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SYNOPSIS

The choral music of Robert Schumarm (1810-56)

by Maxine Elizabeth Mott

Thesis of 80,000 words excluding footnotes,
music examples and appendices
submitted to the Faculty of Arts,
University of Birmingham,

for the degree of Ph. D.

Schumann's choral music provides a focus for an account of his later
compositional career. Various original contributions to research are made.
The Handelian influence behind his early choral writing is identified in

Das Paradies und die Peri. An account of Schumann's choral societies gives

an insight into the smaller-scale works. The Manfred music and the Corsar

fragment show his use of melodrama. The Faustscenen are illuminated by the

occasions which inspired them, especially the 1849 Goethe Festival. The

unachieved oratorio Luther is described; and in Der Rose Pilgerfahrt the

Biedermeier influence on Schumann is demonstrated. The Mass and Requiem
show his response to Diisseldorf liturgical practice, and the four choral
ballads stand on the threshold of opera, if not music drama.

Consideration of Schumann's libretti shows his obsession for a type
of redemption drama, possibly influenced by his struggle in the late 1830s
to marry Clara Wieck.

Appendices contain a worklist and select list of MS. sources;
relevant diary entries; synopses of the narrative works; transcriptions of
unpublished or unavailable works from 1847 and 1848; a transcription of
Schumann's Luther scenario; the repertoire of his choral societies; and

information on the size of his orchestra.



In the summer of 1979 I was a member of the BBC Symphony Chorus, and
amongst other concerts we gave two performances of Schumann's Scenen aus

Goethes Faust, conducted by Michael Gielen. The first concert was in the

Royal Festival Hall, and used the first ending to the Chorus Mysticus;
the second took place in the Royal Albert Hall, one of that year's
Promenade Concerts, where we gave the second ending. I was at once
attracted, mystified and irritated by the music, which was in many ways
unlike what I expected from Schumann. Soon afterwards I had a look in
Cambridge University Library to see what other choral works there were,
and was astonished to find several large volumes of the Collected Edition
devoted to them., I wanted to know more; I looked for information, and
could find very little. Thus began my eleven-year preoccupation with
Schumann's choral works.

This thesis could never have been finished without the help, support
and interest of many friends, relations and colleagues. Firstly I should
like to thank my two supervisors: Nigel Fortune, who alone among
university teachers saw any merit in this project back in 1980, and Jan
Smaczny, who took over after Nigel's retirement. Numerous libraries and
their staffs have also helped: the Britten - Pears Library, Aldeburgh;
the Deutsche Staatsbibliothek and Stiftung Preussischer Kulturbesitz,
Berlin; Birmingham Public Library; Birmingham University Library; the
British Library; Cambridge University Library; the Bodleian Library,
Oxford; the Biblioth2que nationale, Paris; and the Robert-Schumann-Haus,
Zwickau. In particular I must thank Paul S. Wilson, who in his

consecutive posts of Barber Music Librarian in the University of



Birmingham and Britten - Pears Librarian was unfailingly generous with
his help. I was fortunate in obtaining assistance with some of the
obscurer texts from Stephen Hinton of the Technical University, Berlin,
and Michael Perraudin of Birmingham University. Peter Washtell, of the
Royal Shakespeare Company, very kindly lent me items from his private
collection of music, books and microfilms. The typescript of this thesis
was prepared by Patricia McClelland, to whom is due my very grateful
thanks for her patience, skill and understanding in this prolonged and
sometimes problematical piece of work.

This study was undertaken without grant aid, which goes a long way
towards explaining why it took so long to complete; earning a living
often had to take precedence. I must however mention with thanks the Sir
Richard Stapley Educational Trust, who let me have £150 at a time when my
need was most pressing. I owe a tremendous debt of gratitude to my
parents, Freda and Bernard Smith, for their unhesitating and generous
support during what must have seemed an interminable piece of work, and
to my husband Graham, who joined me at the Chapter 6 stage. Graham's own
experience of thesis-writing has been an invaluable source of advice,
while his role as 'innocent observer' prevented me on many occasions from
taking too much for granted in my readers. As for our son Michael, born
in the tenth year of this study, I cannot exactly thank him for his help
except insofar as he has been a most co-operative and obliging infant in
allowing me to finish this thesis at last.

To all of the above-mentioned I express my thanks for everything
they have done to help; nevertheless any errors in the finished article

are entirely my own responsibility.
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CHAPTER 1

INTRODUCTION

My intention in this study has been to provide a reference work for
those who wish to learn more about Schumann's choral music. There is a
pressing need for a full-scale survey in English of these works, and so I
include here biographical information about when and under what
circumstances they were written, discussion of interesting features of
the works themselves, and details of the poems or libretti used. This
latter aspect is important because of the great influence it had on

Schumann's work, and so it has been necessary to look in some detail at

what sort of changes to existing texts he required, who was responsible
for making the changes, and what happened if the changes were not
forthcoming or to his liking. Of the large-scale works only the

Faustscenen escaped textual editing, save for some slight improvements to

Goethe's grammar. 1In the face of the lack of reliable information about
the choral works, I have also included a worklist with detailed
bibliographical information and a summary of diary entries, as well as
other relevant appendices.

The scope of this study has had to be slightly curtailed, in view of
the large amount of material, and therefore I have had to omit most of
the unaccompanied partsongs for female voices, male voices and mixed
voices, and there are only passing references to Schumann's opera
Genoveva. However, the partsongs are included in the worklist, Appendix

A, and basic information about them may be found there.
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Schumann's earlier compositional career was divided neatly into
piano music (up to 1839), Lieder (1840), symphonies (1841) and chamber
music (from 1842) but the choral works are not so easy to categorise.

Das Paradies und die Peri, which Schumann worked on from 1841-43, was the

obvious candidate for the opening chapter. There then follows a
discussion of the smaller-scale choral works in a chapter to themselves,
for as they date from 1840 to 1853 they are accompanied by the
biographical background necessary for a complete understanding of the
choral works as a whole, with particular reference to the choral
societies with which Schumann was involved. The Manfred incidental music
and the Corsar fragment come next, for although the Corsar chorus and the

earliest of the Faustscenen are probably contemporary, the Faustscenen

were being added to up to 1850 (1853 if we count the overture) and so
take their place after Manfred. Having now reached the era of Schumann's
move to Diisseldorf in 1850, the ensuing chapters on the unachieved Luther

and the completed Der Rose Pilgerfahrt, the first two choral ballads, the

Mass and the Requiem, and the other two choral ballads all fall neatly
into the correct chronological order.

The translations of Schumann's letters, diaries and texts are my
own, except where stated otherwise. The only general exception to this
is the text translations for Manfred found in chapter 4, where Byron's
original has been used wherever possible.

Kingsley Amis's Jim Dixon starts a history article with the
memorable words: 'In considering this strangely neglected topic...' and
goes on to ask himself, with pardonable ferocity, 'This WHAT neglected
topic? This strangely WHAT topic? This strangely neglected WHAT?'
Schumann's choral music is indeed neglected, for none of it has achieved

the popularity of the song-cycles, piano music, symphonies or concertos.
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There are shortcomings in the choral works which I shall attempt to
isolate and define as we meet them. But this in no way detracts from the
value of the choral music as a focus for a historical and biographical
account of Schumann's later compositional career, and its intrinsic
significance still remains considerable.

The choral music does not deserve the almost total silence which has
descended over it. Over the last ten years Radio 3 has broadcast

Das Paradies und die Peri three times and the Faustscenen, Adventlied,

Motette, Requiem and Requiem fiir Mignon once each; the major London

concert venues have heard no Schumann choral music at all. We are
denying ourselves many beauties and some surprises by ignoring it, and if
this study were to encourage public performance of more of Schumann's
choral works then I should consider, with Schumann, that

...'what you are doing is not quite in vain.''

1. Boetticher (2), p. 393. Schumann said it of his work on

Das Paradies und die Peri in a letter to Eduard Kriiger dated 3 June
1843.




CHAPTER 2

DAS PARADIES UND DIE PERI, Op. 50

The history of oratorio has been closely connected with opera, and
in Schumann's case it sometimes happened that when he was most intent on
writing an opera, what eventually emerged was a work of the
oratorio/cantata type.

Das Paradies und die Peri sprang from his operatic plans of the

early 1840s. After devoting his earliest years of composition - and his
first 23 opus numbers - to piano music, he had turned to Lieder in 1840;
and as early as the May of that year we find him making plans for an
opera:

Now farewell, forgive these hasty lines, Doge and Dogaressa is
going round and round my head.'

This project, after the story by E.T.A. Hoffmann, came to nothing,
as did plans for subjects from Calderén’ and, in 1842-47, Der

Wartburgkrieg, the story later used by Wagner for Tannhduser.® But Tom

Moore's Paradise and the Peri proved more serviceable, though unsuitable

ultimately for operatic treatment.

The story was first brought to Schumann's notice by his old school
and university friend, Emil Flechsig, who arrived on a visit to the
Schumanns in June 1841 with a German translation - his own - in his

pocket. Flechsig recalled these events, some years later:

1. Boetticher (2), p. 338
2. Abraham, p. 839
3. Schnapp, p. 753
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...I had studied English in the late thirties, in the course of
which I had translated Lala [sic] Rookh for my own pleasure,
without any further purpose. When I was going to visit
Schumann in Leipzig on my summer holiday in 1841, it suddenly
occurred to me that the pretty little poem Paradise and the
Peri might perhaps be a subject that he could use for some
composition or other. I took it along, so that he could at
least look at it, ... Only, the piece made on him an even
greater impression than I had expected: he drew up on the very
same day a plan for the whole thing, which in the main he kept
to, and I still have it in my desk. Later on he made some
alterations to the text, shortened some passages, and added
some very pretty bits himself, in the main keeping to my
concoction. ...When I walked into his room with my Peri in my
pocket, I found him in the happiest of moods; he had only just
got married, and was still more or less on honeymoon;* he cried
out, delighted: "I'm enjoying work so much now, I'd like to do
something quite special - I'd really like to go to the East, to
the rose gardens of Persia, to the palm groves of India, oh,
it's assif someone was going to bring me the means to take me
there."

Flechsig, astounded, produced his translation of Paradise and the Peri,

the second story in Lalla Rookh, which answered almost exactly to

Schumann's description of the text he wanted.
This notable coincidence was certainly helped by the then enormous

popularity of Oriental themes in literature. The first in the field had

been Byron, with poems such as The Giaour (1813) and The Corsair (1814);
and Byron it was who had advised the Irish poet Tom Moore - celebrated at
that time for his verse translations of Anacreon (1801), and later
remembered for his Irish Melodies (1807-35) - to try his hand at an
Oriental theme.® This led eventually to some dissension, for Moore was a

slow worker, and by the time he had made some progress on Lalla Rookh

Byron had already gone into print with The Bride of Abydos, on a subject

4. The wedding had taken place on 13 September 1840, but it is
reasonable to suppose that its effects were particularly long-
lasting, especially in view of the struggle with Clara's father that
had dominated Schumann's life since 1837.

5. Flechsig, pp. 392-96

6. Brown, p. 576



-6 -

very similar to one of the projected Lalla Rookh tales. Nevertheless,

Lalla Rookh finally appeared - minus the contentious story - in 1817, and

was a considerable popular success. It is a long narrative poem with
four separate stories inside the overall story: the princess Lalla Rookh,
daughter of the Bmperor Aurungzebe, is on her bridal journey to Kashmir,
where she is to marry the King. She is entertained on the way by the
young poet Feramorz, who recounts the stories of the Veiled Prophet of
Khorassan, Paradise and the Peri, the Fire-Worshippers, and the Light of
the Haram. The consequence of all this is the arrival of Princess Lalla
Rookh at her destination, most unwilling to marry the King on account of
the young poet whom she now loves, only to find that Feramorz is in fact
the King in disguise.

Paradise and the Peri tells of a Peri (a Persian fairy) who

longs to enter Paradise. To do this she must bring 'the gift most dear
to Heaven.' She brings the last drop of blood shed by a hero defending
his country, then the sigh of love from a maiden sacrificing her life for
her betrothed; but Heaven's gate opens only when she returns with a tear
of penitence shed by a sinner.

The European Grand Tour had for long been an accepted part of the
upbringing of the sons of the aristocracy, and Byron had extended his
travels to Greece and Turkey; but Tom Moore knew the terrain only from
books on the subject. This may account for his somewhat laboured style,
in which every colourful local reference is weighed down by a learned
footnote, for example:

But whither shall the Spirit go

To find this gift for Heaven? - "I know

“"The wealth," she cries, "of every urn,

"In which unnumber'd rubies burn,

"Beneath the pillars of CHILMINAR;®

"I know where the Isles of Perfume are

"Many a fathom down in the sea, .
"To the south of sun-bright ARABY;
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"I know, too, where the Genii hid

"The jewelled cup of their King JAMSHID,1
"With Life's elixir sparkling high -

"But gifts like these are not for the sky..."

8 The Forty Pillars; so the Persians call the ruins of
Persepolis. It is imagined by them that this palace and the
edifices at Balbec were built by Genii, for the purpose of
hiding in their subterranean caverns immense treasures, which
still remain there. - D'Herbelot, Volney.

9 The Isles of Panchaia.

1 "The cup of Jamshid, discovered, they say, when digging for
the foundation of Persepolis." - Richardson.’

Indeed, a criticism voiced in the poem by the stuffy old courtier
Fadladeen (a figure of fun) seems unwittingly apposite here:
The profusion, indeed, of flowers and birds, which this poet
had ready on all occasions, - not to mention dews, gems, &c. -
was a most oppressive kind of opulence to his hearers... ®

After the first flurry of activity caused by Flechsig's visit, there

was a long period of gestation. We will later find that Schumann would

normally work flat out for a few days on sketching a piece and have it
basically finished in a very short time, even though orchestration might
take longer or be left for a while. The delays which beset a few works
seem entirely due to problems with the libretto. The best-known example
of this is Genoveva; we shall also see this in some detail in the case of

Der Rose Pilgerfahrt (see chapter 6). Even the long period of years

which elapsed over the Faustscenen can be viewed in the same terms, as

Schumann was moved to set more and more excerpts from the Faust drama.
It seems clear from the diary entries that the two-year delay over Das

Paradies und die Peri was due to Schumann's efforts to get the libretto

right before he started. Despite the ascription 'Deutsch von E.

7. Moore, p. 136
8. Moore, p. 336
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Flechsig' on the title-page of both vocal score and full score in the

Gesamtausgabe of 1883, Flechsig's version and that of Theodor Oelckers,

published in Leipzig in 1839, were used only as a basis, and the finished
libretto coincides only sporadically with Flechsig's translation.’ The
poet Adolf Bottger was brought in to work on the libretto soon after
Flechsig's visit, on 30 August 1841 and again on 21 December 1841, "
Schumann was already acquainted with Bottger's work, particularly the
poem of the Spring, 'Du Geist der Wolke, trilb' und schwer', whose final

- line had recently inspired the motto-theme of the First Symphony:

Ex. 1 Symphony no. 1 in B flat major, 'Frithling',

opening of first movement:

Andonte un poco roestoso,

Hoens - —b > > > ~y
tfu L“(77'_‘:"——“‘1—w r - - T Y oA
)

{f[?“ Tho - le bluht der F}ﬁJA-qu Cuif!]

But Schumann himself also contributed to the text of Das Paradies

und die Peri, which comes as no surprise from the man who wrote of

himself, in his student days, that 'his talent as poet and musician
reaches the same level'.' His first biographer, Wasielewski, listed the
movements which were Schumann's work:

The departures from the original poem in the text of Das
Paradies und die Peri come altogether from Schumann's hand ...

9, Nauhaus (2), p. 717, note 291
10. Nauhaus (1), pp. 192 and 202
11. Boetticher (Zg, p. 22
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They consist, with the exception of a few practical

abbreviations, of the addition of the chorus for the Genies of

the Nile, the chorus of Houris, the Peri's solo, 'Verstossen',

the quartet, 'Peri, ist's wahr?', the solo 'Gesunken war der

goldne Ball', and the closing chorus...'?
Comparison of Schumann's text with Moore's original bears out the truth
of most of these assertions. However, I believe that 'Gesunken war der
goldne Ball' was included in error on Wasielewski's list, for it
corresponds to the stanza in the original text beginning ''Twas when the
golden orb had set'; and even the characteristically Schumannesque

effusion several lines later,

doch weiss die Peri wohl, der Schein,
es muss des Engels Licheln sein

is taken wholesale from Tom Moore's

But well th'enraptured PERI knew

'"Twas a bright smile, the Angel threw

From Heaven's gate.

