal of Musicology:4

(1987): 498-525.

84 Turchin, ‘WanderliederCycle,” 515.
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unified around this ide¥> The narrative she constructs conspicuously faitstoe all
of the songs, which suggests that some of them do ribefdgtory. This is indeed the
case. For instance, “Stille Thranen” receives noipguart in the narrative, and the
reason for this is simple. This jubilant song intersupe supposed emotional descent
toward depression that begins two songs earlier. Tuadbinexcludes “Auf das
Trinkglas eines verstorbenen Freundes,” the sixth dmewguse it is another glaring
contradiction to her narrative. Why would Schumann inclugeem about a spiritual
experience with a friend’s ghost in the middle okttempt to portray increasing
loneliness and separation?

Of the nineteen cycles Turchin presents in a table of ple@yVanderlieder
cycles, Schumann’s Op. 35 is the only one that lacks dereree to wandering in its
title.*®® The prototype cycle, Kreutzefideun Wanderliedefpllows a simple trajectory
of departure, absence, and return; during the journey, theipodergoes a process of
self-realization and personal reassessi&ntVhile Turchin applies this model to
several other cycles by various composers with greaesacit simply does not
accommodate Op. 35.

Hans Udo-Kreuels extracts a complex, psychologicahtiaer from the ordered
poems of Op. 38%® His analysis is laden with Freudian terminology amthetypes,
conveniently allowing him to bypass the apparent dispamgng the subjects of the

poems and to turn instead to symbols, that he taked theéiocontext. The storm of the

1854/ reality, Schumann’s selection and arrangement oh&®s poems reveal a tale that runs parallel to
the wandering cycles of Uhland, Muller, and Marsanbid., 515.
186 ||ai

Ibid., 512.
'¥71pid., 499-500.
188 Hans-Udo Kreuels, KreuelSchumanns Kerner-Lieder: Interpretation und Analyse samtlicieeler
Robert Schumanns nach Gedichten von Justinus Kerner mit besoBdgieksichtigung der Liederreihe
op. 35(Frankfurt am Main: P. Lang, 2003).
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first song is symbolic of the repressed sexual guilhefgoet, which is released in “Stirb,
Lieb’ und Freud,” where morality separates the poet th@object of amorous love.
Sexual symbolism pervades his description of many other p@es those that seem to
be merely about nature. To supplant his feeling of dejwivathe poet withdraws into
nature and seeks pleasure in “Natureuphorie,” which “Eté&s” portrays. Kreuels
labels “Auf das Trinkglas” a cipher for the six remag Lieder, which indicates that the
last half of the cycle does not concern eventsatitye but rather dreamlike constructions
of the poet’s subconscious, in which the events ofitsefive Lieder resonat&®

In the introduction to his study, Kreuels states thatitiner logic is found in both
Kerner's poems and Schumann’s musical interpretationemi1®® Although he does
acknowledge some relevant details from Kerner’s lifelit@sary analysis proceeds
mostly in a historical vacuum. Because Kerner tendedite poetry as a direct
response to personal events, biographical details areagpkelpful in understanding
any symbolism that might be present in his work. For nedrilie poems, Kreuels’s
interpretation of Kerner’'s symbolism does not aligthvtihe meaning the poet himself
attributed to these symbols in letters and other poems.

Kreuels states that his narrative is apparent in thécragswell as the poetry, but
he fails to show this, because he analyzes the rofisiach song separately, and rarely
points out reoccurring structural, melodic, or harmoreergnts. In his discussions of
the interdependency of the poems, he concentratesssibf@poetic correlations rather
than specific examples of musical unity. These problemsrge in his analysis of the

pivotal song in his psychological narrative, “Auf daskglas.” He supports his

189 Kreuels,Schumanns Kerner-Liedex33-4.
190«The Op. 35Liederreihewill be illuminated in its musical and literary (!)di...” Ibid., 10.
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conclusion that this song is a cipher for the reingihieder only in literary terms, with
no mention of Schumann’s musical interpretafinKreuels must show how “Auf das
Trinkglas,” can béneardas a musical cycle, but his lengthy analysis of Schumann’
musical setting makes no reference to other songs.

Both scholars’ arguments present problems, but even molpéepratic is the lack
of consideration given to historical context. Turcamd Kreuels concentrate on the final
order of the songs, without exploring the possible orgamimections between the songs
in their initial order in the.iederbuch. Hans-Joachim Kéhler is the only scholar to have
published an exegesis of the Op. 35 Liederreihe that tateeadcount the genesis of the
work. He attempts to find a “secret, hidden relationshig determinable psychological
plot,” which sounds very similar to Kreuels’s perspecti¢€he latter author based his
research on Kohler’s shorter study.) Even though Kditdems to present his potential
narrative within the historical context of Schumann’mpositional process, his
approach only differs from Kreuels’s, because he subjeetsongs in the order of the

Liederbuchto his psychological assessment.

Schumann’s Compositional Method: Song Groups

The published order of the Op. 35 Kerner-Liederratech Schumann never
revised after the first printing, differs greatly frohetorder of the songs in the third
Liederbuch. Despite the efforts described above, convincing loginbagmerged to
explain the individual orders or the choices made inmrehardering that occurred
between the drafts and the published work. No evidence sadhgasSchumann planned

an order reflecting a narrative or an intricate retahip among the songs, such as exists

191 |pid., 49-62.
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in abundance fobichterliebe!®? Unlike the documents existing for that cycle, there are
no extant lists of possible orderings or key scheme®or35. Despite this lack of
evidence, comparisons of the dates of composition tbrgterdering, as well as
comparison of the initial and published orderings, revealat@ose relationship existed
among the songs throughout the genesis of the composition

Comparison of the order of the drafts (see Table t)aiof the published order
(see Table 2) demonstrates that Schumann established gf@opg® in thd.iederbuch
order, and that all reordering preserved these groups déatained three or four songs,

as follows:

Table 1. Four song groups, reflecting the drafted order

Group 1 Lust der Sturmnacht
Stirb, Lieb’ und Freud
Trost im Gesang

Group2 Wanderung
Stille Liebe
Auf das Trinkglas eines verstorbenen Freundes

Group 3 Stille Thranen
Frage
Wer machte dich so krank
Alte Laute

Group 4  Sehnsucht nach der Waldgegend
Erstes Grin
Sangers Trost
Wanderlied

The drafted order was rearrangbdugh a hierarchical process. First, the groups of

songs were reordered. Group 4 was moved in front of Gdaps 3, resulting in the

192 These sources are summarized in FeBtsumann’€ichendorff Liederkreis, 175.
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published order of groups 1-4-2-3. On a more detailed leasdral songs within these
groups were rearranged or excised. In Group 1, “Trostasa@g” was excluded while
the order remained unchanged. In Group 2, “Wanderung” andd#sifrrinkglas”
switched places, and another pair of songs, “Stillé@ién” and “Frage,” were similarly
switched in Group 3. The songs of Group 4 experienceohtis¢ change, as “Sangers
Trost” was dropped and the other three songs all switdaed$ Several changes were
made between the drafted and published orderings, but nsudiecein the destruction

of the groups of three or four songs.

Table 2. Four song groups, in published order

Group 1 Lust der Sturmnacht
Stirb, Lieb’ und Freud

Group4  Wanderlied
Erstes Grin
Sehnsucht nach der Waldgegend
Group 2  Aufdas Trinkglas eines verstorbenen Freundes

Wanderung
Stille Liebe

Group 3  Frage
Stille Thranen

Wer machte dich so krank
Alte Laute
Schumann established this grouping early in the compositi@p.o85, and it

explains the slight discrepancies between the chrgiwaborder of the songs and their

order in theliederbuch(see Table 3)
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Table 3. Chronological and Drafted Order

Chronological Order

Order of the Drafts in thkeiederbuch

1 Lust der Sturmnacht

1 Lust der Sturmnacht

2 Trost im Gesang

3 Stirb, Lieb’ und Freud

3 Stirb, Lieb’ und Freud

2 Trost im Gesang

4 Wanderung

4 Wanderung

5 Stille Liebe 6 Aufdas Trinkglas...
6 Aufdas Trinkglas... 5 Stille Liebe

7 Frage 8 Stille Thranen

8 Stille Thrénen 7 Frage

9 Wer machte dich so krank?

9 Wer machte

10 Alte Laute

10 Alte Laute

11 Erstes Griun

13 Sehnsucht

12 Sangers Trost

11 Erstes Grun

13 Sehnsucht nach der Waldgegend

12 Sangers Trost

14 Wanderlied

14 Wanderlied

As this table shows, Schumann altered the chronologicat bydiipping several pairs

of songs within the groups outlined above, namely songs 2-3aBd67-8. The last

group experienced the greatest disruption, resulting inisipdadement of three songs,

11-12-13. Schumann inserted “Sehnsucht nach der Waldgegenditiofr&rstes

Grin,” causing it and the next song to move down one spdbe order. Each of these

four instances of reordering occurs within the groups, mestveen them.

The presence of the four distinct groups at all stagesrmaposition might have

resulted from Schumann’s compositional process. He frelyusomposed songs in

spurts of a few at a time, sketching and drafting threemall groups that he felt shared a

certain similarity!®® The genesis of Op. 35 reflects this method, but in tlsis ca

Schumann uniquely maintained the initial groupings throughegtenesis, even in the

193 Ferris notes that these groups contained some ssirhitérity, because Schumann regularly drafted

songs in an order that differed from how he found thernariterary source.Ferris,Schumann’s