Schumann's instinct in making additions, however, was absolutely
right, for the work owes much of its charm to the picturesque choruses of
the Nile Genies, Houris, Peris and so on; in fact, without them there
would be very little for the chorus to do in the second and particularly
the third part of the work. It remains a matter of regret that he was
unable to enliven Part III more in this way, but in view of the action
(or rather the lack of it) it is difficult to see how a choral element
with any dramatic credibility could have been introduced.

The text was not ready until 6 January 1842."  Work was then held

up by a period of illness, followed by depression during Clara's absence

on a concert tour. Schumann's next compositions were in the realm of

12. Wasielewski (1), p. 220

13. Boetticher (2), p. 357. Boetticher has '6. Jan. 1841' but it is
clear from the context that this is a misprint for 1842, and this is
confirmed by Nauhaus (1), p. 204.
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chamber music: the three string quartets op. 4l and the Piano Quintet and
Piano Quartet. In the meantime, he had returned to the idea of opera;
while reading the story of Tristan and Isolde in September 1842 he wrote

to Carl Kossmaly:

Do you know my morning and evening prayer as an artist? It is
German opera. There is my work ... "

But after another period of illness he returned to Das Paradies und die

Peri, which was finished on 25 May 1843. A letter to Eduard Kriiger,
dated 3 June 1843, shows Schumann happy and proud of his own achievement:

Excuse the handwriting — I've almost forgotten how to write
words. And so you must know that I've written many hundreds of
thousands of notes recently, and that I finished a big work on
Ascension Day, the biggest I've yet undertaken. The piece is
Das Paradies und die Peri by Thomas Moore - an oratorio, but
not for the chapel - only for cheerful people ..."

This last revealing comment gives rise to an interesting question.
Given that Schumann had thought to write an opera, but had no opera-house
training or connections, it was the obvious solution to write a concert
work instead. 1In that case, why did he not turn to that useful and
established standby, oratorio, but feel that he had to create what he
described as 'a new genre for the concert hall'? '

One clue may be found in Schumann's own attitude to religion: he had
described himself as 'Religious ... without religion'17 - admittedly, at
an early age; but later evidence, such as it is, appears to confirm this
acknowledgement of generalised religious sensibility without adherence to

8 , , :
any specific faith.' It is certainly true that the Scriptures had no

attraction for him as material for musical setting, and his Mass and

14. Boetticher (2), p. 389

15. Boetticher (2), p. 393

16. Jansen (2), p. 189

17. Boetticher (2), p. 22

18. Zwickau, in Lower Saxony, was in the Evangelical or Reformed part of
Germany.
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Requiem were both written after he had had some experience of the musical
needs of the Diisseldorf churches, as part of his job as municipal music
director there. So Schumann was by nature and temperament far more
inclined to take a non-biblical, non-hagiographical subject; and the

vaguely religious leanings of Paradise and the Peri accord well with that

part of Schumann's psyche illuminated by his choice of texts by Adalbert

von Chamisso (Frauenliebe und -leben, op. 42), Moritz Horn (Der Rose

Pilgerfahrt, op. 112), and Elisabeth Kulmann (Midchenlieder, op. 103).

Das Paradies und die Peri, then, seems to have fulfilled an

important need for Schumann. But more difficulties arise when we look
for links with the past. Upon what did he (or could he) model this 'new
genre for the concert hall'? A model was certainly necessary, for the
quasi-improvisatory manner of composition of his early piano pieces would
not serve for much larger forces. But its precursors are few indeed:
Schumann attended the first Leipzig performance of Mendelssohn's Die

erste Walpurgisnacht, after Goethe, on 2 February 1843 " (which seems to

have encouraged him to start Das Paradies und die Peri) and he reviewed

Karl Loewe's Johann Huss for the Neue Zeitschrift fiir Musik in the same

year. Johann Huss, however, is perforce explicitly Christian in a way

that Das Paradies und die Peri is not; so, too, are the immensely popular

oratorios of Spohr. It is also significant that Schumann spent the first

paragraph of his Johann Huss review in speculating on the need for new

terminology:

Loewe's new oratorio ... is, right from the pen of the poet,
not intended for the church, and stands between opera and
oratorio, suitable for the concert hall or for a music
festival. As yet we have no word for this hybrid; 'spiritual

19. Godwin, p. 66; Nauhaus (1), p. 236
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opera' makes you think of something else, and 'dramatic
oratorio' doesn't give the right impression either.?

He could just as well have been describing Das Paradies und die Peri as

Johann Huss.

Die erste Walpurgisnacht seems at first sight to share some of the

characteristics of Das Paradies und die Peri (particularly in the choral

movements and the use of recitative for narration) but it has at least as
many points of difference, such as the extensive, programmatically-titled

overture (Das schlechte Wetter - Die {bergang zum Friihling) instead of

the brief prelude; the absence of arias for solo voices; and the style of
the choral movements, which in the Mendelssohn seem to derive equally
from the German choral tradition and (more specifically) from the
chorale, whilst in the Schumann their ancestry is somewhat different, as
we shall see.

Is German Romantic opera a more likely model, as may be suggested by
Schumann's preoccupation with it? In fact, the conventional set-pieces

of the day, Kavatine, Preghiera, Opernpolacca, Opernballade, are

conspicuous by their absence; nor does Schumann - in this work at any
rate - make any use of the melodrama, used with such success by Weber and
Marschner. Gone, too, is the spoken dialogue of German Romantic opera;
and in fact it is in Schumann's decision to employ continuous arioso
melody for the narrative and descriptive portions that he appears most

modern, as ex. 2 shows.

20. Schumann, R., p. 201
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Ex. 2 Das Paradies und die Peri, opening of Part II:
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[The Peri appeared with timid gesture before Eden's gate, in her heart
the happiness of the hope of Heaven. ]

Some of the music of Part I1I, for instance the baritone solo 'Mit ihrer
Schwestern Worten wichst ihr Schmerz', would be quite at home in the

first act ol Die Walkiire, anticipating Wagner by some thirteen years:

Ex. 3 Das Paradies und die Peri, Part III, no. 22:

[Lebhn%&. d =120]

irff‘garnon Bolo 1—11, l}ﬁ +—1 g f i f P = i - 1 " 1 T ]
R = e e e =
Mit ih_rer Schwestern Wor_ten wachst i hr Schmerz, ‘ /’T\

A A Clar, . —— 5 ‘ o 3
gﬂg [0 . - - ﬂ: p— < Ry ‘}p”‘l —= J S
e ) - J‘-_i_xr  — e e — —

I = . -1 t —t—1
' J o) espress. | —

fe1] i » p :

. 3 ) B -y - 13

—+ i?._;: | v o a3 73 et & =

e AR J ¢

— = r%’l—//g: F #E ) et
— ¥

[With her sisters' words awakes her grief]
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Schumann was quite aware of this progressiveness; in a letter to
Franz Brendel written from Berlin and dated 20 February 1847, about the

Berlin premi2re of Das Paradies und die Peri, he remarks:

... I only want to ask you to give your full attention to the
lovely fairy. Heart's blood hangs on this work. Anyway two
objections that were made here to her - the lack of
recitatives, and the continuous following-on of the musical
numbers - these seem to me to be merits in the work, real
technical progress - I wish you could see it like that.?

We must look nearer home for Schumann's model for his 'aria'
movements. Despite the progressiveness of the arioso passages, the style
of his arias is nothing like so modern; in fact they are Lieder writ
large. While this has certain advantages in the way of ensuring a fine
vocal line, there are also disadvantages in the transfer of Lieder to a
large-scale narrative work with orchestral accompaniment. Schumann
achieves many felicitous touches of orchestral colour and detail, but far
too often the accompaniment consists only of those repeated chords so
effective on the piano, here blown up to many times their normal size by

the instrumentation; see ex. 4.

21. Jansen (2), p. 234
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Ex. 4 Das Paradies und die Peri, no. 15:
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[Deserted youth, one thing alone remains to give him comfort, that she
whom he has loved truly for many years is protected from the plague in
her father's princely house. ]

The Lied character of the arias extends to a certain similarity with real
Lieder: the Peri's aria in Part III, 'Hinab zu jenem Sonnentempel!'

recalls 'Im Rhein, im heiligen Strome' from Dichterliebe, and the

introduction to her 'Es fidllt ein Tropfen auf's Land Egypten' bears at
least a passing resemblance to 'Auf einer Burg' from the Eichendorff

Liederkreis, as shown in ex. 5.
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Ex. 5a Das Paradies und die Peri, no. 23, 'Hinab zu jenem Sonnentempel':
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[Down to that Temple of the Sun]

Ex. 5b Dichterliebe, 'Im Rhein, im heiligen Strome':

Ziemlich langanm,

[In the Rhine, in the holy river, there is mirrored in the waves...]

Ex. S5c Das Paradies und die Peri, no. 25, 'Es fdllt ein Tropfen':
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Ex. 5d Liederkreis (Eichendorff), 'Auf einer Burg':
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[Asleep up there on the lookout is the old knight...]

The passage beginning 'Es fidllt ein Tropfen' in ex. Sc also recalls The

Art of Fugue, but there is no conclusive evidence to suggest that

Schumann knew this work in 1843. He made a detailed and comprehensive
study of fugue in 1845, and was a founder-member of the Bach-

Gesellschaft, set up in 1850; but this earlier attempt at a Baroque style

extends only to the first half of the aria, and it may well derive from
the model for his choral movements, which will be described later in this
chapter.

A look at the work as a whole discloses a surprising lack of purely
orchestral passages. Typically, each movement for a solo voice has only
a short prelude of four bars, with similarly brief interludes and
postludes, exactly in the manner of a Lied; the chorus movements in
general have even less than that. Only one part, the first, has any
extended prelude, and no part has any concluding orchestral music. The
only big solo orchestral passage is the music representing the battle
between the Indians and their oppressors in the first part, but even this
appears again shortly as the accompaniment to the next choral section.22

The nature of the work is such that Schumann had no overwhelming reason

22. There is a parallel case in Berlioz's Grande messe des morts, where
the celebrated passage in the Dies irae for the four brass bands is
heard a second time as the accompaniment to the Tuba mirum.
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to include purely orchestral passages. It is not a stage work, despite
the narrative, there is no action, and therefore no practical need to
allow time for it in the score - except that need which communicates
itself as a sense of breathlessness in the face of such unrelieved
singing. (Bach's B minor Mass, as currently performed in its entirety as
a concert work, has much the same effect.) It is debatable, too, whether
Schumann would have had sufficient dramatic sense to realise that such
instrumental passages are necessary to pace the action, even when it is
imaginary; and this is particularly important in a score such as Das

Paradies und die Peri where he had blurred the distinction between

recitative and aria by his use of arioso narrative. Schumann had none of
the salutary experience of Weber or Wagner in conducting opera over whole
seasons in a provincial repertoire house, and although he was an opera-

goer (as his reviews for the Neue Zeitschrift fiir Musik demonstrate) he

was on the whole not pleased by what he saw,23 and is, I believe,
unlikely to have derived any worthwhile lessons from it.

Schumann's method of composition also left its mark on the work. Up
to 1845, the year of his intensive studies of fugue, he always composed
at the piano. This may well explain such pianistic devices as ex. 6 -
the broken chords in the accompaniment are effective and easy on a
keyboard instrument, but ungrateful and undistinguished for strings;
while in the case of ex. 7 the vast expanses of repeated dominant seventh
chords can be made acceptable and even graceful by elaborate piano
figuration, but in plain semibreves for full chorus and orchestra, with

no superficial relief, the effect is downright dull.

23. Schumann, R., e.g. pp. 128-32 (Les Huguenots); pp. 69 ff (Rossini)



-19 -

Ex. 6 Das Paradies und die Peri, opening of no. 11:
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[Her first hope of Heaven vanished]

Ex. 7 Das Paradies und die Peri, no. 9, closing chorus of Part I:
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Ex. 7 continued
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[For holy (is the blood shed for freedom by the hero's courage)]

Let us now seek Schumann's model for his movements for full chorus.
It is clear that the solid fugal-style movements are unconnected with
operatic or Lied-like styles, but neither do they owe much to the obvious

model of Bach fugues. The most significant influence can be traced back

to Schumann's student days.
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When he had spent a year at the University of leipzig, pretending to
read law, Schumann induced his long-suffering guardian and mother to
agree to a move: he wished to go to Heidelberg for a year, alleging that
the best professors of law were there and that he really should go and
attend their lectures. The real reason was that his friend Gisbert Rosen
had gone to Heidelberg, and wrote so delightedly of it that Schumann
longed to join him there.’* 1In the event, the move to Heidelberg was
decisive, for there Schumann finally opted for music and wrote again
begging to be allowed to return to Leipzig to study with Wieck, since at
that stage he was still intending to make a career as a concert pianist.

The stay in Heidelberg, however, had another important consequence.

One of the very law professors with whom Schumann was supposed to study

was Justus Thibaut, an enthusiastic amateur musician, whose particular
interest was the choral music of Palestrina, Lassus, Victoria and their
contemporaries, and of Handel, Bach and Cherubini. Thibaut held weekly
rehearsals at his house (two sectional rehearsals and one full one) and
twice in each term invited an audience of friends to hear the results.?
Schumann did not take part but he did go along to listen; although there
is only one specific mention of a Thibaut concert in his Heidelberg diary

(the fourth volume of the rather impressionistic Hottentottiana, 21 May

1829 - 1 April 1830)26 it is clear from his comments in letters and
elsewhere that he went several times (possibly to the Thursday full
rehearsals as well as to the performances) and that the most lasting

impression was made by the Handel works which he heard.

24. Boetticher (2), p. 35
25. Niecks, pp. 82-84
26. Eismann (3), pp. 197-230
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At first he was rather dismissive of Thibaut's efforts; in a letter
to Wieck dated 6 November 1829 he said,

Opposition is growing against Thibaut, and I'm forming part of

it; you'll scarcely believe what glorious, pure, noble hours I

have spent with him and how I'm pained by his biased and really
pedantic opinions on music ...?%

and on a later page, after requesting Wieck to send him lots of Schubert
and some pieces by Moscheles, Hummel, Herz and Czerny, he returned to the

attack:

Thibaut will have to get under the table with his Handel opera
arias.?®

But by the following February he had altered his opinion. In a letter to
his mother dated 24 February 1830 he wrote

...Thibaut is a wonderful, divine man; I spend my most

enjoyable hours with him. When he has a Handel oratorio sung

at his house (every Thursday more than 70 singers are there)

and accompanies so enthusiastically on the piano, and then at

the end two big tears roll down from his fine large eyes

beneath his beautiful silver-white hair, and then comes to me

so delighted and cheerful and shakes my hand and says not a

word from sheer emotion, then I really don't know how a beggar

like me can have the honour to be a listener in such a holy

house. ?®
On the day after this letter was written Schumann attended the
performance of Handel's Samson at Thibaut's house, and was inspired to
make a long entry in his diary about it, chiefly about fancied literary

) 30

parallels between Handel and Shakespeare and between Handel and Schiller.

Two comments from years later go to show what a profound impression

had been made on him by Thibaut's Handel performances. In 1841

Zuccalmaglio contributed an essay on Thibaut (who had died the previous

27. Schumann, C., pp. 80-81
28. Schumann, C., p. 85
29. Schumann, C., p. 105
30. FEismann (3), p. 230
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year) to the first two numbers for that year of the Neue Zeitschrift fiir

Musik. He criticised Thibaut for incomplete performances of Handel

oratorios, and Schumann added a footnote: 'Yet in 1829 I heard many a

whole oratorio.' > (One can only honour Schumann for his defence of his
former master, and yet his own diary entry for the Samson performance on
25 February 1830 records that only the first part was given.)32 Perhaps

more significant is his reference to Das Paradies und die Peri as 'my

Sam[s]on' in a diary entry for 26 September 1843;33 he had heard a
performance of Samson conducted by Hiller three days earlier, which must
have brought the comparison most forcibly to mind. In writing his own
large-scale choral work, Schumann based much of his writing for full

chorus on his recollections of Handel, even to the extent of using the

archaic time signature ¢.so that it looked similar on the page.

Strangely enough, the writing for groups of solo voices within the
choir, or for SA or TB forces, is much more original in conception, as if
Schumann no longer felt the need to lean on his Handelian walking-stick.
A possible parallel could be Mendelssohn; certainly the latter's 'fairy

music' manner as exhibited in his incidental music for A Midsummer

Night's Dream has much in common with, for instance, the chorus of Nile

Genies and the closing aria with chorus of Part II. There could also be
some influence from Haydn, whose use of full chorus with soloists is

sometimes recalled by Schumann's. The foregoing elements may account in
some measure for the sometimes imperfectly integrated style of the piece,

for the deliberate archaisms of Schumann's choral manner and the modest

31. Niecks, p. 84
32. Eismann (3), p. 230
33. Nauhaus (1), p. 353
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tone-painting of his Lieder accord ill with proto-Wagnerian endless
melody.