Eichendorff Liederkreis 181.
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published order. A report by Clara in theetagbuchndicates that the composer
thought of the first three songs as a complete grotigerréhan as a part of the total of six
that he had composed during that week in November. Heahdgreviewed the first
three songs for her on the night of thé“2the day he finished drafting them. Clara,
remembering the songs in their manuscript and not chrgicalcorder, wrote: “Robert
has once again composed three magnificent songs. Xikete by Justinus Kerner:
‘Lust der Sturmnacht,’ ‘Stirb, Lieb’ und Freud,” and ‘Trast Gesang.*** Thus,
Schumann looked at the songs of the OpLig8erreihedifferently than those of other
large song collections. He did not work toward a conceptfdhe cycle as a whole as in
the genesis ddichterliebe,but he also did not accord the songs as much independence as
those of the Op. 3Biederkreisand the Op. 2Myrthen!®®

The strongest evidence that the song groups had determindataiyd to
Schumann is the presence of a unique tonal coherence egttimgroup, as shown in
Table 4. The scheme of Group 1 is symmetrical, Eb-Bb&toup 2 could be considered
an authentic cadence in Eb major. The first two sorggaBb, and the third is in Eb. A
linear trajectory, rising from F-Ab seems present engbngs of Group 3. Finally, the
key signatures of the four songs in Group 4 are all deéfiven Bb major. The first two
songs occur in the relative minor, conveying their dyenelancholyStimmungwhile

Schumann uses the major key for the two happier songftioav. These four key

194 “Robert hat wieder 3 herrliche Lieder componirt. Die Tektd von Justinus Kerner: “Lust der S.”

“Stirb” “und “Trost.” Er fast die Texte so schon auf,tsf ergreift er sie, wie ich es bei keinem anderen
Componisten kenne, es hat keiner das Gemuth wie er.” 2201 840;TB 1l, 126.

195 Ferris states that for the song collections thanseehave the strongest unity, includibichterliebe,
“The drafts appear in the exact order of publication, ey &re clearly separated off as a unit, complete
with a title page.” He mistakenly assigns Op. 35 tdlarccategory that also includelyrthen,in which
“There is no discernible relationship between the oofléne drafts and the published order of the songs,
but they still appear in the same section of the notebdeerris,Schumann’&ichendorff Liederkreis,

174.
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schemes are markedly different from one anotheh gaed by different harmonic

movement and based on a different tonal center. hEmi®onic distinction confirms that

Schumann considered the songs in the envisioned four grBepsuse the songs of

each group share a tonal organization, this further sugipagthese divisions resulted

from Schumann’s compositional process.

Table 4. Drafted and Published Order, with Key Signatures

Order of the drafts Key Published order Key

1 Lust der Sturmnacht ekEb | 1 Lust der Sturmnacht el
b

2 Stirb, Lieb’ und Freud Ab(f) | 2 Stirb, Lieb’ und Freud Ab(
f)

3 Trost im Gesang Eb 14 Wanderlied Bb

4 Wanderung Bb 12 Erstes Grun —G

5 Auf das Trinkglas Eb 11 Sehnsucht nach der g

Waldgegend

6 Stille Liebe Eb 5 Auf das Trinkglas Eb

7 Stille Thranen F 4 Wanderung Bb

8 Frage Eb-G | 6 Stille Liebe Eb

9 Wer machte dich so krank? Ab 8 Frage —Eb
G

10 Alte Laute Ab 7 Stille Thrdnen F

11 Sehnsucht nach der g 9 Wer machte dich so krank? Ab

Waldgegend

12 Erstes Grin G 10 Alte Laute Ab

13 Sangers Trost Bb

14 Wanderlied Bb

Despite these tonal relationships, the order ot.tbderbuchdrafts does not

facilitate a recognizable, literary organization. Schumaoes not seem to have

employed a narrative structure of any kind, or chosensstivag radiate from central
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themes or emotions® There are possible similarities among the poemsotdtied
groups. In the first group, all three poems presentitaigofigure at odds with the world
around him in some way. They could also be construadsasrt narrative, in which the
poet feels elated in the first poem, “Lust der Sturmbaehperiences the loss of his
beloved and happiness in “Stirb, Lieb’ und Freud,” and teawds his grief behind as he
takes to the open road in “Trost im Gesang.” The tex@Group 3 deal with exchanges
between man and nature that affect man in some Wasgner describes the influence of
nature upon man at the psychological level, which iasueably positive in songs 9, 10,
and 11, but in song 12 nature cannot improve the poet’s ngatal The four songs in
Group 4 center on nature, but this is an unremarkableasityibecause Kerner wrote
large amounts dfaturlyrik. Moreover, “Sehnsucht nach der Waldgegend,” and “Erstes
Grin,” composed on consecutive days, share the same k#ypg and in both the poet
laments the misery he feels when estranged from nalume.songs of Group 2 are
completely disjointed, because in each poem the pasetides a totally different
situation and emotion. “Wanderung” concerns a ster@atypomantic wanderer, “Auf
das Trinkglas...” describes a nighttime brush with the suparaaand “Stille Liebe” is
one of Kerner’s rare poems about romantic love.

Similarities exist among certain songs, but none eddlrelationships are
particularly powerful or transcend broad charactessticKerner’s poetry, such as the
prevalence of nature themes, melancltschmerzand expression of psychological
states. The presence of definite song groupings potgrdighifies that the composer

conceived of the songs within some sort of narrativly @athe genesis of Op. 35, but a

1% Turchin discusses this latter method of organizatidSamumann’s Song Cycles: The Cycle Within
the Song,”19" Century Musi@:3(1985): 231.
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lack of specific relationships among the songs weakenthdusy. Furthermore, there
seems to be no narrative process that spans all faukez@er-Lieder. Given these
observations, it seems that Schumann did not drafidhgs into théiederbuchwith a
particular narrative order in mind.

David Ferris suggests that cohesion exists among the ebtigs Op. 39
Liederkreisat the local level, among small groups of adjacent sangghich Schumann
presents and then expands on a compositional problemsortys do not necessarily
share motivic connections, but rather similaritieshiirtrespective large-scale, musical
structure. For instance, he proposes that the firsé thf the Eichendorff songs that
Schumann drafted “begin by establishing their tonics throymbal and even generic
tonal progressions,” while in the next three songstimposer “avoids a strong initial
tonic harmony and establishes the tonality graduafly.3chumann chose and set
Eichendorff's poems in a way similar to Kerner’s es¢ihg poems from a large
collection and setting them in an order different fritwatt of the literary source. Because
the song groups of Op. 35 seem to have emerged from Schurnampesitional
process, it is reasonable to expect that Ferris’s yheould apply to this song collection
as well. Among the songs of each group, Schumann naylet purposefully used
similar musical structures or harmonic language.

Such structural connections, however, do not seem pregenal and poetic
relationships suggest agreement between some conseseivaf songs, for instance
“Sehnsucht nach der Waldgegend” and “Erstes Grun,” belongiGgaap 4. However,
their structure is dissimilar in several ways. WISkhumann employed simple strophic

form in “Erstes Grun,” “Sehnsucht” follows a more qaex ternary form, within which

197 Ferris,Schumann’€ichendorff Liederkreis, 189.
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the composer presents several variations of the medaohyglfin the opening phrase.
Harmonic progressions in “Erstes Grin” are based onrdmtitonic harmony, and
although Schumann alternates between g minor and G rhajoever abandons this
tonic. In “Sehnsucht” he ventures into F major and usesnaticism throughout the
song, and generally uses harmony to a much greater @xthig song as a vehicle to
express the text.

In all groups except Groupédnnections in tonal structure, form, and prevalent
motives are absent. A definite musical thread firtidg together the latter three of this
group, “Frage,” “Wer machte dich so krank?” and “Alte ledusee Ex. 15). The first
song, “Frage,” which was briefly discussed in Chaptee&Hregins on the apparent
tonic, Eb major, but never returns to it. A tonic isiredy absent throughout the song,
almost as though it is merely a passageway or a toaysiection of a sonata-allegro
movement. Unexpectedly, the song stops on a G miagwdcbut even this harmony is
not approached through a cadence. “Wer machte dich skXrstarts with this
harmony, creating a definite link with “Frage.” “Wer meghand “Alte Laute”
essentially form one song, because Schumann recyelesusic of the first poem nearly

note-for-note in “Alte Laute,” as though the texts tave strophes of the same poem.
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Example 15. Musical continuity among the songs of G®up

a. “Frage,” closing measures

i
i
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b. “Wer machte dich so krank?” opening measures

c. “Alte Laute,” opening measures
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The Final Ordering: Good Marketing Sense

The reordering of the Op. 35 songs for publication leattésdoom for organic
unity, firstly because it was such a drastic alterati®hthe fourteen songs, the composer

omits two entirely, and only the first two songs ret&ir original position. Schumann
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may have considered the original order meaningful, regardiethe apparent evidence,
but that he so decisively altered this order dispels thehildgshat it remained so.
While the earliest order was not governed by an enconmggsarrative or another
organizational principle, it at least had some aestbal&nce. In addition to the tonal
coherence existing within each song group, the fourtesgssa the original order,
considered as a whole, present a general rise in kaw,Eb to Bb. This original order
generates a dynamic sense of motion that is fainhglgoive to a performance of the
entire opus. It begins joyfully and ends similarly witkanderlied,” which has always
been the most popular of the twelve songs. In betwbe songs progress from the
initial elation toward melancholy. After the lowesnotional point of the opus, the
thoroughly depressed “Alte Laute,” the following poems aath gradual return to the
original state of happiness, as nature surmounts thés piespondency, and warms his
heart.

The publishedrersion did not maintain this pleasing emotional journgélye
collection of songs still begins with “Lust der Sturrohg” but now ends with the
hopeless pair of “Alte Laute” and “Wer machte dich s;k?4 The tenth song, “Stille
Thranen,” is often cited as the high point of the @bitn. After a triumphant piano
postlude, the hopeless, idling “Wer machte dich so kras&@hds comparatively
uninteresting. The final song, “Alte Laute,” repeatsrthesic of the previous song, but
in an even slower, quieter manner. Modern singers oftanhthe last two Lieder of Op.