But the piece has many successful moments, foremost amongst which
may be numbered the 'picturesque' choruses:

the battle scene in Part I;

the chorus of Nile Genies in Part II;

the chorus of Houris in Part III;

and the quartet of Peris in Part III.

It is hardly concidence that, firstly, the three last named are for
combinations other than SATB, and secondly, the four correspond broadly
to the numbers which Schumann contributed to the text.

It has already been remarked that Tom Moore derived his Orientalisms
from textbooks; Schumann, likewise, had been no further east than Vienna,
but in musical language a ready-made shorthand was available to signal
'the East' to audiences, namely the 'Turkish' or 'janissary' music
familiar as a colouristic device in the Classical period. It is a
deliberately primitive style, owing much to droning bare fifths and the
superimposition of bass drum, cymbals and triangle upon the normal
orchestra. The question of whether this has anything to do with real
Eastern music is not at issue; it was merely a way of indicating Oriental
provenance to the hearer and was understood as such in works throughout

the Classical era and beyond, for instance in Mozart's Die Entfiihrung,

Haydn's 'Military' Symphony, Beethoven's Ruins of Athens and his Ninth

Symphony.

It is to Schumann's credit that he does not over-use this obvious
device. The battle scene in Part I, beginning with the declamatory 'Doch
seine Strome sind jetzt roth' for chorus tenors, is enlivened with

percussion effects in the passage for orchestra alone - which could
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equally well represent the clash of arms in the fight as the essentially

Oriental nature of the piece.

The chorus of Houris, beginning Part III, is the only piece of
traditional 'Turkish' music, with its swaying dominant-tonic chords over
a tonic pedal and its triangle, bass drum and cymbals. Yet the strength
of this movement lies not in its superficial exoticisms but in the
success of its canonic theme., This is carried on strictly at two bars'
distance, accommodating itself only to final cadences. Tﬁe canonic theme

itself may be related to the opening theme of the piece, about which

there is more to be said later.

Ex. 8 Das Paradies und die Peri, canonic theme of no. 18:
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The chorus of Nile Genies, 'Hervor aus dem Wasser geschwindt', and
the quartet of Peris, 'Peri, ist's wahr?', have so much in common that
one could be seen as a recomposition of the other; for instance,

both are marked Lebhaft and are in z'and B minor;

in both the orchestral texture consists of rushing or tremolo
semiquavers in a middle voice, staccato woodwind chords above and
pizzicato or staccato bass notes;

both main themes are triadic;

both have a middle section of trills or tremolo accompaniment with

octave leaps in the vocal parts.

Ex. 9a Das Paradies und die Peri, no. 11, chorus of Nile Genies,

opening section:
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[Quick, out of the waters and see the sweet lovely child]
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Ex. 9b Das Paradies und die Peri, no. 22, quartet of Peris,

opening section:
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[And as she soared downwards, a group of Peris surrounded her:
'Peri, is it true that you want to go to Heaven?']
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Ex. 9c Das Paradies und die Peri, no. 11,

middle section with octave leaps:
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[It is a Peri, what a pretty face ... but she takes no notice of us!
'Ah, Eden, how my heart longs for you'; listen to her singing!]
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Ex. 9d Das Paradies und die Peri, no. 22,

middle section with octave leaps:
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[Don't you like the sunshine?]

Despite these remarkable points of similarity, the Nile Genies'
chorus is entirely transformed by Schumann's masterstroke, bringing in
the voice of the Peri singing as though to herself her refrain of longing
for heaven. This is a piece of dramatic juxtaposition unhappily all too

rare in Schumann.



Ex. 10 Das Paradies und die Peri,

entry of the Peri:
[Lebhaft. d = 138.]
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no. 11, chorus of Nile Genies,
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Ex. 10 continued
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[Look at the pretty child! It is a Peri, what a pretty face - but she
takes no notice of us! 'Ah, Eden, how my heart longs for you, when

will the gates open to me?' Listen to her singing! Quick, out of the
waters and see the sweet lovely child...]



_33_

Another example of well-sustained invention is the chorus 'Weh', er
fehlte das Ziel' in the first part. The young hero's last arrow,
launched in defiance at the tyrant, has missed its target. The chorus is
a deceptively simple matter of juxtaposing pairs of voices in thirds

against each other, with striking harmonic results.

Ex. 11 Das Paradies und die Peri, no. 8:
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[Woe! he has missed the mark]

The first statement is by SSAA, then TTBB; later, divisi sopranos
and basses repeat it, followed by altos and tenors. The postlude is a
shortened repeat with coda. The other two elements in the movement are a

flowing countermelody for middle strings and a sustained pedal note. The
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latter is not easy to define: the movement has the key signature of three
sharps throughout, but seems to begin in B minor, over a pedal B; at the
end of the first statement, the theme cadences in E minor, and the next
statement begins in that key, turning the B into a dominant pedal. This
second statement, however, continues exactly like the first (Schumann has
a predilection for real fugal answers, wherever they might take him) and
moves at its close to A minor, still over the pedal B. In the course of
his next phrase he unobtrusively shifts his pedal note to C sharp, and
the process is repeated with the C sharp acting first as tonic, then
dominant, then supertonic pedal, until the final cadence (at last in F
sharp minor) is reached. To counteract all the earlier remoteness, the
postlude is all in F sharp minor over a tonic pedal.

The other choruses in the work do not, in the main, reach this high
degree of interest. Schumann frequently has recourse to unison or octave
writing for the chorus, which can be a bold stroke (as, for example, in
the quasi-recitative 'O Land der Sonne, wessen Schritt geht iiber deinen
Boden' in the chorus 'Doch seine Strome sind jetzt roth') or can seem
merely inadequate (for instance at 'und Sterne, Mond und Erde, so nimm'

uns eilig mit!' in the quartet of Peris); see ex. 12.
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12a Das Paradies und die Peri, no. 6, quasi-recitative for chorus:

[ Allegro]
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[0 1land of the sun, whose stride goes over your ground...]
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Ex. 12b Das Paradies und die Peri, no. 22, unison passage for chorus and

orchestra:
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[...stars, moon and earth, so take us quickly with you! Peri ...]

However, his quasi-Handelian style is much more effective, and even in
the lengthy imitative movements of the first part the interest is held by
the skill he shows in interweaving his material. Although Schumann leads
us to expect a full-dress fugue at points like 'Doch seine Strime' and
'Denn heilig ist das Blut' (in the concluding chorus of Part I) it is
really only fugato, for the fugal exposition is the limit of his
exploration of genuine fugue. Nevertheless the Handelian appearances are
kept up with his use of terse, bold subjects and with the use of the alla
breve time signature. The latter convention causes some considerable
difficulty in construing the faster movements; for example, at the words
'Und wiirde nicht triiben die klarste Fluth', where the finale to Part I in
effect begins, the metronome mark is d = 132, and presently the

indication Nach und nach rascher brings the basic beat to a semibreve, or

whole bar. By this time the acres of semibreves, many of them tied, are
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very difficult to read, although the speed is no more than a brisk’ i

would be if the note-values were quartered.

Schumann is adventurous in his use of remote keys and distant key
relationships in this work. In the Peri's early recitative, 'Wo find'
ich sie?', leading to her aria, 'Ich kenne die Urnmen', there is a rapid
move from A major via C sharp minor and E major to D sharp major,
enharmonically E flat major, which is then seen as the dominant of the A

flat major aria - all accomplished within eighteen bars.

Ex. 13 Das Paradies und die Peri, no. 4,

modulation from A major to A flat major during recitative:
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[Where shall I find it? Where blooms, where lies the gift which is
pleasing to Heaven? I know the urns filled with treasure...]
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. The expressive purpose of this distant modulation could be thought of as

characterising the Peri's worldwide search for the gift most dear to

Heaven.

At the end of the solo quartet, 'O siisses Land, o Gdtterpracht' in
Part I, the tonic F immediately becomes the mediant note 6f a D flat
major chord, which itself immediately becomes, by way of an emphatic
cadence, the tonic of the next movement, 'Doch seine Strdme sind jetzt

roth', as shown in ex. 14:

Ex. 14 Das Paradies und die Peri, transition to no. 6:
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[But its rivers now run red with human blood]
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Here the purpose of the remote modulation could be to point the contrast
between the 'Paradise' described in no. 5 and the land whose rivers run
with men's blood in no. 6.

The modulation between the end of the mezzo-soprano aria,
'Verlassener Jiingling', and the beginning of the tenor's 'Doch sieh', wer
naht dort leise schleichend' in Part II moves between two keys a tritone
apart in five bars. C, the established tonic, becomes the leading note
of D flat major by a Schubertian semitone sidestep, and with the addition

of C flat to complete the dominant seventh, G flat is reached.

Ex. 15 Das Paradies und die Peri, no. 15, transition to tenor solo:
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The tenor solo that has been reached is remarkable for twice modulating a
tone higher in each succeeding phrase: having started in G flat major,
the first phrase goes to A flat major, the second to B flat minor, and
the third phrase achieves a semitone step to C flat major. This could
well portray the youth's astonishment at the appearance of his beloved

when he thought she was far away from him in his dying moments.

Ex. 16 Das Paradies und die Peri, no. 15,

modulations in the first four phrases:
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[See, who comes slipping softly towards the gloomy thicket, resembling
the goddess of health, with rosy cheeks of springlike freshness! It
is she, illuminated by the moon's ray; it peacefully shines on the
faithful bride approaching. ]
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A closer look at Schumann's modulatory procedure shows that it does
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not normally follow the usual classical model, but relies more on the

device of letting the note at the top of the final chord become the tonic

or dominant (or, occasionally, the mediant) of the succeeding movement.

The bass note of the final chord is of comparatively little influence. A

concise example of this usage within a movement can be found in the final

section of no. 6, the chorus 'Doch seine Strime sind jetzt roth',

beginning at the words 'Gazna lebe, der mdchtige Fiirst'.

Here the basses

of the chorus, in unison, represent the forces of the tyrant Gazna, while

the tenors, divisi, shout defiance as the oppressed Indians:

Ex. 17 Das Paradies und die Peri, no. 6, chorus of Indians and
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Ex. 17 continued
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[Long live Gazna, the mighty sovereign - Death to the tyrant!]

The chorus is in B flat minor, but the tenors never sing in that key;
instead, the note on which the basses end their phrase becomes the
dominant of the tenors' answering phrase, thus:

basses end on A flat: tenors begin in D flat major;

basses end on C: tenors begin in F minor;

basses end on G flat: tenors answer in C flat majot.
The two groups coincide in D flat major only at the very last cadence, so
that the tenors' determination to modulate away from the basses could be

seen as depicting their gallant but in the end unsuccessful opposition to

their conquerors.



-43 -

These unconventional modulations also show us that at this stage the
top note in the harmony was more important than the chord underneath, an
unusual view which underlines Schumann's relative lack of formal
instruction in music theory; his studies of thoroughbass and counterpoint

with Heinrich Dorn in Leipzig in 1831-32 had lasted for only ten months.>*

Let us now examine Schumann's structural handling of one of the
longer movements in this work. In any work with a text, the form can be
said to depend on that text as its prime mover, and on the constraints of
purely musical form and symmetry as a secondary consideration. Although
Schumann prided himself on the fact that he had made the movements
continuous, it should be borne in mind that they are still discrete
movements; it is the joins between them that he has provided. But in
Part III we find the scena beginning 'Hinab zu jenem Sonnentempel!', a
longer stretch of music in which some repetition and development might
well be thought advantageous; so let us see how Schumann tackles this
problem,

We have reached that point in the story where the Peri, cast down
after the rejection of her two earlier gifts, takes fresh courage and
descends to Syria in search of the prize. The scena, no. 23, opens with
her words of defiant hope, and thereafter it is all narration: the tenor
soloist describes her flight over the valley of Baalbec, where she sees a
child playing among some wild roses; and then a weary traveller stops his

horse nearby to drink at a spring. The horseman has a wild and savage

34. Boetticher, (2), p. 60
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expression in which the timorous tenor reads
Dark tales of many a ruthless deed;

The ruin'd maid - the shrine profan'd -

Oaths broken - and the threshold stain'd
With blood of guests!?®

The mezzo then describes the child kneeling in prayer at the muezzin's
evening call, and the tenor tells how the traveller is forcibly reminded
of his childhood state of innocence which is in such marked contrast to
his present state of sinfulness, so that a tear of remorse steals to his
eye.

In this scena Schumann makes use of blocks of three contrasting
kinds of material. The first section, A, is announced in E minor, moving
in minim chords at march tempo, with the vocal part very declamatory and

aggressive, characterised by double- and even triple-dotted notes. It is

used for the Peri's defiant bolstering-up of her hopes and her

determination to make one final effort to find the gift most dear to

Heaven.,

Ex. 18a Das Paradies und die Peri, no. 23, 'A' section material:
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35. Moore, p. 155
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Ex. 18a continued
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[Down to that Temple of the Sun! there I can see an amuilet, on whose

stone a symbol shines, fused on to it by a flash of lightning, and a
leaf on which Solomon's seal glitters in purity;]

The second section, B, 'Sie schwebt herab im frohen Hoffen', is in A
major, and although the pulse is the same, the harmonic speed slows from
J d \J Jd to o °|Q_L° or at most o|o - a gentle stroll. This

section is much more calm and flowing in style; the vocal part has no
violent dotted notes, but is mostly in plain minims. It is used for the
description of the Peri's flight to Baalbec, the little boy playing, and

later on the boy at prayer.
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Ex.18b Das Paradies und die Peri, no. 23, 'B' section material:
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[She floats down in joyful hope, the lovely eye of heaven still
laughs; and the portals of the sunset still stand (open in the west)]

The C section appears first of all as a purely orchestral interlude
(one of the very few in the work, and all the more welcome), but later on
it reappears to the words 'dann kehrt er schnell sein wild Gesicht'; it
is characterised by a dotted rhythm played by horns in octaves, and
canonic semitone stepwise movement, and it is used for the passages about

the menacing horseman.
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Ex. 18c Das Paradies und die Peri, no. 23, 'C' section material:

[Nicht 3u schaelt. d = l00]
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[...(as) wild-rosy as they themselves. Near the boy, who, now tired
of play, was (lying down) amid the flowers...]
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[Then he turns his wild countenance upon the pretty child, who sat
unafraid, although the light of day had never (seen such a savage
face)]
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The stages of the story and the three types of material used are kept
very much separate as described above, with one exception: at the words
' jetzt einen miiden Mann und schnell', about the horseman, the original A

section material returns for several bars, as shown in ex. 18d:

Ex. 18d Das Paradies und die Peri, no. 23,

'A' section material recurs to words about the horseman:
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[Now she sees dismounting from his sweating horse an exhausted man who
quickly bends down to drink from an overgrown spring, ]
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This unexpected combination could serve to emphasise the horseman's
desperation to quench his thirst, in much the same way as we see the
Peri's desperation to find the gift.

Although the ensuing movement is clearly marked as starting with the
chorus entry 'O heil'ge Thridnen inn'ger Reue', there are overwhelming
musical reasons for treating the final 23 bars of baritone solo of no. 23
as belonging to that chorus rather than to the preceding scena, for they
share the same key and time signatures, metronome marking;
instrumentation and general atmosphere. Besides, the baritone has played
no part in the scena and only enters now with the words of the evil
stranger.

As regards the 293 bars of the scena, it is interesting to note that
it is roughly symmetrical in form: two unequal parts each with its own
arch form, thus:

A B C B A B C B

bars 1 - 138 139 - 293

However, the only caesura in the movement is at bars 183-184, which falls
some way into the second half.

The plan can be broken down as follows:

Bars

A 1-58 Soprano 'Hinab...' E minor — C sharp minor
B 59-101 Tenor 'Sie schwebt herab' A major — E major

C 101-107 Orchestra (menacing semitones) E tonic —= C tonic

B 108-24 Tenor 'Beim Knaben' C major — B minor

A 124-38 Tenor 'noch einen miiden Mann' E minor — D major

B 139-83 Tenor 'dann kehrt er schnell' G minor —C sharp minor
C 184-260 Mezzo 'doch horch, wie

Vesperruf' E major
B 261-93 Tenor 'Und was fiihlt er' C sharp minor —B minor

Schumann, then, makes quite a feature of repetition of his material

in this movement. His manner of varying it can be described simply:
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The 'A' section material is at its second appearance a more or less
exact repetition of the opening 12 bars of the movement, with a short
cadence into D major.

The 'B' section is varied like this: at the second time, the vocal
line now has the melody first heard on the flute, and the original voice
part does not appear. At the third appearance, the material is heard as
for the first time but a fifth higher (the vocal line now assigned to the
mezzo); then after 15 bars an altered cadence brings the music back into
the original key. It continues as an almost exact repeat for about 20
bars, then changes to incorporate new material. The latter cannot truly
be said to be a development of earlier themes - the bass often moves by

semitone steps, but is not the same as the semitone movement in the 'C'

section. The harmonic speed alternates between J \c) d lJ and
J ‘ o \ o , the latter expressed in syncopated repeated chords. The
singularity of this section may well be due to the fact that it forms a
climax of the movement, where the child kneels to pray, and such a
flowering of lyrical melody is fitting at this point. (By contrast, at
the next dramatic climax, the tear of the repentant sinner, the music has
wound down almost to a standstill and the harmonic speed is only
°\_|/° ‘ O\J/cl d l c| ol °\J/°\_l_/°\l_,° atJ = 80.)
The material in section C is the most developed of all: the
orchestral episode recurs in different keys (or, to be more accurate,
with different dominants - the fanfare note of the horns in octaves
proves to be the dominant of the phrase to which it leads) based on E, D,
F, G sharp and C sharp. To this is added a vocal line based on octave
leaps and minatory semitones, coming to a musical climax at the C sharp
minor imperfect cadence at bar 183. The final appearance of the 'C'

material is much more conventional: the octave fanfares remain, but the
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clashing semitones have given way to a sequence of chords around Fhe
inverted pedal. The vocal part of this last section is much more
lyrical, more like that in section B; perhaps this is a reflection of the
horseman's impulse to penitence for his years of crime.

Modulations are usually treated in the manner described earlier in
this chapter (as, for instance, in the join between the A and B sections
at bars 57-58, where the tonic C sharp becomes the mediant at the top of
an A major chord), but also as conventional V-I cadences in
conventionally related keys, which by and large are not so well handled.
For instance, in bars 105-7 (the junction of C and B material) the E-A
flat dyad reached by the semitone movement and horn calls dissolves into

octave Gs, and with a perfunctory filling-out of a dominant chord goes

straight into C major:

Ex. 19a Das Paradies und die Peri, no. 23, V-I cadence at bars 105-7:
[Nt 3u schnell.d = 100] ‘
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By contrast, between the B and A material a few bars later at 123-24

an inverted cadence in E minor is dovetailed in so well that the join is

barely perceptible,

Ex. 19b Das Paradies und die Peri, no. 23,

inverted cadence at bars 123-24:
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[...1lying down (amid the flowers), she sees dismounting from his
sweating horse an exhausted man who quickly (bends down to drink from
an overgrown spring)]

The 'mosaic' method of construction - repetition of entire blocks of
musical material transposed to new keys - has been noted elsewhere in
Schumann, even (or especially) in his symphonic development sections.>®
Such a method is quite unexceptionable in this scena, where no symphonic
development is at issue; but the difficulty lies rather in the technique

of juxtaposing somewhat ill-assorted blocks of material. They are well-

36. Roesner, pp. 20 and 342-43
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contrasted, it is true, but much as separate Lieder might be, and they

are placed even closer together than Lieder and tend to suffer from their

enforced proximity.

Schumann uses a rather rudimentary form of reminiscence-motif

technique in Das Paradies und die Peri. He is at his most consistent

early in the work, and seems to lose sight of the idea towards the end,
so much so that it is not entirely possible to say whether his use of
this device is deliberate or involuntary, or (which is perhaps more
likely) a kind of sleepwalking in which he fumbles his way almost
unconsciously towards a new compositional principle. It is, of course, a
great drawback to this sort of technique if the reminiscence-motifs are
so subtly employed as to be undetectable by the listener, and Schumann

comes perilously near to this in Das Paradies und die Peri, as he also

. 37
does later in Genoveva.

3
R.C. Godwin 8detects only one of these themes, the opening melody

for strings, ex. 20a:

Ex. 20a Das Paradies und die Peri, opening theme of prelude:

Andante. . J - 6O.
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37. Abraham (2), p. 854
38. Godwin, p. 125
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He labels it 'the Peri theme' and remarks ingenuously that it does not
refer only to the Peri. In fact, it refers only tangentially to the Peri
herself: it seems more likely that it represents a generalisation of the
mood of the piece, that is to say, longing - perhaps even a sigh of
longing, portrayed by its sighing cadence. Sehnsucht is the emotion
above all others that the Romantics coveted and cultivated, and this
could well be seen as the specific longing of the banished Peri to enter
heaven. This is borne out by the other appearances of the theme or its

variants, which tend to be at points where the Peri's longing is

stressed:

Ex. 20b Das Paradies und die Peri, no. 1:
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[...a Peri, griefstricken:]



...55_

Ex. 20c Das Paradies und die Peri, no. 3:
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Ex. 20d Das Paradies und die Peri, no. 18, Chor der Houris:
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Ex. 20e Das Paradies und die Peri, no. 20:
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out! The golden gate shut anew! Judged! Annihilated...]}

But the most singular feature of this theme is its opening turn of

phrase; the first five notes need only to be put into D major for them to

be immediately recognisable as the motto theme of the Fourth Symphony, in

its major guise as it appears in the coda to the first movement and the

finale: compare ex. 2la and 21b with the ex. 20 material.

Ex. 2la Symphony no. 4

in D minor, motto theme:

ZLieenhich |angscaM-(J = 52)

Ex. 21b Symphony no. 4
in D minor, motto theme as

heard in coda of first movement:
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This symphony had been begun in 1842 but was not finished until 1851,
after much revision. Its motto theme, and thus the opening of the
'Sehnsucht' theme, is deemed by Eric Sams to be an encipherment of the

name CLARA in musical notation.39

Sams's work on the use of ciphers in
Schumann is convincing up to a point, but it is difficult to follow him
all the way in his attempts to derive whole sentences as well as
significant words from some of the themes. The problem lies in his claim
that the use of ciphers explains otherwise inexplicable oddities in the
music;40 unfortunately the 'oddities' quoted in support of this view
sound neither odd nor unnatural, and in no way in need of any artificial
explanation. But Sams is surely right in saying that such encoded key
words as EHE (marriage) and CLARA do in fact permeate the musical
material.

If the opening theme is identified with 'Sehnsucht', then the Peri

herself can be depicted in her first theme, ex. 22a:

Ex. 22a Das Paradies und die Peri, no. 2:

No. 2
Pert Andantino. .) RO. (Natk vnd nock S({me"er)
##Nf,, _ . ~3~ P
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= ‘“:J:}:H:—:g =

Gei -ster, im 'Du‘ ke vaon Blu-men,die aim-mer yer- builh

[How happily the blessed spirits wander in the fragrance of flowers
which never fade]

39. Sams (1), pp. 586-7
40. Sams (1), pp. 586-7
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This reappears in a slightly altered version (ex. 22b) when she returns

with her first gift:

Ex. 22b Das Paradies und die Peri, no. 9:
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[Let this be my gift]

and in its entirety as a counterpoint to the Nile Genies' music as the

Peri approaches Lgypt (ex. 22c):

Ex. 22c Das Paradies und die Peri, no. 11:
[Lebhaft, d = 138]
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[Oh Eden, how my heart 1longs for you - Listen to her singing]

The theme associated with grief for the dead hero of Part I, 'Weh',
er fehlte das Ziel' (ex. 23a):
Ex. 23a Das Paradies und die Peri, no. 8:
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Ex. 23a continued
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[Woe, woe, he has missed the mark]

is prefigured in the piled-up thirds of the battle music, ex. 23b:

Ex. 23b Das Paradies und die Peri, no. 6:
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and it later makes a brief and somewhat puzzling appearance in the

jubilant chorus concluding the first part (ex. 23c):
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Ex. 23c Das Paradies und die Peri, no. 9:
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[For holy is the blood shed for freedom]

It appears at the words 'fiir die Freiheit verspritzt von Heldenmuth', and

here entries of the fugato subject 'denn heilig ist das Bluth' supply the

place of the strings and bassoon countermelody in ex. 23a. This
presumably serves to recall to us simultaneously grief for the hero's
death and rejoicing for his bravery.

Another theme, of ambiguous tonality because of its semitone
movement and outlining of a diminished seventh, may be associated with
'Edens Pforten' (the gates of heaven), the words at which it is first

heard (ex. 24a):

Ex. 24a Das Paradies und die Peri, no. 9:
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but it also sounds familiar because of its later role as the schergo

theme of the Second Symphony, to be written in 1845 (ex. 24b):

Ex. 24b Symphony no. 2 in C major, opening of scherzo:
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A more obscure motif can be detected at moments of special

intensity, such as the pronouncement by the Angel that the Peri can

indeed be redeemed (ex. 25a):

Ex. 25a Das Paradies und die Peri, outline of no. 3:
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[I can now reveal one joyful hope to you, child of a race which is

beautiful, yet full of gin]

the end of the Peri's aria 'Ich kenne die Urnen' (ex. 25b):
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Ex. 25b Das Paradies und die Peri, outline of the end of no. 4:
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[Did the diamond in a crown ever shine like the steps of Allah's
wonderful throne?]

the Peri sorrowing over the fate of mankind in no. 12 (ex. 25c):

Ex. 25c Das Paradies und die Peri,

outline of part of the Peri's recitative in no. 12:
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Ex. 25¢ continued

[ﬁ }]rou have any blooms left from Eden, the serpent creeps over them
all!

and when the Youth bids his beloved flee from him lest she catch the

plague (ex. 25d):

Ex. 25d Das Paradies und die Peri, outline of part of no. 15:
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[You here? One breath from me brings you death!]
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Perhaps too many expectations are aroused by dignifying it with the
status of a 'motif', as it consists only of a rising or falling
tetrachord, and it always appears in the accompaniment. But it does
appear in recognisable form at many climaxes, and reference to Eric Sams
shows that he has listed just such a motif as another of the 'Clara’

themes that permeate Schumann's works. *'

Recent scholarship has shown that not only did Das Paradies und die

Peri have a long period of gestation, but part of it was also subject to
a major revision three months after the Ascension Day on which Schumann
had first deemed it to be finished; the exact dates are given in Appendix
B. % It appears that the original finale would have consisted of the
opening arioso, 'Die Peri sah das Mal der Wunde', the Peri's 'Sei dies
mein Geschenk', the ensuing solo and chorus which begins 'und wiirde nicht
triiben die klarste Fluth' and the fugato chorus on 'Denn heilig ist das
Bluth', giving a movement only half the length of the replacement. It is
a matter of some regret that Schumann made this finale so much longer,
for as remarked earlier he thereby fell into the trap of writing vast
expanses of dominant seventh chords which destroy rather than build the
climax. However, some happy touches can be found in the longer version,
such as the trumpet fanfares which herald the new section, the

interweaving of the 'Weh!' motif (see ex. 23c) and the use of solo voices

towards the end as a contrast to the choral tutti. Schumann may also

41. Sams (2), p. 23

42. Nauhaus (1), p. 353, and (2), p. 741. The confirmation from the
manuscript source was provided by Dr Rudolf Elvers of the
Staatsbibliothek Preussischer Kulturbesitz.
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have felt that the work as a whole did not have enough for the chorus to
do (they appear in three of the nine movements of Part I, three out of
eight in Part II, and four out of nine in Part III) and took this way of

increasing their contribution to the work.

Das Paradies und die Peri had numerous performances in the 1840s and

1850s; but the work was in an unfamiliar style, and the many problems
which beset it in performance (whether deliberate or not) did nothing to
help its cause. Even such a partial friend and experienced musician as
Wasielewski found the idiom difficult, though he conscientiously attended
extra rehearsals in order to learn the work thoroughly. A play-through
took place in October 1843, for which he was engaged as the viola player:
there were soloists, a small chorus, five strings, and Clara filling in
the remaining parts from her own piano reduction, under the direction of
the composer. Wasielewski continues:

Soon after the run-through of Das Paradies und die Peri the
full chorus rehearsals also began, They took place in the
small hall of the Gewandhaus, which served in the beginning as
a classroom for the pupils of the Conservatory.*® Although I
found ample opportunity for getting to know the work better
through being in the orchestra for the performances on 4 and 11
December 1843, I also assiduously attended the numerous ...
piano rehearsals whereby I was able to impress upon my memory
the tempi which Schumann took, as well as his intentions as
regards the performance of the whole. Frau Clara Schumann gave
the choir the necessary support with her perfectly judged piano
accompaniment, whilst her husband took the baton. Mendelssohn
was also present at one of these rehearsals. He sat down by
Frau Schumann, turned the page for her, and sang in the solo
entries in a few places in his pleasant light tenor. This
incident did as much for the friendly relations between the two
men, as the artistic care and devotion with which Mendelssohn

43, The Leipzig Conservatory had been started by Mendelssohn in April
1843. Schumann was on the staff as a teacher of piano, composition
and score-reading; Clara also taught the piano.
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went to work on the study and performance of Schumann's works

in the Gewandhaus concerts. **

The premiére on 4 December 1843 in aid of needy students at the
recently founded Leipzig Conservatory went well, and the second
performance on 11 December, also in Leipzig, was even better received.
But performance problems increased substantially at the Berlin premiére
in 1847. Schumann gave a brief outline in a letter of 20 February to
Franz Brendel in Leipzig:

«+. A couple of words about the performance of the Peri. It

was over-hasty; and I wanted to withdraw from conducting it

myself, but I couldn't because it would have caused even more

confusion. Some of the choruses went splendidly, the orchestra
was passable - but the solo parts, the Peri and the tenor! In

a city like that, to offer the audience such inadequate

performances in spite of the [high] ticket prices! The blame,

however, lay in the vagaries of two members of the theatre

company, Tuczek and Herr Kraus, who suddenly cried off two days
before the performance - the traitors - so that the tenor and

soprano parts had to be taken by a couple of amateurs. They

hardly got the notes - not to speak of anything else. So the

piece made quite a good impression in many particulars - the

Romanticism, the oriental character was not quite destroyed;

but on the whole it was not understood. *°

Clara went into more detail in her diary: the inclusion of the work,
she says, was a mere concession to modernity on the part of the
Singakademie conductors Rungenhagen and Grell, and on account of this it
was insufficiently well prepared, particularly by the soloists. Tuczek
(the Peri) cried off, but Rungenhagen said that Madame Burkhardt would do
it. Then Tuczek retracted and said she would sing after all, so
Burkhardt had to withdraw. Then Kraus, the tenor, said he would not
sing, and Rungenhagen suggested that he should be replaced by an amateur;

Schumann found this so unacceptable that he declared he would not

conduct, but would let the gentlemen of the Singakademie get on with it.

44, wWasielewski (2), pp. 5-6
45, Jansen (2), p. 233-34
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Rungenhagen persuaded Schumann to go ahead with an orchestral rehearsal
which went well - but the troubles were only just beginning.

On Sunday the fourteenth at 11 am there was a full rehearsal in
the Singakademie ... Frl. Tuczek came to the rehearsal and sang
pleasantly (as is customary with singers, she hadn't looked at
the part) and efficiently; but Herr N. was dreadful, and Herr
Z. so rough that we felt like beating him up. The altos were
well served in Frl. Caspari and Madame Busse, née Fesca. The
Maiden (Frl. Z.) yields nothing to her father in insensitivity
and does him proud!

.+« On the afternoon of the fifteenth we had to have another
rehearsal, and at two o'clock I went round to rehearse at Frl.
Tuczek's, who said she would be at the Singakademie at five;
but instead of coming, she sent a message to say that she
wouldn't be able to sing, as she had been called away. As if
this wasn't enough, Herr Kraus was already in the hall as we
came in, but only to say that he couldn't sing, because Kiistner
(the Intendant) wouldn't let him. That was just too much, and
we would rather have left straight away! Robert was very
offended, and got Grell on the raw by reproaching him for his
impertinence - he was forever trying to tell Robert how to
conduct; and one of the directors, Herr Justizrat H., also got
mixed up in this argument, and tried to advise Robert how he
ought to stand to conduct; in short, everything conspired today
to put us in the worst of humours ... *®

Later, while Schumann, made ill by the business, was spending much of his
time in bed, Clara had separate rehearsals with the Peri and the bass
soloist. There was an evening chorus rehearsal, for which Grell played
abominably. Eventually, on the seventeenth, the performance took place
(there had not been time for another full rehearsal).