35, ending powerfully on “Stille Thranen?® Stephen Walsh concludes that the final

19 Michael Mentzel, who has studied and performed many GeRoeantic Lieder, offered these insights
into the vocal community’s attitude toward the Op. 3&deirreihe Miller decides that, “Better options
would seem to be either omitting #11 and #12 altogetitao(mh sweet, they belong to the category of
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two songs only find meaning as an epilogUeThis new order also does not solve the
lack of musical relationships within the song groups. Rtwerstandpoint of theorist and
performer, Schumann’s final order of the Op. 35 Liederreiakes little sense.

As has been the case many times along the path of Gpg&&ésis, the published
order of the songs may have resulted from a combinafiartistic and marketing
concerns. Scholars such as Turchin, Kdhler, and Kreumis®p. 35 and other song
collections by Schumann through twentieth-century perdmca tradition and theoretical
systems, such as Schenkerian analysis. But othersattacked the assumption that the
nineteenth-century song composers themselves, theascoti their audiences, expected
a set of songs under one opus to constitute an organie wioitics were mostly
interested in the variety of moods of the poetry d@dcomposer’s success in conveying
it.?° Lieder were seldom performed in public concert haltd the middle of the
nineteenth-century, and performers never presented ae sotig cycle until the last few
decades of the century, when critics began to voiceeon that song cycles be
performed in their entirety. In 1840, organicism had notgethed concert programs,
which frequently consisted of several excerpts or mowsnaf various pieceS:

The Lied was almost exclusively a private genre, perfdrioyeamateurs for their

own enjoyment or perhaps in front of a small, familiargritical audience.

less distinguished Schumann Lieder) or pausing approprégdtehStille Thranenthen concluding with
them. See Richard Milleginging Schuman5.

199«The cycle ends with two poems, ‘Wer machte dich smk?’ and ‘Alte Laute,’ spatchcocked into one
strophic song in the character of an envoi — a visiofaaewell to the pain and exhaustion of this world
and hopefully a glimpse into the next. The feeling h&erery much that of an epilogue, and it is hard to
imagine the songs making much effect out of context.” Steffi@lsh,The Lieder of Schumann
(Washington, D.C.: Praeger Publishers, 1971), 69.

200 Ferris,Schumann’&ichendorff Liederkreis, 13, and Turchin, “Schumann’s Sopges in the Context
of the Early Nineteenth-Centutyederkreis’ 220-222.

201 Edward Kravitt, “The Lied in 18-Century Concert Life,Journal of the American Musicological
Societyl8, no. 2 (1965): 207-218.
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Compositions for one or just a few performers, such eddrj were not marketed to the
public performer or connoisseur of high art, but in resptmsebooming demand for
Hausmusikmusic appealing to the lay middle class. It was “musigérformance at
home — as opposed to concert music, which is public, & sausic, which is semi-
private,” defined by German national traits such as “seniess simplicity, and
Volkstumlichkeit.**?

To the middle-class consumer, music critics, and evemptblic performer,
organic unity played a negligible role in their evaluatdm@ collection of Lieder. These
groups likely had a profound influence on business-savvy comgplise Schumann and
publishers like Klemm, as they made decisions concerninggaclection’s contents,
format, order, title, and appearance. This is not tdlsstySchumann did not value
organic unity, or that his songs exclude it, but rathdritbasometimes considered
marketing concerns with equal or even greater importiédnageaesthetic concerns about
organization.

Schumann was thoroughly familiar with contemporary penéorce practice,
because his wife maintained a career as a concerttdianmaghout their marriage, and
the couple attended several public concerts a week. ftfrp@rs, audiences, critics or
the middle-class consumer might have found the firdgioof Op. 35 distasteful, he
surely would have known of the possibility and rearrangedgtmgs to meet their
expectations. Simply put, motivic connections, narratiggpssion, and encompassing
key schemes were not as important to Schumann as algegaif the scholarship on his

songs assumes.

202 Anthony Newcomb, “Schumann and the Marketplace,” 272.
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In this context, the reordering and final format of @@ 35 Liederreihbecomes
clear. The twelve songs are divided into two volurnessisting of five and seven songs
respectively’®® This uneven bisection leaves the four original groupstinta
demonstrating that Schumann viewed his groupings with enasghedic significance to
override a possible marketing concern. A brief glimpse music printing helps to
clarify the contents of the volumes. Nineteenthtaey publishers often spread multi-
movement works among several volumes, or printed the pogstiar excerpts
separately, because the average consumer might bameghite interested in the music,
but simply could not absorb the high costs of musidipgrat the time. By selling the
most popular arias from a successful opera, for instanpablisher could reach an
otherwise excluded consumer, benefiting both paftfest is logical that publishers
would also divide fairly sizable collections of songs imtioitiple volumes, because
although many lower and middle class consumers mightenable to buy the entire
opus, they could purchase a favorite volume. Schumann’spets produced many of
his song cycles, such Bschterliebe,the Op. 39.iederkreis,andMyrthenas sets of
volumes.