It began at 6.30. Robert forgot all his worries at the sight
of the orchestra and the many well-dressed women, and went
cheerfully on stage. The King was there from beginning to end,
and listened very attentively; the hall was packed and the
attention great. Robert conducted very well ... The first two
parts went well, apart from Neumann, who was horrible, but the
third part went badly, the three principal soloists got
completely lost, so that Grell had to play the tune on the
piano, so they could find their places again. I stood up,
horrified, and thought I should have sunk into the ground, so
how must it have felt to the poor composer! In spite of the
bad casting the work pleased very much and was spoken of

46. Litzmann, pp. 155-56
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appreciatively in the papers, although one or two could not
agree because the recitatives were treated as arioso. ¥’

The later history of Das Paradies und das Peri has not been happy:

the first London performance, too, was beset by difficulties. It formed
the last of the 1856 series of Philharmonic Society concerts, and was
given on 23 June, a mere month or so before Schumann's death at Endenich.
Clara was in London on a concert tour; she had had to work very hard at
giving concerts and lessons in order to keep her large family of
children since Schumann's departure for the asylum. She was active in
helping the conductor, Schumann's old Leipzig friend William Sterndale
Bennett, to prepare his forces for the performance:

Madame Schumann, who sang in the chorus at the concert, had
actively assisted Bennett during the long and laborious
rehearsals, upon which both he and all concerned had bestowed
great pains ... The singing of Madame Lind-Goldschmidt*® was
by itself sufficient to attract 'one of the largest and most
brilliant assemblages' that George Hogarth*® had ever seen in
the Hanover Square Rooms... The performance was praised by the
critics; but three hours 5° of music in a style as yet
unfamiliar to English ears failed to hold the audience, and the
work was very coldly received. 'With many beauties', wrote
Hogarth - that kindest and most cautious of judges - 'it was on
the whole laboured and heavy.' ®'

Bennett's biographer, J.R. Sterndale Bennett, evidently felt that he had
not said enough in explanation or extenuation, for he later made special
mention of the circumstances of that 1856 performance:

As this performance failed to create a favourable impression of
Schumann as a composer, and as the failure appears to have
retarded the acceptance of his music as a whole, it seems only
fair ... to observe that there were physical reasons sufficient
of themselves to render success on the particular evening
hopeless. The limits of the Hanover Square Rooms were
stretched beyond endurance. The body of the hall ... could

47, Litzmann, pp. 154-57

48, Viz. Jenny Lind.

49, Music critic of The Times, and father-in-law of Charles Dickens.

50. If the performance took three hours, some of the tempi must have
been excessively slow.

51. Bennett, p. 248
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seat, with little margin for comfort, 600 persons ... In the
1856 season, the Members, Associates, and Subscribers numbered
604 ... On very attractive occasions, ...100 extra tickets are
said to have been sold ... The night on which the 'Paradise
and the Peri' was produced under the aegis of Royalty, and with
the assistance of the greatest and most attractive singer of
the age, saw, according to every account, one of these
overcrowded gatherings. The advent of the Royal Family with
their Royal visitors, who came in an unusually large party,
necessitated ample room being reserved for themselves and their
attendants in front of the orchestra, and considerably reduced
the space otherwise available for the audience. On the
orchestra matters were as bad, and had more immediate effect.
The stage, with its organ, looked well-filled when occupied by
the band alone. When 80 chorus-singers were added, and six
Soloists occupied seats in front, inches had to be counted
before the stringed-instrument players could use their bows.
The immediate proximity of Royalty naturally caused a certain
restriction on the ease of performance. The conductor was not
allowed to take up his usual position, and awkwardly faced his
forces at the 'half-turn'®?.,.. There was no method of
ventilation in the Hanover Square Rooms other than by the
opening of large sash-windows, a proceeding which was, of
course, always violently resented by a section of the audience.
The critic Davison, in his denouncement of the 'Paradise and
the Peri', outdid himself in the direction of forcible
expression, but he was not beyond bounds when he wrote of the
poor audience being, as the oppressive evening wore on, half of
them suffocated and the other half asleep.®?

A bizarre note is struck by the fate of Das Paradies und die Peri in

the Third Reich: it was performed at the Schumann Festival held in
Zwickau in 1943, with the structure of the work altered to conform with
Nazi ideals - not the tear of the repentant sinner, but the last drop of
blood shed for the Fatherland was the gift which redeemed the fallen
Peri! This volte-face was achieved by one enormous transposition: the
first four numbers of the work remained the same, then the rest of the
first part was exchanged with the corresponding portion of the final
part. This act of vandalism was perpetrated by a Nuremberg teacher in

. 54
homage to the National Socialist regime.

52. Court protocol forbade anyone to turn his back on royalty.
53. Bennett, p. 454
54, Rehberg, p. 700
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Performances this century, however, have been few. There are
numerous obstacles to programming it: it is of an uncomfortable length -
at just under two hours (pace William Sterndale Bennett), not including
intervals, it is on the long side for a concert; the three sections
dictate two intervals, unless a lop-sided effect is preferred; it
requires an expensively large number of soloists - two sopranos, mezzo,
alto, two tenors, baritone and bass, with little opportunity for
doubling; it further requires a full complement of solo voices within the
chorus, which must itself be of sufficient size to allow for divisi
passages in all parts.

And yet this is not enough to account for the singular lack of

popularity of a work which demonstrably contains so many beauties. There

are similar difficulties in the way of presenting major repertoire works
such as Bach's B minor Mass and Mahler's Eighth Symphony, but no-one
would consider that sufficient reason for ignoring them. It may perhaps

be suggested that Das Paradies und die Peri suffers from being not quite

an oratorio, in the sense that it is neither biblical nor overtly
Christian, so that audiences are perhaps unsure of how they should react
to it. But if Handel's audiences could understand his oratorio librettos

such as Israel in Egypt or Judas Maccabaeus not as mere slices of Jewish

history but as demonstrations of the bond between God and nation, then
there seems to be no reasons why Schumann's audiences cannot make the
larger interpretation of personal salvation from this and other texts
chosen by him. Whether the Peri is the most appropriate symbol for
salvation will be a matter for consideration in the final chapter.

Das Paradies und die Peri, then, suffers from a number of weaknesses

which on closer examination seem to stem from one fundamental flaw., Some

of these weaknesses have already been exposed, such as the relentlessly
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Lied-like character of the arias (which of course is aggravated by the
studied avoidance of recitative), and the lack of purely orchestral
passages to give breathing-space to the work; and there is a further
gserious error of judgement, which is that in this work - by definition a
choral work - the choruses are by and large the least interesting things
in it. The inimitable sound of massed voices should be the glory of such
a work as well as its backbone, but (with a few notable exceptions) the

choral movements of Das Paradies und die Peri lead one to wish that

Schumann had restricted himself to his assortment of soloists. And here
we approach the heart of the matter, the central mis-handling of the
piece from which derive all the other weaknesses already detected:
although it is certainly a narrative work, it camnot be called dramatic.
There are numerous examples of missed opportunities, lack of pacing,
mistiming of climaxes, and so on, of which the most egregious are:

the trumpet fanfare at the end of the battle music in no. 6, which
seems to herald a climax but tails away to the arioso of no. 7;

the bathetic interjection 'Das sollst du biissen' ('You'll regret
that') from Gazna, which ruins the dramatic contrast between the Youth's
accusation and the chorus 'Weh!';

the holding-up of the action after the Peri has seen the plague-
stricken land of Egypt by the gratuitous no. 13, 'Die Peri weint', with
its unnecessary and premature emphasis on tears;

the use in no. 17, 'Schlaf' nun und ruhe', of choral recitative for
the basses alone while the rest of the chorus repeat the opening phrases
- it cannot possibly be heard or comprehended;

the juxtaposition of too many slow movements in Part III, for

instance:



..7[‘_

end of no. 23, Etwas langsamer.J = 80.

no. 24,4 = 80.

no. 25, Langsam.J = 80.
which accounts in terms of time for approaching half of Part III;

and the less than humane demands made on the Peri, who after a full
evening's singing is asked to sing the words 'wie selig' ('how blessed')
on top As and then on top Cs.

This evidence forces us to the conclusion that Schumann, despite his
wide knowledge of music and literature, had no idea where to start as a
dramatist. To return to the Handelian example, we can see that Schumann
succeeded in imitating the style of the oratorio choruses without being

able to infuse them with the dramatic life which is inseparable from the

originals. The most one can claim for Das Paradies und die Peri is that

it is lyrical, in which case perhaps Schumann was unwise to erect such an
elaborate superstructure upon such slender foundations.

The principal question at this stage is whether Schumann's lack of
dramatic sense was due only to lack of experience, or to some blind spot
in his artistic outlook. As it stood in 1843, the vast majority of his
works, both musical and literary (certainly the most successful of them),
were short-breathed and of limited span, so it is hardly surprising that
he should find difficulty in covering a larger canvas; and the temptation
to view the work as a sequence of miniatures is defeated by the size of
the forces involved and the length of the tutti choruses in particular.
We shall see, as we survey his later works, how he developed as he gained

more experience in writing for different combinations of these larger

forces.
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CHAPTER 3

SOME SMALLFR-SCALE CHORAL WORKS

Ritornelle op. 65 and WoO 12 and 17 (1847)
[3 Patriotic Choruses] WoO 13, 14, 15 (1848)

Der deutsche Rhein WoO 1 (1840)

Jagdlieder op. 137 (1849)

Motette, 'Verzweifle nicht im Schmerzenstal' op. 93 (1849)

Beim Abschied zu singen op. 84 (1847)

Adventlied op. 71 (1848)

Requiem fiir Mignon op. 98b (1849)

4 doppelchorige Gesidnge op. 141 (1849)

Nachtlied op. 108 (1849)
Neu jahrslied op. 144 (1849-50)

Festouvertiire iiber das Rheinweinlied op. 123 (1853)

For a number of years Schumamn did not follow up his first major

essay in the field of chorus writing, Das Paradies und die Peri. It is

true that in 1844 he began to sketch what was eventually to become the

Scenen aus Goethes Faust, but that remained incomplete for the time

being, and it was not until the later 1840s that he turned in earnest to
choral forces. The impetus for this was undoubtedly the responsibility
of having choirs which he had to rehearse and which needed music to
perform. The first of these was an ad hoc chorus for the Robert Schumann

Festival staged in Zwickau in 1847, then came the Liedertafel (male voice

choir) and Chorgesangverein (choral society) in Dresden, and latterly
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there were similar organisations in Diisseldorf. In both Dresden and
Diisseldorf he was involved with meetings of the Krinzchen, or private
music club, and in Diisseldorf there was also the annual commitment to the
Lower Rhine Music Festival. The points of particular musical interest
here are to what extent Schumann kept to the conventional style of choral
writing for each genre, and how far he travelled down new paths; and
whether the existence of real choirs, available week by week to sing
through his music and bring it ultimately to public performance, made any

material alteration to his writing.

The Liedertafel

Each of the two choirs with which Schumann was associated in Dresden
conveniently exemplifies an aspect of the German secular choral
tradition, then in the early stages of its modern manifestation. The
Liedertafel type of society was of comparatively recent origin. Carl
Friedrich Zelter founded the first such in Berlin in 1809, with 24
members. As the name implies, the men did not arrange themselves in
serried ranks for rehearsals but sat more convivially around a table
(frequently on licensed premises) where they sang unaccompanied, and had
their refreshments and smoking materials to hand. They were, of course,
social clubs as much as musical societies, and their growing numbers in
the first half of the nineteenth century testify to their popularity,
helped no doubt by their informal character. Another feature was their
patriotic fervour, expressed by the numerous songs in praise of the
German fatherland. These were new and invigorating in a Germany that had
been a mosaic of petty kingdoms since the Middle Ages and was only now,

through the prosaic means of the customs union in 1840, achieving some

kind of unity beyond that of a common language.



-77 -

The original Berlin Liedertafel drew its musical material from its
own members. Compositions were tried through, and those which found
particular favour won a medal for their composers. This democracy of
effort soon ceased, and certainly by the 1840s the Liedertafel
organisations were being provided with music by most contemporary German
composers. Dresden was the venue for the first two meetings of the great
Saxon music festival for male voice choirs, in 1842 and 1843; and for the

second year Wagner had written Die Liebesmahl der Apostel for the

festival choir to perform. When Schumann took over the Dresden
Liedertafel from Ferdinand Hiller in 1847, they looked to him to provide
the novelties of their repertoire. Schumann's own connection with the
choir did not last very long - about a year. The reason is given in his
letter to the Dutch conductor Johannes Verhulst, dated 4 November 1848
(the first anniversary of Mendelssohn's death):

I also used to conduct a male voice choir, but I gave it up

because it took up far too much time. And when you've been

making your own music all day, you don't relish those eternal

six-four chords of the male voice idiom.'
The limitations imposed by the total range of male voices (excluding
falsetto) will of necessity create just such an effect in the music of
all but the most careful in part-writing and spacing. Again, in a letter
to Ferdinand Hiller, dated 10 April 1849, we read:

However, I've given up the male voice choir; I found there was

too little real musical effort — and I felt out of place there,

charmi?g people though they were. Julius Otto has got them

now. ..
But Schumann's compositions for groups of male voices did not cease with

his relinquishing of the conductorship. Indeed, one of them, Das Gliick

von Edenhall, dates from his last creative year, 1853. That work

Jansen (2), p. 250
Jansen (2), p. 257

N =
.



-78 -

properly belongs to the series of choral ballads and will be dealt with

there; but in this chapter the other works for male voice choir, from

1847 to 1849, will be considered.

It seems undeniable that the first few settings of songs for male
voice choir were indeed written in response to a pressing need for
material for the weekly Liedertafel rehearsals. The time-scale was as
follows:

20 September 1847 'In the evening, Hiller and his plan for Dusseldorf" ’
(viz. that Hiller should succeed Rietz there, and that Schumann
should then take over Hiller's Dresden Liedertafel)

20 October - 16 November 1847 Ritornelle op. 65

20 November 1847 'In the evening, first Liedertafel meeting' 4

24-27 November 1847 More Ritornelle

29 November 1847 'Idea about a choral society'5

6-9 December 1847 3 Lieder op. 62

5 January 1848 'lst meeting of Chorgesangverein'6
It is also clear that Schumann's dissatisfaction with the

Liedertafel type of ensemble must have been present almost from the

start, for after only two rehearsals he notes in his diary the 'idea

about [starting] a choral society'. The first rehearsal of the choral
society took place a mere five weeks later.

Now let us return to the autumn of 1847 and see what music Schumann

was writing for his new men's choir.

Nauhaus (2), p. 440
Nauhaus (2), p. 445
Nauhaus (2), p. 445
Nauhaus (2), p. 450
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Ritornelle in canonischen Weisen op. 65 and WoO' 12 and 17 (1847) for

men's voices, unaccompanied.

That most prolific of poets, Riickert, was Schumann's source for
these miniatures. Ritornelle does not refer to the musical form, for no
musical ritornello appears; it is the poet's title for a series of

epigrammatic four-line stanzas. Lasst Lautenspiel, Gebt mir zu trinken

and In Meeres Mitten (the latter a conflation of three separate stanzas)

come from the Ritornelle in Riickert's collection of Italian Poems. The
remainder, including an unpublished setting, are taken from Riickert's
Vierzeiler.

The Ritornelle in one sense are in marked contrast to Schumann's

earlier works, After his intensive studies of counterpoint in 1845, he

was able to sustain a credible canonic texture for a whole movement,
instead of sketching a fugal exposition and then lapsing into free

writing, as we saw in Das Paradies und die Peri. The Ritornelle are

exemplary in their use of counterpoint, while the exigencies of the canon
do not detract from the musical effect. At the same time, Schumann can
be seen returning to an earlier manner in these pieces; after the larger-
scale works of the early 1840's, the Ritornelle look back to the
miniaturis{ vein of his piano genre pieces and Lieder.

Schumann contrives a good deal of contrast in his choice of voices.
The first is for five solo voices, TTBBB; the second for three groups of
four basses each; the third for three solo tenors and TIBB chorus; the
fourth for three-part basses; the fifth for TTBB solo voices; the sixth
for TTBB chorus; and the seventh song for TTBB again, presumably for
chorus, although for once it is not stated whether chorus or solo voices
is intended. It seems quite appropriate that nos. 2 and 4, with the

preponderance of bass voices, should be hearty drinking songs with plain
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diatonic harmonies, and that as more tenors ar¥ introduced, so the music
becomes more chromatic and the atmosphere of the song more reflective. A
notable exception to this general trend is the final song, In Meeres
Mitten, which although scored for TIBB is clearly of the contemplative
and chromatic kind.

Schumann's canonic procedures are also appropriately varied
throughout the set, with simple rounds for the two drinking songs and
more complex and subtle contrapuntal techniques for the more serious

songs. In Die Rose stand im Thau the tenors and gsecond and third basses

sing in block harmonies, and the first bass sustains the canon at the

distance of one bar and a fifth below the first tenor, who carries the

melody.

Ex. 1 Ritornelle op. 65 no. 1, Die Rose stand im Thau:
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[The rose stood in the dew, pearl-grey; when the sun shone on it, it

turned to rubies.]

For the main part of Bliith'

oder

Schnee! the three solo tenors

sustain a canon at the unison, at a distance of 4% bars, while the chorus

voices provide a perfect cadence at the end of each statement.

It ends

with a coda in antiphonal style, the three tenors and chorus first basses

deployed against the chorus tenors and second basses.

oder Schnee!:

Ex. 2 Ritornelle op. 65 no. 3, Bliith'

Ein
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Ex. 2 continued

—— e
gy [V s Py a_l
K € E——— =
KJT b J“r F_ng f . i' 1° 4 1%, 4 1 X 1
= 4 LS ) & 'v % ) ¢ l'f
schiit _ telt, eln Wiadhauch schiittelt _des lr&_'_ -__bens Buum! BIUE o . der |Schoeel Lust o - der
| Y Y b > Y - Il + -~ —%
= } L o Y | 4 Jo—31 b
‘ﬁg}a‘}wﬁf i F—— {—H::;‘:#ipt{g::%
J - r—r—s— - = =Y LA
Le_ bens Baum, zerronnen Ist Friblings-und |Win . ter . traum! Ein Wind . hauch [schilitelt des Lebens Baum, |
§1b 74 o
P = I ;iﬁ e + t FI
lufw ’ —7 i " r 4
13 rr BIit o.derSchaee! Lust o_der Webl A
T ® - ———
D= = :L 1°4 /4 :rj = —
.J L4 T T
1 Lust o . der Weh! -
- rpe
12_{." - & PN R 2 ——_s = —]
s 1 - —
J ey —F
PP,
o - 1 X X1 - -
3 a—ai—al —]
S 4 4 - E — k - - ———— s—
y | ;'_'i_u__ﬂ 3 ——
[~ 4
Wind . hauch  sehiit _ telt den  Le . bensBawm!
Y. A 2 A A R
- 4 X
- 4 ) S § ) . ‘V )V & 1 ) “ 4 :
v T L4 Y T R4 T
eh! Ein  Wind. hauch schittelt des Le . bens  |Baum!
A E E O
) ol
t
1 D & g

T

ein Wind . hauch schiit . telt, eln | Windhuuchschiittelt des Le . bens |Baum!
¥ e —— —...=-—_
RS —— e S e S i S S bl P A v
I ) W & 1 . 1
A g ———F ¥ t
J r—r—r Y—7

Windhauch schittelt des Lebens Baum, zee. ronnea Ist Frihlings-und Wia . ter . truum!

/;@ re

ENR— -
*E‘VE = II 1Ip:ﬂ —L
{)‘1 Y " f[ }
Lust o . der [Web!
a1t P
F - — .L v :‘
f’f 3 1
1 - B ¢ N 3 O
Fz === L
N Lust o . der [Weh!
) . s IP 1 { [ At §
v 1 ) § 1 JI 1 iy N1 L} T
1
v 174
Etn Wind . hauch wehlt . telt des Le . bens Baum!

[Blossom or snow! Happiness or misery! A breath of wind shakes the
tree of life, spring and winter dreams vanish. ]

Zurne nicht des Herbstes Wind and In Sommertagen both follow a

pattern in which the canon enters at the fifth at the distance of two and

four bars respectively. In Meeres Mitten is described as a 'canon

infinitus', but it differs from the infinity of the simple round in that
at the end of each section the voices are a tone lower than at the

beginning. The sensation of floating ever lower in the depths of the sea
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is (fortunately for the basses) brought to an end by a short coda before

the furthest limits of the second basses have been sounded.

Ex. 3 Ritornelle op. 65 no. 7, In Meeres Mitten:
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[In the midst of the sea is raised an altar, all the women come with
wreaths of roses, O pray for me to him, the boy Jesus!]

Perhaps the most successful of these songs are Die Rose stand im

Thau and In Meeres Mitten; in both Schumann compounds his difficulties by

the use of chromaticism, and yet not only are the canons strict, but the

songs transcend their nature as contrapuntal studies. It is possible to
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be unaware that the themes are subject to canonic restraints, because the
songs are equally successful as Romantic miniatures without any
perception of the technique that has shaped them.

There were originally eight canonic Ritornelle’ and, it seems,
another Riickert setting associated with them. The manuscript source seen
by Erler gives the following order:

Zum Anfang

I. Ziirne nicht

ITI. Gebt mir zu trinken

ITI. Lasst Lautenspiel

IV. Die Rose stand im Thau

V. In Sommertagen

VIi. In Meeres Mitten

VII. HHtte zu einem Traubenkerne!

VIII. Bliith' oder Schnee!

Not only was this order completely changed, but no. 7, Hitte zu einem

Traubenkerne! (WoO 12) was dropped altogether. In fact the only

similarity with the published order was that In Sommertagen and In Meeres

Mitten already formed a pair. As for the opening title, Zum Anfang,
Erler admitted in a footnote that he did not grasp its significance; but

when we know that the Riickert text Mache deinem Meister Ehre (which

Schumann set at this time) also has the title Zum Anfang, then we may
conclude that Schumann at first intended this setting to stand at the

head of his op. 65. Otherwise, it does not readily match the Ritornelle;
although it too is for unaccompanied men's voices, it is not canonic, and

perhaps on those grounds Schumann decided not to include it.

7. Erler (2), p. 107
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The rejected song, Hitte zu einem Traubenkerne! (WoO 12), set for

TIBB, is transcribed in appendix D. It is a light-hearted confection on
a merry epigram of Riickert:

If only Heaven had destined me for a grape-pip — I know of no-
one, far and near, who swims in pleasure quite like that!

It is set as a simple round, each voice entering on the same note. This
produces something of a problem, as the tenors must go rather low and the
basses rather high; but it does not seem a sufficient reason to withdraw
it from publication, as Erler has suggested. Indeed, the opposition
between %' diatonic bars and the suddenly inter jecting bars of ¢ with
stepwise chromatic movement is highly successful, and the repeated cries
of 'Niemand!' are as amusing as the poem requires. It may be that it was
ultimately rejected because it would have meant that the prevailing mood
of the set would have been light-hearted or frankly comic, rather than
serious as it now stands.

Zum Anfang (Mache deinem Meister Ehre!) (WoO 17), also in appendix

D, is a largely syllabic setting of the first six lines of a very
extensive Riickert poem which runs to 86 lines in all. By repeating the
first two lines Schumann contrives a refrain, with contrasting 'verses'
in between. The harmonies are simple to the point of tedium, with
occasional chromatic relief. Schumann also falls into the trap of
doubling voices, thus reducing the harmonic texture, something which was
impossible in the canonic songs; and for this reason and in its musical
material it does not reach the level of interest of the Ritornelle. 1In
fact, it seems to have much more in common with the songs written four

months later during the political disturbances of 1848, which were also

at one stage designated 'op. 65'.
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[3 Patriotic Choruses] WoO 13-15 (1848), for men's voices and wind band.

These unpublished songs do not carry a collective title. Robert
Elvin Plucker concluded that as they bore the opus number 65 they were
intended to form part of the same series as the Ritornelle,8 but this
seems hardly likely on the grounds of both style and subject matter. An
edition of the Patriotic Choruses is included in Appendix D.

Schumann was twice inspired by political events. The May Rising of
1849 in Dresden, in which Wagner took a leading part, was the impetus
behind his Four Marches (also called 'barricade marches') for piano, op.
76; and similarly in the previous year, political ferment gave rise to
these three songs.

1848 was the year of revolution for many European countries. In

Italy, riots against foreign rule became focused on the goal of national

unification and liberation, and most of the revolutions in Germany,
Austria and Hungary followed this popular and nationalist pattern. In
France, a false move by a government losing its majority provoked riots
and the setting up of barricades in Paris, the abdication of Louis
Philippe, and the establishment of the short-lived Second Republic. There
was a revolution in Switzerland, too, and riots in Britain and Belgium,
which were likewise based on popular demands for social and democratic
reforms.

The Confederation of Germany and Austria was ripe for revolution by
1848 for a number of reasons: in Prussia, there were stresses caused by
the superimposition of a progressive bureaucracy on an old-style military
and police state; in Austria, there was the suffocating repression of the

administration of Prince Metternich, Chancellor of Austria, which had

8. Plucker, pp. 7-8
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endured for thirty years; and on the Confederation as a whole there
weighed heavily the dead hand of the governing Bundestag. This body
misrepresented and virtually disenfranchised much of the population, and
carried on its proceedings with exaggerated slowness. In Bavaria, King
Ludwig I's infatuation with the notorious Lola Montez also furnished an
excuse for riots, and brought about his abdication. The focus of
revolutionary activity in Germany was Frankfurt-am-Main, where rioting
began in March 1848; then Metternich fell from power in Austria on 13
March, which occasioned much popular rejoicing. On 15 March riots began
in Berlin; by 18 March the amount of bloodshed brought about a period of
public mourning, coupled with increasing resentment against King
Frederick William IV, who would not accede to any of the demands for
reform. On 18 May a new national constituent assembly was opened at
Frankfurt-am-Main, which took a year to deliberate over a new federal
constitution. This concerned only Germany, for Austria had withdrawn.
The assembly had no power over the constituent states, and the
constitution was not adopted; yet it did not ultimately fail, because
Bismarck made some unacknowledged use of it in his constitution of 1867,
and it was also drawn upon by the architects of the Weimar Republic in
the aftermath of the First World War.

Schumann was very much on the side of the revolutionaries in 1848,
though it never crossed his mind to give them anything more than passive

support. For 18 March his diary entry reads Vdlkerfriihling - 'the

peoples' spring' - and the following day has 'In the evening, the great
news from Berlin.'® In early April he sketched his patriotic choruses.

He chose suitably revolutionary texts: Zu den Waffen by Titus Ullrich,

9. Nauhaus (2), p. 456; Boetticher (2), p. 438
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Schwarz-Roth~Gold by Ferdinand, Freiherr von Freiligrath and Freiheitssang by

Friedrich First. They are set for four-part men's chorus, TTBB, and wind
band consisting of the following: flute and piccolo, two oboes, four
clarinets, two bassoons, four horns (valve horns are specified), two
trumpets, alto, tenor and bass trombones, serpent (doubling the bass
trombone part) and timpani. Schumann presumably expected these choruses
to be published, for the manuscript in the Biblioth&que Nationale in

Paris bears the opus number 65 - eventually allotted to the Ritornelle in

canonischen Weisen.

The first song, Zu den Waffen, is perhaps the most successful of the

three, as it is not so relentlessly homophonic as the others; variety is
afforded by the use of imitative points and striking unison passages.
There is a curious repeated false relation between E natural and E flat
brought about by the juxtaposition of harmonic and melodic minor scales
(although the piece is really in B flat minor, not F minor).

The second piece, Schwarz-Roth-Gold (referring to the colours of the

republican flag), starts off rather plainly as a German student song in

close harmony (one may compare it to Tannenbaum and Gaudeamus igitur)

which may imply that Schumann was influenced by the Burschenschaften in
at least one way, loath though he would have been to admit it. However,
the song becomes more interesting when we reach the enumeration of the
colours:

Pulver ist schwarz,

Bluth ist roth,

Goldenflackenden Flammen! ‘

[Gunpowder is black, blood is red, golden flickering flames!]

The voice parts imitate bugle calls here as befits a refrain in such a

belligerent vein.
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The final chorus, Freiheitssang, seems the least inspired, with

voices set in close spacing and plain root-position harmonies. However,
with a sufficiently large chorus and a good resonant acoustic it would
probably take on a quality of somewhat primitive monumental grandeur,
enhancing its character as a rather dignified call to revolution. The
connection to be made here ought to be with the massive, ultra-simple
outdoor choruses written for the people of post-Revolutionary Paris by
such composers as Méhul and Lesueur, but there is no evidence that
Schumann was acquainted with any of these works, which by their nature
would not necessarily travel far or well.

The wind band accompaniment is perhaps the most interesting feature
of these choruses, emphasising the militaristic side of revolutionary
fervour, although it seems unlikely that it has ever been heard in its
entirety. The only performance in Schumann's lifetime was of the third

song, Freiheitssang, on 10 May 1848 as part of a charity concert by the

Allgemeine Dresdner Sidnger-Verein and the Musikchor von Hartung in the
Grosse Wirtschaft.  Since the songs were eventually published without
their wind band accompaniment, it seems reasonable to suppose that this
performance remains unique. Schumann helpfully titled the choruses 'Fir
Mdmnerchor mit Begleitung der Harmoniemusik ad libitum' but while the
option of omitting the accompaniment makes performances easier to stage,
it also makes them much less interesting. Furthermore, the phrase 'ad
libitum' points to another flaw in the construction of the choruses: the
wind band accompaniment is ad libitum precisely because the voice parts
are complete in themselves, and therefore the wind parts add nothing

essential to them, but are for the most part mere doublings of the vocal

10. Nauhaus (2), pp. 460 and 765 (note 638)
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lines. Schumann has succeeded in supporting his voices adequately, but
has also thickened the texture without adding any interesting or
decorative detail.

Only one of the choruses was published in Schumann's lifetime, and

again it was the third song, Freiheitssang. It was part of an album sold

in aid of the Women's Union Fund 'to purchase war transport for the
Fatherland' (that is to say, the Kingdom of Prussia) in that same
revolutionary year of 1848. " Presumably this meant that Schumann did
not receive any payment for the song, but donated it to help the cause -
a strange move for one who earlier had applauded the revolutionaries.
The other two remained unpublished until the set of three were brought

out as unaccompanied choruses in the Revue musicale of April 1913, The

editor, Julien Tiersot, described them as Trois choeurs de Robert

Schumann: pour la révolution de 1848, and provided them with French

words. A German edition followed, in response to further political

excitement: Zu den Waffen, for chorus and piano, and Schwarz-Roth-Gold,

for chorus alone, were published by the Deutscher Arbeiter-Singerbund in
early 1914 and late 1913 respectively. After war was declared,

Freiheitssang, for unaccompanied chorus, was published in an appendix to

Die Musik of October 1914. This was apparently a reprint of the 1848
publication and it ends at bar 20 with a final cadence. The complete
version of the three choruses with wind band accompaniment remains

unpublished, but can be examined in Appendix D.

11. Hofmann, pp. 350-51
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Der deutsche Rhein WoO 1 (1840) for soloist, chorus and piano.

This isolated example of a patriotic chorus for mixed voices and
piano pre-dates the male voice choruses by eight years, but it seems
sensible to consider it here because it shares similar sentiments with
the Liedertafel compositions.

Sie sollen ihn nicht haben,
den freien deutschen Rhein

- 'they shall not have the free German Rhine' - runs the couplet which
recurs throughout this piece. The poet Nicolaus Becker wrote this popular
poem in 1840, which was a prolific year for patriotic effusions -

Schneckenburger's Die Wacht am Rhein also made its appearance. Schumann

worked on his own setting in November 1840, and it seems to have been his
first popular success. In the diary to be kept alternately by the newly
married Robert and Clara he wrote for 8-15 November 1840:

I have also composed the beautiful Rheinlied by Bekker [sic],

which all Germany is talking about, it will be published in a

few days. I have already seen on that account how difficult it

is to write tunefully for the people. "

His publisher, Friese, brought out several different versions of

Schumann's Der deutsche Rhein. In the joint diary Schumann began by

listing visitors for 22-29 November:

... and a musician called Hauschild, who has made a galop out
of my Rheinlied. The Rheinlied has given rise overall to a
great deal of emotion and hullabaloo. Friese has arranged a
school edition, which we want to study really thoroughly with
our future children (if God will).™

On 2 December 1840 Clara added:

The Rheinlied has now gone through its fifth edition. Robert
has sent it to Weimar [arranged] for four-part men's voices,
and it will be performed there. He has also set it for
orchestra and chorus, which will be performed next Sunday in
the Schiitzenhaus. There all the settings of the Rheinlied will

12. Nauhaus (3), p. 122
13. Nauhaus (3), p. 127
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be performed, and votes will be taken, as to which has the most

appeal. This is an agreeable joke for the public, but not for

the composers. '
The school edition, the male voices edition and the version for chorus
and orchestra are all lost; only the version for soloist, chorus and
piano in the Collected Edition is extant. The competition took place in
early December 1840 and the prize was won by Gustav Kunze, who was later
to be army bandmaster in Dresden during Schumann's years there. Schumann
wrote in the joint diary for 6-13 December 1840:

On the 6th was the Rheinlied competition at the Schiitzenhaus,

and we must have been mad to go. G. Kunze won the prize. The

enthusiasm of the public is still very great. Friese has

disposed of about 1500 copies of my version.'s

Despite its early popularity, however, Der deutsche Rhein proved to have

no staying power after the first patriotic gush of enthusiasm, and
survives only because of its inclusion in the Collected Edition.