It is surely no coincidence that the most economicadlple songs were fairly
evenly distributed among the two volumes. The firsttamed “Erstes Grin,” which was
successful enough to warrant an individual selling in 1844 \Afachderlied,” which may

have been motivated by financial promise and was subseqpebilghed more often as

203 Khler, “Schumann’s Kerner-Lieder, Op. 35,” 89. In 1844rHin published a second edition of Op.
35, in which No.6 was moved to the end of volume one,ingedto volumes of equivalent length.

204 pans Lenneberg, “Music Publishing and Dissemination irEtréy Nineteenth Century: Some
Vignettes,”Journal of Musicology 11/21983): 178. Although this article does not specifically peitia
publications of Lieder, it does comment on issues tliettaid the publication of all genres in the first half
of the nineteenth century.
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a an individual song than the other ele®®nMeanwhile, the second volume boasted
“Stille Liebe,” also published alone in 1844, and “Stille ien,” which Schumann gave
to theNeue Zeitschrifteaders as the first taste of Op. 35 in a musical suppleioethe
journal in early May of 1841. In 1843 Schumann included ong 8om each volume,
“Erstes Grin” and “Stille Liebe,” in an album of s&ked songs presented to Wilhelmine
Schroeder-Devrierf®® Klemm may have advised Schumann to place potentiafiylpo
songs, which might catch a consumer’s attentionpth kolumes.

However, Schumann also needed to consider the buyerauitd afford all
twelve songs. Volume one contains fairly palatablegs, while the second volume
contains all of the most idiosyncratic songs, nam&lyf das Trinkglas,” “Wer machte
dich so krank?” and “Alte Laute.” The composer mayehparposefully placed the more
accessible songs at the beginning of the Liederreilibgifirst volume, because this was
the volume a consumer considering the whole cycle wanaldably look through as they
decided whether or not to make a purchase. Such an amangmakes for an anti-
climatic performance, but allowed Schumann to keep the earentric songs, while
softening the cycle’s superficial appearance.

As was discussed earlier, Schumann flipped pairs of sartge manuscript, and
then again in the final order (see pp. 101-104). He mightlgingve felt dissatisfied
with the first order, but he may have alternatelygaoized the four groups to place the
most popular songs in strategic positions, and secondariypvide variety and local
contrast, which critics valued. The entire procesgairanging the final order may have

comprised several rational steps. After assigning the paitgipopular songs to the two

205 Kurt Hofman,Die Erstdriicke der Werke von Robert Schun@iutzing: H. Schneider, 1977), 82-83.
206 Robert and Clara Schumarkiederalbum: fiir Wilhelmine Schréeder-DevrieAngelika Horstmann,
ed. (Kassel: Béarenreiter, 1994) n.p.
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volumes, which acted as anchor points, Schumann stiféefbur groups accordingly,
arriving at the order 1-4-2-3. Then within each group, bdjusted the order to
highlight certain songs and maximize local contrast: ifgiance, he may have moved
“Wanderlied” to the head of Group 4 because of its potgmtjularity, and also because
it provided stronger contrast to “Stirb, Lieb’ und Freud” thiae similarly melancholy
“Erstes Grin.” By switching “Auf das Trinkglas” and “Wiéarung,” Schumann
achieved a greater sense of contrast between songs 5 @hitew arrangement also
places the latter song, which deals with journeying thraagare, in between two songs
of contrasting subject matter. To avoid placing two wsiglongs with similar titles,
“Stille Liebe” and “Stille Thranen,” right next to éaother, Schumann inserted “Frage”
in between therf®’

Because financial concerns seem to have motivated seharayes in its
structure, it is possible that the publisher may have matkan the printed order of Op.
35. In his letters and journals, Schumann seems to veewotig collection primarily as
a financial gain rather than an artistic creation, iasdes of marketing explain much of
the rearranging that occurred between the draft aadl drdering. His letters and
journals suggest that he spent little or no time revismgarranging Op. 35, and was
anxious to finish the project by the end of the year, ehiately after drafting the final
song. There is no evidence that Schumann ever hadi@uf@arorder in mind before the

song collection’s publication in May 1841, outside of ther fsong groups. As a result,