The plan of the song is simple: the solo voice alternates with the
chorus over a chordal piano accompaniment, and most unusually (the more
80 as by now Schumann was an experienced Lieder writer) it starts
straight off with the voice and piano, with no introductory bars. Such a
crude approach, however, could be said to suit the style of the piece,
which yields nothing in obviousness and insensitivity to the patriotic
choruses of 1848. The resemblance does not end there: there is a melodic

correspondence between the third line of Der deutsche Rhein, with its

rising scale, and the third line of Freiheitssang (see ex. 4) - a

striking example of a similar sentiment calling forth a similarity in the

setting.

14. Nauhaus (3), p. 129. Additions in square brackets are my own.
15. Nauhaus (3), p. 132
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Ex. 4a Der deutsche Rhein WoO 1 (1840), third line:
[Mit Baeisteruna]
-

worce ,&EJ_J:—‘i:' ::{-—5 r

|
ob sk wie ger'ge — Fo-ben

[though they, like greedy ravens]

Ex. 4b Freiheitssang WoO 15 (1848), third line:

[FEuAng]
Der Ro - ben un-hel- kiin-dend Schedi’n wid dei - oen [Flua micht Wﬂ]

-
powipt A0 ds
8 | |’

Der Qa - - - ben un - hed-kin-de~d [.Sd‘“’u‘-"‘-,

[The ominous croaking of ravens will not (impede your flight)]

The lack of subtlety in the words is matched well by the four-square
gsetting: two four-bar phrases in the tonic, two four-bar phrases in the
dominant, repeat of the two tonic phrases by the chorus. This plan is
strictly adhered to without any variation, even in the accompaniment,
except for gradually weightier chords as the piece progresses, so that
the three-bar coda comes as a great relief. Schumann is not the only
composer to have found this sort of material unsuitable for development;
we need only to recall Berlioz's relentless setting of seven verses of

the Marseillaise to realise that the only thing to do with a patriotic

song 18 to sing it with more and more emphasis.
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In the long term, Der deutsche Rhein has never caught on as a

popular patriotic song, let alone found favour as a work of art, and

there is no reason beyond that of historical interest for it to survive.

5 Gesdnge aus H. Laube's Jagdbrevier op. 137 (1849) for men's voices and

horns ad libitum.
With the Jagdlieder we enter the Romantic forest world familiar from

Der Freischiitz. These five songs for men's voices and four horns were

finished on 21 May 1849, just over a week after the insurrection in
Dresden from which the Schumanns had fled; and the songs show no sign of
having been influenced by revolutionary fervour. Despite his much-
canvassed shortcomings as an orchestrator, Schumann wrote fluently and
idiomatically for the horn, as witness the horn parts in the 'Rhenish'

Symphony and the Faustscenen, and of course that unique achievement in

the concerto repertoire, the Konzertstiick for four horns and large

orchestra op. 86. With the improvements in instrument design which led
to the development of the valve horn, the orchestral horn was liberated
from the tonic and dominant underlinings which had been staple fare up to
the end of the eighteenth century, and Schumann was one of the earliest
to realise its full Romantic potential.

Schumann had already found in Laube's Jagdbrevier the impetus for

his Waldscenen for piano, op. 82, composed between 28 December 1848 and 6
January 1849. The words in op. 137 are set for two tenors and two basses
throughout; the instrumental parts are for four natural horns, although
the fourth can be a valve horn. The horns are all designated 'ad
1ibitum', presumably in the hope of removing obstacles to performance,
though (as in the case of the patriotic choruses) the most interesting,

progressive and characteristic feature of the work would thereby be
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removed. In the Jagdlieder, too, the harmonies of the vocal parts are
complete in themselves; but the horns add so much in textural interest
and independent rhythmic effects, as well as the preludes and postludes
to three of the songs, that it would be a waste of a golden opportunity

to leave them out, even with the composer's sanction.

The first song, Zur hohen Jagd, is a call to join the huntsman, with

merry tonic and dominant horn calls; the limitations of the latter are
neatly extended by the use of related and more remote keys. The
atmosphere is reminiscent of the chorus which opens Act III of Der

Freischiitz. The third and fifth songs, Jagdmorgen and Bei der Flasche,

are in a similar vein of open-air merriment. No. 5 also voices the

patriotic sentiments without which no male-voice chorus is really

complete: 'Germany is the only country where hunting is worthwhile -
France is too light and open, England too full of clattering factories.'

The second song, Habet Acht!, makes great play with sudden dramatic

silences as the huntsmen creep through the forest, with sudden fortes and
sforzandi to increase the tension.

The fourth song, Frithe, is the most interesting of the set. It
almost belongs with the op. 65 Ritornelle - it is not strictly canonic,
but the voices enter in imitative style, very much in the manner and

atmosphere of Ziirne nicht des Herbstes Wind.
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[The huntsman rises early and begins the daily round]

(The D flat in bar 6, first horn, must be a misprint; probably it should
be B flat, to double the first tenor part.) The text of Frihe could well
have been taken for another of the hearty, convivial choruses, but
instead we find a bias towards the minor key, a slow tempo, wistful
downward chromaticisms in the horns and unexpected falls of a major
seventh in the vocal lines. The harmony is pulled between dominant

sevenths in opposing keys (G minor and B flat major), but after a central
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section in which the major becomes more and more prominent, the opening
music returns and leads to a coda where the key of D minor is eventually

established. Even then, the final chord is a tierce de picardie, as

though to underline the modal ambiguity.

Motette: Verzweifle nicht im Schmerzensthal, op. 93 (1849, orchestrated

1852) for double choir of men's voices, with organ ad libitum or
orchestra.
In this piece Schumann departs from the strict Liedertafel orbit in

size, scope, forces involved and subject matter. Verzweifle nicht is

very much longer than Schumann's other male voice choir compositions, so
much so that it is divided into discrete movements. The double choir of
men's voices with four soloists from each choir would have strained the
resources of any contemporary Liedertafel, and the Motette was clearly
felt to be too long and difficult to perform a cappella, for in late June
1850 Schumann added a part for organ accompaniment which was used on 4
July in a performance by the Leipzig University choral society. The
orchestral accompaniment was provided in May 1852.

Alone amongst Schumann's compositions for men's voices, the title of
the Motette suggests that it might be a religious work. 'Schmerzensthal'
inevitably suggests to Western minds the image of 'the valley of the
shadow of death' of Psalm 23, Indeed, it is a religious work, but
'religious ... without religion',16 as Schumann once described himself.
Its ecumenical - not even specifically Christian - flavour results from
the use of a text which is a translation of a Muslim writer by a

Christian poet. Friedrich Riickert (1788-1866) was a minor figure in

16. Eismamn (3), Beylage zur Hottentottiana, p. 242
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German literature who suffered from too great facility in writing and
from a complete inability to destroy anything he had ever written. Thus
the occasional jewel among his verses is hidden in the immense mediocrity
of his Collected Works. However, composers have found them a source of
inspiration: Schumann made several Riickert settings, as did Mahler, who
owed some of his most celebrated songs to Riickert, including the

Kindertotenlieder. The text for Schumann's Motette comes from Riickert's

later years, in which he was gripped by an enthusiasm for Oriental
studies, resulting in the publication of several translations from the

Arabic and some Nachdichtungen, poems after (Arabic) models.

The work in which the poem Verzweifle nicht appears is Die

Verwandlungen des Abu Seid von Serug oder die Makame des Hariri (The

Metamorphoses of Abu Zaid of Serug, or the Maqgamat of Hariri), first

published in Stuttgart in 1837. Hariri, a scholar from Basra, was one of
the later classical Arabic writers, and the prose style of his period

(c. 1110 AD) was marked by a great increase in literary artifice, which
is considered to have reached a particularly high point in his Maqamat.
Riickert's word Makame is a transliteration of Arabic script rendered

variously as Makam(e) or Magam(at) in roman. Riickert explains:

Makame means a place where you can meet and converse, then a

conversation itself, a conversational recital or extract, or as

we should say a story or a novel."
These 'conversations' are short stories with interpolated poems, but
closer examination reveals that the stories too (in Riickert's version, at
any rate), although run-on like prose, are also written in verse. They

revolve around the character and adventures of Abu Zaid, a witty and

amiable rogue, who turns up in all kinds of disguises in every

17. Rickert, p. III
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conceivable situation. Schumann also based his op. 66 piano duets;

Bilder aus Osten, on the exploits of Abu Zaid, and in the preface to that

work he compared him to that other practical joker, Till Eulenspiegel.

Verzweifle nicht comes from the sixteenth Makame, Der Krankenbesuch

('Vvisiting the sick'); Abu Zaid's witty sayings and doings are not
mentioned in the poem, which although ostensibly Islamic in outlook has
acceptably Christian precepts, recommending patience and faith until the
purposes of the Lord shall be revealed. This is another work from the
immediate post-revolution period in Dresden, and like the Jagdlieder
(which preceded the Motette by two days) it shows no sign of the
influence of external convulsions.

Perhaps the greatest difficulty Schumann faced at the outset is the

one posed by the metre; the octosyllabic line

A — N —— m

which remains constant throughout gives little scope for rhythmic
interest, especially to a composer whose style rarely departs from the
syllabic. His initial solution of triple time is potentially hazardous,
but where performers can be relied upon to keep up a sufficiently fast
tempo (almost one in a bar) it accords well with the gentle, resigned
character of the text. Although much of the work remains in triple time
it is interesting to note that the two further themes based on the
opening motif ('Und hoffe Gut's vom Hauch des Herrn', no. 4, and 'Und
Freuden ohne Zahl lisst blith'n', no. 5) are set in C and ¢; see ex. 6,
in particular comparing exx. 6a, 6e and 6f. But the unusual feature of

this work is the wide range of diverse thematic material:
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Ex. 6a Motette: Verzweifle nicht im Schmerzensthal

opening of no. 1:
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[Do not despair in the valley of pain]

Ex. 6b Motette, no. 1, imitative theme:

[Ine Hedben wne vorhar die Giy?yya

Qﬂéﬁd‘_ﬁ - ==

(Rﬂmu) die Wol-ke dront, do fauk

oug

. o - -
o - |
AN ~& ——

W e Lacht-sbohl, nickt ein et -ter-strahl

[The cloud threatens, there falls from it a ray of light, not a shower
of rain]
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Ex. 6c Motette, opening of no. 2:
Ziemhichh |on390m- d = 7%.
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und nochh ists Akt kohl,

[Many winters have passed over your head, and it is not yet bald]

Ex. 6d Motette, opening of no. 3:
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[Persevere in suffering, until it gives way to the one who ordained it]



-102-

Ex. 6e Motette, opening of no. 4:
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Und haf-fe Gut's

o

PRAA OB
\H-‘-

Crok 1L

Und hof-fe  Gur's

. -4

vom Houel des Herrn

[And hope for good things from the breath of the Lord]

Ex. 6f Motette, opening of no. 5:

Aua b'e'\m. J H \OO

& Jt bod 4 32
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8 Ot - —13
8 Cor I Und freuw -den  oh - ne Zohl lésst blih 'n

[(the gracious Lord) lets bloom joys without number]

Ex. 6g Motette, fugato subject in no. 5:

[Ala bewve. d = 100.]
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[who lets bloom joys without number]
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Ex. 6h Motette, final fugato subject in no. 5:

(Ao breve. d=100.]
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[and hope for good things from the breath of the Lord]

This is a lengthy work and it is divided into five movements, thus:

1. Verzweifle nicht B flat major 2_ (145 bars)
2. Viel Winter G minor C (49 bars)
3. Harr' aus im leid B flat major 3_ (115 bars)
4. Und hoffe Gut's G flat major C (22 bars)
5. Und Freuden ohne Zahl B flat major z, then ¢ (264 bars)

The fifth movement is much longer than the others, almost twice the
length of the other extensive movements, nos. 1 and 3. In practice this
is rather unfortunate, as such long-drawn-out climaxes can prove very
trying for both chorus and audience, who may already be prone to flagging
towards the end of such a long work.

The theme heard at the opening (ex. 6a) with its rising semitone
movement is of great importance, for it recurs throughout the work, both
in its original form and in inversion. However, the work is not
monothematic: there are sufficient themes unrelated to the principal one
to give variety and contrast (see again ex. 6). Its rather muted colours
may be the result, firstly, of the use of male voices - none of which
(even the most stratospheric of tenors) has the ringing brilliance of a

soprano line - and, secondly, of the almost universal use of B flat major
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and G minor. The only exceptions to this are G flat major for the brief
fourth movement, and a passage in G major at 'Vertrau' dich' in the
second movement, which lasts only 19 bars. This short passage, however,
contains some of the most striking harmonic touches, juxtaposing G major,
E major and C major in the first three bars; see ex. 7.

Ex. 7 Motette, no. 2, bars 28-32:

(Ziovbich longsam. 4 = 72.]
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[Trust in the concealed hand]

The lack of adventurous modulation in the piece as a whole is
probably explained by the relentless pull towards B flat major exerted by
the rising or falling semitone passage; it rarely appears at any other
pitch. B flat major, too, is particularly suitable for the tessitura of
male voices, for its outer limits include a high tonic for tenors and a
low dominant and subdominant for second basses.

Schumann's handling of his choral forces is exemplary. There are
two main pitfalls in the use of this particular range of voices, one the
'ewige Quartsextakkorde' of which he complained so bitterly in his letter

to Verhulst, and the other the temptation to misuse the double choirs by
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merely doubling a basic four-part texture. Schumann easily avoids the
latter snare. He has two main procedures: one is using the choirs (or
groups of solo voices) antiphonally, so that one echoes, or completes the
phrases of, the other; the second is the use of one choir or group of
voices to form the basis of a whole phrase, bringing in some voices of
the other choir to thicken the harmony and add weight, particularly at

climaxes. The antiphonal technique can be seen in ex. 7, and the adding

of voices in ex. 8.

Ex. 8 Motette, opening of no. 1:
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[Do not despair in the valley of pain]
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As for the 'eternal six-four chords', they are more conspicuous by.their
absence, appearing only at cadences, as might be expected.in any piece of
music from this period.

One aspect of the work seems particularly idiosyncratic, and that is
the handling of the climaxes. Schumann works up to a grand dramatic
point at such moments as 'der heisst, der ihm zu nah'n befahl' or 'da
fdllt aus ihr ein Lichtstrahl, nicht ein Wetterstrahl', and here the
harmony is simplified to basic I - V and (more frequently) I - IV
progressions in a plain homophonic style, while the climax as such is

provided by the use of all voices, as shown in ex. 9.

Ex. 9 Motette, climax of no. 1 at bars 93-97:

[Die Halben Wie vocher die Gan&m_]
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[there falls from it a ray of light, not a shower of rain}
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This reliance on added weight and monumental simplicity can all too
easily descend into bathos, however, and it calls for extremely careful
handling in performance.

On the whole, the Motette works extremely well, extraordinarily so
considering the limitations that Schumann imposed on himself: unity of
key to a large extent, unity of texture, a largely syllabic style with
its attendant danger of monotony in such an extended piece, the
chiaroscuro of two choirs of men's voices, and the deliberate avoidance

of Orientalisms in the setting of a work which, unlike Das Paradies und

die Peri, genuinely did originate from the Middle East.

The Chorgesangverein and Liederkranz

The history of choral societies in Germany goes back slightly
further than that of the male voice choirs, to the founding of the Berlin
Singakademie in 1790. This society, like the Berlin Liedertafel, was
later conducted by Carl Friedrich Zelter.