207 Miller comments on many of Schumann’s success in gingistriking local contrasts in Op. 35: “There
could be no greater contrast in style and interpretdliian that betweewanderlied, #3andErstes Grin,
#4,0f the Kerner Lieder. Set side by side, they attefitdscope of Schumann’s ability to successfully set
widely ranging poetic stimuli.Wanderlieds best heard in contrast &irb, Lieb’ und FreudndErstes
Griin...Thehaut-reliefof Wanderungwhile creating an atmospheric turnabout from the lugubrioles<

of Auf das Trinkglas eines verstorbenen Freunieglaced next to thieas-reliefof Stille Liebe, #8which
follows it...Frage, #9exists chiefly to separate the remarke®lide Liebefrom Stille Thranen.. Richard
Miller, Singing SchumangNew York: Oxford University Press, 1999), 45-55.
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he may have had few reservations about Klemm orderingpitgs according marketing
strategy. At the very least, it seems reasonabteathide Schumann made the ordering
decisions, Klemm made recommendations, such as dividirtgvéiee songs into two
groups, distributing potentially popular songs in both, andimgothe popular songs to
the front of the order and the less accessible stonide end. It is also possible that it
was Klemm who decided on the final order, although it settiat Schumann still
approved of this rearrangement, because he never chdmggedier in a later edition.
The published order of the Op. Biederreihedisrupted possible tonal
relationships at the local level, instead consistingsgemingly random progression of
keys. Because tonality is an essential part of organjcTurchin, Kreuels, and Kéhler
all attempt to make sense of this progression in thegies of the work. They follow the
lead of other scholars, who have postulated that Samug@nceived of an intricate tonal
plan for some of his song cycles, namBlghterliebeand the Op. 3Qiederkreis Rufus
Hallmark even believes that “It seems unlikely thaiMoelld have begun to sketch songs
randomly without regard for their order and key relaticfi8yet the genesis of Op. 35
seems to lack such a preconception. Firstly, Schumanadeno sketches on the
manuscript copy of a key scheme, as he didiohterliebe. Most indicative of
Schumann’s lack of planning in the early stages of compasgithat “Lust der
Sturmnacht” was originally drafted in E minor, whileeey other song is in a flat key. At
least when he composed this first song, Schumann hagithtought about the side of
the circle of fifths into which his chosen keys would.féerhaps by the composition of

the second song, “Stirb, Lieb’ und Freud,” he had decided to ftat keys. Once again,

208 Hallmark, “The Sketches fdichterliebe” 125.
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however, if Schumann had created some sort of key scherhe composed the Kerner
songs, he destroyed this order in the final publication.

Turchin, Kohler, and Kreuels point to one area of the sofigction as evidence
for a coherent tonal scheme in Op. 35, the authentience created by the final G major
chord of “Frage” and the C major chord that begins kSfihranen.2*® However, all
three fail to consider Schumann’s compositional precasd therefore mistakenly
assume that he planned this cadence. As reviewed gigrliee manuscript copy
Schumann placed “Stille Thranen” before “Frage,” dngthe bridge occurred between
“Frage,” which ends on a G major chord, and “Wer maditk so krank?” which begins
on a G major chord. The cadence between “Frage” ailtk“Bhrdnen” that results from
the published order cannot be entirely discounted, becabisen&an was surely aware
of the relationships among the songs, but it alsmot be presented as evidence of a
planned tonal architecture.

Furthermore, such tonal connections may be inconsequdrg@duse the ear does
not perceive these relationships. The silence betwegs soml the drastic change in
texture that usually occurs when the next song begiadicates the impression of aural
connection. Ferris argues that:

“Each time a song ends in one key and the next begmslifierent key,

we receive a number of aural cues that encourage stdo In terms of

a completely new tonal context, which has no relatgmto the key of

the previous song... When the next song begins the chargeaw key

is accompanied by the introduction of entirely new thematterial and
usually by dramatic changes in other parametefs’..”

299 5ee Turchin, Wanderliedercycle,” 517; Kéhler, “Schumanns Kerner-Lieder op. 35,” @88d Kreuels,
Schumanns Kerner-Lied&©4.
219 Ferris,Schumann’&ichendorff Liederkreis32.
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The contrasting textures of “Frage” and “Stille Thranda*emphasize the cadence that
occurs between them. The first song is charactebyednal ambiguity and a fairly
sparse piano part, while “Stille Thranen” opens on@ngt C major chord in a greatly
thickened chordal texture.

For over a century, scholars have attempted to shovéttatmann’s conception
of the song cycle was strongly organic, but the magjarfithis song opuses fail to fit this
mold. The Op. 35 Kerner-Liederreihe seems to fall ihte latter category. The final
order of its songs seems frustratingly random, butnaierstanding of the work’s
compositional genesis and of how a music publisher nhigi# marketed it to the

middle-class consumer provides some clarity.
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Conclusion

My research shows that from a historical perspectikganic unity is hardly
relevant to the Op. 35 Kerner-Liederreihe. Insteadn@irzd and personal issues greatly
influenced Schumann as he composed the work. The omificignt, logical feature of
the final order of the songs is Schumann’s four seltainad groups of songs. A
possible tonal plan and general narrative may have ehistée order of the drafts in the
Liederbuch put the composer did not find these elements of musio/ particularly
necessary in the end, because both of them weie#fly destroyed in the publication.

Scholars have argued for over a century that Schumanisadntemporaries
composed and reviewed collections of songs with thengstgan that musical unity was
essential to a successful song cycle. However, they inad great difficulty making the
majority of his song collections conform to this expeotati Authors such as Turchin,
Kreuels, and Kdhler found little fruit at the end of tregarch for logic and unity in Op.
35, but only because they looked exclusively for aesth@t@ning, namely organic unity
among the songs in the final ordering.

The financial side of Schumann’s “Year of Song” hambestablished by several
other scholars, as reviewed in Chapter Three. The igavfabe Op. 35 Kerner-
Liederreihe, as it has been described in this study, geevis with a case study of how
financial concerns could dominate Schumann’s compositioe#hod. Many of his
choices originated from his relationship with the publisifeOp. 35, C.A. Klemm, who,
in July 1840, might have requested songs from Schumann, Wa@onsidered a trend-

setting composer of music that would appeal to the amateelaile class. Although
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Schumann wanted to begin composing in genres besides s@wdber of that year, he
agreed to take on the project, which he seemed to envismrettively short collection
of songs. After composing six songs, he declared thaadidinished the project in the
Ehetagebucland sent a letter to the publisher that perhaps contdireshine news.
Klemm, however, wanted a larger set, and so Schumammeekto the project after
finishing his work with “Der deutsche Rhein,” in the secarmk of December. The
publisher may have also suggested that Schumann set “Wadddrecause it was
Kerner's most popular poem, and contained patriotic inyaitpat the middle-class would
find appealing. The final order of the twelve songs mase lieeen the area where the
publisher had the greatest influence. The songs were divitlwddretwo volumes,
which would allow poorer consumers to buy just half ofdtegs instead of all twelve.
More accessible songs were moved to the front tacttonsumers considering buying
the whole opus, while the more bizarre songs drifted tbdl&; the songs that would
prove the most popular were evenly distributed amongabesdlumes to make both
attractive. This order, which lacks an artistic lopginakes a great deal of sense from the
publisher’s perspective.

One of the decisions that Schumann made with thedeasern for the financial
viability of the work was his choice of poetry. Kermaote his poetry primarily for his
own benefit, and had little concern for how others wWaqdrceive his work or how well
collections of his poetry might sell. He was trul§galegenheitsdichtem the definition
of the term given by Goethe, an artist who wrote poetren his emotions moved him to
do so. He wrote for the moment, when he felt mostiadpand then seems often to

have revised the resulting poem little or not at all efaublishing it. As a result,
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Kerner’s poems lacked tightly-constructed forms, whigdenthem particularly difficult
for a composer to set to music. He often discussesyhigintonal subjects that, out of
context, seem quite bizarre. Schumann might have lolemter to use more of Becker’s
texts, because he had such success with his song-sétegker’'s poem, “Der deutsche
Rhein.” Yet Schumann chose Kerner’s poetry exclusivayafsong collection that he
hoped would reap substantial financial benefits. Perhapditisyncratic qualities of
Kerner’s poetry, which had attracted him as a young compesetinued to impress him
in 1840.

Scholars of Romantic music often give the financipkas of composition little to
no attention in their research, forgetting that b@rgpmposer is an occupation, as well
as an artistic calling. This study shows that publishingeots may have had previously
unconsidered effects on compositions created after prinise rhecame affordable for
the middle class. This seems particularly true forpmsers who earned a large portion
of their income from music sales. Perhaps the reBaaight give greater attention to the
financial issues surrounding a certain piece, whenctbeye across a compositional
puzzle that seems to have no answer in the music itself

In the context of the genesis of Op. 35, Schumann appeaesobligated than
inspired, more average than heroic, because he malyava composed this work for
purely artistic reasons. He has been taken off his pddest sense, and in the genre for
which we currently revere him most: song compositibhe “Year of Song” has
become nearly mythological; scholars never tireewéring the composer’s phenomenal
ability to have produced well over one hundred songs, mamwpigh still dominate

vocal repertoire, in just a year. We picture the casapdeverishly overcome by melody
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for short stretches of time, producibBichterliebein one week in May and the Op. 39
Liederkreisin another. These deceptively simple songs contaatiehat theorists have
sought to explain for over a century. Yet, we havengaaong collections like Op. 35,
which Schumann composed sporadically over two monthsaplpht the request of a
publisher who would pay him well for his work. While hel stibrked diligently, and
even feverishly, on the Kerner songs in the last twatirs of 1840, he was tired of
composing song and anxious to begin composing large, insttalmeork. These songs
certainly have artistic merit, but it does seem thatimspiration of May had faded into
obligation by November. In reality, despite the populasitgcholarship on Schumann’s
songs, few of his songs have received as much attagithose touted as the “great”
cycles. Perhaps the genesis of these other songtanile like the one postulated in this
study for Op. 35, was not a fairy tale, but a story abmposer struggling to balance

fiscal obligation and artistic vision.
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