The social organisation of the choral societies was quite different
from that of the Liedertafel meetings. They met in large halls where a
piano would be available to accompany their rehearsals, sat in rows
according to what part they sang, faced the conductor, and were very much
more 'family' associations, on account of their lady members. They gave
concerts of unaccompanied choruses, or works with piano accompaniment, as
well as forming the choir for performances of works such as Haydn's
Creation or Beethoven's Choral Symphony. This was the type of choir
exported to England by such diverse figures as Mendelssohn and Wilhelm
Mainzer, who organised the hugely successful mass singing classes and
choral festivals in London. (There was, to be sure, a home-grown English

article. Choirs of amateurs, suitably stiffened by professionals such as
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church and cathedral choristers, had been formed for occasions like the
Handel Commemoration in 1784, and for the Birmingham and Norwich
Festivals; but it is worth observing how different this is from countries
with several permanent opera houses all with resident choruses and
soloists, and how the music has differed as a result.) The German choral
societies also met socially. Schumann mentions outings from both Dresden
and Diisseldorf which gave opportunities for music-making as well as
sightseeing; details will be found in Appendix F.

In both Dresden and Diisseldorf Schumann attended meetings of the
Kradnzchen ('little garland') or music club, an informal organisation
meeting at the homes of its members. His diary entries give few details
of the music performed, but it seems that their chief predccupation was
contemporary music. For instance, on 23 January 1845 he records

In the evening, Krdnzchen at Hiller's - my quintet -
compositions by Hiller - songs by Tichatschek - Bendemann - ...

18
Schumann attended very few Krinzchen evenings in Dresden, although he was
present on the evening of 17 December 1845 (again at Hiller's) when
Richard Wagner read his text of Lohengrin to the company.19

In Diisseldorf Schumann initiated the Kridnzchen meetings. A single

meeting on Sunday 30 March 1851 to sing through Der Rose Pilgerfahrt

generated such enthusiasm that about thirty members agreed to meet

fortnightly; and a separate Quartettkrdnzchen was also started. Diary

entries show Schumann attending Krinzchen meetings once or twice a week
at various houses during the period 7 September 1851 to 18 April 1852,

but again very little detail of works is given, only the following:

18. Nauhaus (2), p. 379
19. Nauhaus (2), p. 408
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Sunday 30 March 1851

Sunday 7 December 1851 Der Rose Pilgerfahrt

Sunday 18 January 1852
Sunday 25 January 1852 Der Konigssohn

Sunday 18 April 1852 Messe
Both Robert and Clara Schumann were appalled at the casualness with which
the Diisseldorfers treated their musical evenings, and were relieved to
see them end at Easter 1852, The choral society Krinzchen was marred by
people who would sit and chat instead of singing, and the quartet
Kranzchen failed very early because the members (most of them
professionals) would not practise, and could not play their parts.20 The
seeds of Schumann's troubles in Diisseldorf were already apparent in the
Diisseldorfers' attitude to their musical recreation and in Schumann's
reaction to it.

The Dresden Chorgesangverein was actually founded by Schumann. The
diary entry for 29 November 1847 includes 'Idea about a choral society.'21
He referred to its inception in a letter to Ferdinand Hiller, dated 1
January 1848:

And the choral society is coming to life — on the 5th we have

our first meeting. Up to now there are 117 members - that's to

say 57 real ones, the others associates. All this has kept me

very busy. ??

There are more details about the early days in the book which

commemorates the fiftieth anniversary of the choral society, Festschrift

zur Feier des 50jdhrigen Jubelfestes am 5. Januar 1898, published in that

year by the Schumann'sche Singakademie zu Dresden. A founder member,

Fridulein von Lindemann, has left this description:

20. Litzmann, pp. 235-36
21. Boetticher (2), p. 438; Nauhaus (2), p. 445

22. Erler (1), p. 41
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It was on 5 January 1848 that a group of musical ladies and
gentlemen met at the written invitation of Dr Robert Schumann
in the Gartensaal of the Harmoniegesellschaft in Dresden, to
found a new choral society. The assembled company, received
and greeted by Robert and Clara Schumann, received from both
artists a personal impression that gave quite a feeling of
consecration to this first meeting. After a short speech, in
which Robert Schumann expressed the opinion that the most
important basis of a choral society had to be the development
of tone, we sang - I sang alto - a solfeggio for chorus, which
Schumann had composed for this purpose; it was a tuneful piece
based on the musical scale. > Before we got on to other
choruses, Robert Schumann expressed the view that the new
society should cultivate new music, however without excluding
the older classics. Then we talked about the name of the new
society. Schumann at first wanted to call it 'Cdcilienverein',
but as there was already a choral society of that name in
Dresden, it was simply called 'Chorgesangverein' on Robert
Schumann's suggestion. From now on the society met every
Wednesday evening and grew in membership. The first concert
took place on 30 April 1848 ** at 11 am in the hall of the then
Coselsches Palais, behind the Frauenkirche ... We sang Gade's
Comala, then songs by Robert Schumann, Mich zieht es nach dem
Dorfchen hin, Hochlands Bursch, and Hochlands Midchen. [from
the op. 55 Burns settings] 2%

The extant solfeggio for SATB is marked 'Nro. 4' in Schumann's hand;
it is in A major and consists of three eight-bar phrases of block chords.
Frdulein von Lindemann's phrase 'based on the musical scale' does little
to prepare the sight-singer for its complexities. In the first phrase,
the tenor part has a descending chromatic scale of which every second
note is harmonised by a diminished seventh chord. The soprano to this is
remarkably angular, with leaps of sixths up and sevenths down. In the
second phrase the soprano has the scale, which is now diatonic and in E

major, while the angularity moves to the bass, which has descending

23. This solfeggio and a companion piece for male voices remain
unpublished; the manuscripts are at the Robert-Schumann-Haus,
Zwickau. Two further solfeggi mentioned in Schumann's own list of
pieces rehearsed with the Chorgesangverein have disappeared.

24. The concert on 30 April 1848 was the second performance given by the
Chorgesangverein; its debut performance was on 26 March 1848, as
shown in the diary entries (Nauhaus (2), pp. 456 and 764, note 630);

see also Appendix F. '
25. Festschrift, p. 8; Additions in square brackets are my own.
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sevenths and ascending ninths., The third phrase is a repeat of the
first, with the soprano and tenor parts interchanged and the alto and
bass remaining virtually the same.
We catch a glimpse of a rehearsal in one of Schumann's letters to
Franz Brendel, dated 3 July 1848:
I get a lot of pleasure out of my choirs, particularly the full
chorus. At the moment we're sight-singing Beethoven's Missa
Solemnis, so that we'll at least get the hang of it - and I do
enjoy it when they persevere through thick and thin. But we

also study, when a performance is approaching: at the moment,
Gade's Comala. 2°

The meetings of the choral society were suspended during the 1849
May Insurrection in Dresden, but recommenced a few weeks later with
rehearsals for the Goethe Centenary Festival concert; this will be

described in more detail in chapter 5, Scenen aus Goethes Faust.

The Dresden Chorgesangverein continued long after the Schumanns had
left the town, and eventually adopted the name 'Robert-Schumann-

Singakademie' in honour of its founder.

Beim Abschied zu singen, op. 84 (1847) for SATB soli and chorus with wind

band or piano accompaniment.

This little piece, which of course predates the formation of the
Dresden Chorgesangverein, was written to provide a work with which to
close the 1847 Robert Schumann Festival in Zwickau. This festival
stemmed from a proposal by Emanuel Klitzsch, the municipal music director
in Zwickau, that Schumann should conduct a charity performance of Das

Paradies und die Peri in the town, in aid of the poor in the Upper

Erzgebirge. From this grew the idea of mounting a small music festival,

originally planned for 30 June and 1 July 1847.%

26, Jansen (2), p. 245 27. Nauhaus (2), p. 758, note 593



-112-

Beim Abschied zu singen was still in the process of being scored

when Schumann wrote to the organisers of the Zwickau festival on 10 June
1847 with his suggestions for the closing concert:

Part I 1) Symphony *®* 2) Aria from Figaro (Dove sono)

3) My concerto

Part II 1) Overture to Cherubini's Water Carrier 2) Lieder

3) Solo pieces for piano (Bach Fugue (the A minor, really for
organ) Mendelssohn Song without Words, and a bravura finale).
As an encore I wondered about a little song for chorus and wind
instruments on the Feuchtersleben 'Es ist bestimmt in Gottes
Rath' which I composed a few weeks ago with the Zwickau
festival in mind, but haven't written out yet ... It's a very
easy composition and can be sight-read. ?°

On 21 June 1847, the day on which he had finished the score of Beim

Abschied zu singen, he wrote again:

Herewith too my Song on Parting; it seems a bit sentimental to
me. Let's try it through, though, at least! If it then seems
a bit too sad for the closing item, we can leave it out. Don't
put it into the programme.

But it would be lovely if I could hear it at the Wednesday
rehearsal. Try it with just your choir. The chorus doesn't
have to be very strong - eight to a part would do - without the
soloists. I want it to be really softly and tenderly sung and
played. 3°

But by the next day all the arrangements had been thrown into confusion
by the sudden death of the Schumanns' youngest child, Emil, aged eighteen
months. Schumann wrote again to Klitzsch, asking for a postponement, and
after one or two suggestions the festival was rescheduled for 10 and 11

July. Beim Abschied zu singen was put in as an encore in the concert of

10 July, oddly enough in a programme containing no other choral music;
Schumann's original suggestion was adopted and it was given as the final
item, though not included on the printed programme,

The wistful, charmingly valedictory verse by Ernst, Freiherr von

Feuchtersleben is divided into two parts which Schumann sets as two

28. Schumann's own C major symphony, no. 2
29, Erler (1), p. 25
30. Erler (1), p. 27
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strophic verses; the number of lines is unequal, but repetitions in the
second part bring it to the required length. The second part, too,has an

important change to the minor at the words 'dann weine'.

Ex. 10 Beim Abschied zu singen, second stanza:
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Schumann uses simple block harmonies in a syllabic style throughout, but
contrast is provided by the solo voices, alone or in combination, between
the phrases for chorus. The accompaniment is almost entirely a doubling
of the vocal parts, except for the little phrase that forms a prelude,
interlude and postlude to the piece.

The opportunity of having a farewell song proved too good for anyone
to waste, and thereafter Schumann found this song being sung to him on
the occasion of any and every parting, for instance on leaving Dresden

for Diisseldorf in 1850, when the Dresden choral society sang it for him.

Adventlied op. 71 (1848) for soprano solo, chorus and orchestra.

Like the Motette op. 93, this work (written in November 1848) is a
getting of a religious text by Riickert, and was referred to by Schumann
as a 'church piece'.31 The poem comes from Rickert's collection Pantheon

and is found in the third of its five sections, Kirchenjahr, the Church's

Year. Again and again its imagery awakes echoes of New Testament
references; for instance,

... empfang' ihm froh, Jerusalem;
trag' ihm entgegen Friedenspalmen,
bestreu' den Pfad mit griinen Halmen...

[... receive him joyfully, Jerusalem;
meet him with palms of peace,
strew his path with green branches ...]

32
recalls the entry into Jerusalem on Palm Sunday, ~ and
Und wo du kommest hergezogen

da ebnen sich des Meeres Wogen,
es schweigt der Sturm, von dir bedroht

31. In a letter to Ferdinand Hiller, dated 10 April 1849, cited in

Jansen (2), p. 258
32, Matthew, xxi, vv. 8-9
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[And where thou comest drawing near,
the waves of the sea become smooth,
the storm is silenced, threatened by thee]

reminds us of the stilling of the waves on the Sea of Galilee. 3% This
overwhelmingly Gospel-based imagery may well have had a special appeal
for Schumann's humanitarian, vaguely religious feelings; the Lutheran
faith in which he had been brought up placed great emphasis on Bible
reading (and in the vernacular, too) as opposed to liturgical observance.
Then in the final stanza of the poem we find sentiments that would surely
have appealed to him even more strongly:

O lass dein Licht auf Erde siegen,

die Macht der Finsternis erliegen

und 16sch' die Zwietracht Glimmen aus,

dass wir, die Volker und die Thronen,

vereint als Briider, immer wohnen

in deines grossen Vaters Haus!

[0 let thy light be victorious upon earth,

the might of darkness give way

and extinguish the smoulders of discord,

so that we, peoples and thrones,

united as brothers, live for ever

in thy great Father's house! ]
This recalls the world-view of Schiller's Ode to Joy in which the
essential brotherhood of mankind is the point emphasised. Since 1945
many scholars based in East Germany have tried to show that Schumann was
a good socialist, as we understand it today. The evidence is very
slender, and the whole attempt is misguided in the sense that nothing
like modern socialism existed in the 1840s and 50s. Nevertheless it is

true that Schumann was on the people's side against the oppressors in the

revolutionary convulsions of 1848-49, and the idea of universal

33. Mark, iv, vv. 35-39
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brotherhood was as attractive as ever. But it must be observed that
Schumann was happy for this to include monarchs (in Ruckert's text, 'die
Volker und die Thronen, vereint als Brider'); there seems no thought
there of revolutionary overthrow.

The Adventlied is described as being for soprano solo and chorus
with orchestral accompaniment, but closer examination diécloses a whole
quartet of solo voices in the fifth movement. This division into
movements is really only an organisational convenience; the music is

constructed without pauses between the movements, like Das Paradies und

die Peri, and the only break occurs between movements four and five,
roughly halfway through. At first, a mixture of Handelian and Lied style
(consecutive, not simultaneous) is in evidence. The opening soprano
solo, 'Dein Konig kommt', and no. 3, 'Und wo du kommest', are both
Lieder, while the beginning of no. 2, 'O mdcht'ger Herrscher ohne Heere',
for choral tenors and basses, is a Jagdlied, complete with hunting horns.
But this soon gives way to a 'Handelian' passage, where the tenor and
bass hammerstrokes on 'O Mdchtiger! Gewaltiger!' recall a celebrated

passage in Messiah:

Ex. lla Handel, Messiah, no. 12, 'For unto us a child is born', bars 33 -~ 38:
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Ex. 11a continued
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Ex. 11b Adventlied, no. 2, bars 14-20:
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Prince of Peace of great might!]
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We should notice that the 'Prince of Peace' occurs in both passages.

Handel's music is not the only Baroque influence this time, for Bach
also makes an appearance. The most obvious place is in the use of
chorale for no. 4, which is in rather un-Bachian alternating C and,4., to
accommodate the metre; and Bach is also the influence behind the solo
quartet in no. 5, 'Noth ist es'. It is significant that Schumann chooses
solo voices for this section, which is probably the most complex
contrapuntal setting in the piece. Moreover, a letter he wrote shortly
afterwards shows that this was a deliberate move to avoid giving
difficult music to the chorus:

Have a look sometime at the Riickert Adventlied; it's written

from the outset with a weaker (not so accomplished) choir in

mind, 3¢
Perhaps Schumann's experience with the Dresden Chorgesangverein had
taught him to moderate his ideas of what a choir could be expected to
tackle.

The opening theme of the work also appears in the second, fourth and

sixth movements, see ex. 12.

Ex. 12a Adventlied, no. 1, opening theme:

(Nicwt schnell. d =100.]
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(Thy King comes in lowly guise]

34. In a letter to Eduard Kriiger, dated 29 November 1849, cited in
Abert, p. 106
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Ex. 12b Adventlied, no. 2, bars 48-50:

[Die Viestel etwas \onasomer we VOr\ncr.]
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Ex. 12c Adventlied, no. 4, bars 12-13:
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Ex. 12d Adventlied, no. 6, bars 27-31:
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[0 let thy light be victorious upon earth]
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Ex. 12e Adventlied, no. 7, bars 73-77:
[Die Viertel enos schneller, usie vorner die Ho\ben-_]
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[0 let thy light be victorious upon earth]

Schumann is putting this motif through a process of transformation during
the course of the piece. It is not a reminiscence-motif, because it has
nothing in particular to remind us of; it serves rather to give some
unity to the total structure. On the whole this is extremely successful;
however, towards the end contradictory styles begin to threaten this
unity. In no. 5 the Bach-like solo quartet progresses to some quite

alarming chromaticisms:

Ex. 13 Adventlied, no. 5, bars 9-10:
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it then leads straight into the concluding 'Freudenchor' which is
characterised by the simple diatonicism resorted to by Schumann at grand
climaxes. The ending, in fact, comes dangerously close to banality, but
is rescued by a final reference to the opening theme and the entry of the
quartet of soloists in a subdominant-inclined coda.

Considered as a whole, however, the Adventlied is one of the most
successful of this intermediate genre between sacred and secular. Its
nafve text calls forth Schumann's best lyrical manner, and although the
climaxes can be somewhat mechanical, much of it is extremely beautiful.
There are even moments of drama, for instance the pianissimo entry of the
men's voices for the chorale in no. 4; the stirring horn-calls in 'O
micht 'ger Herrscher ohne Heere' in no. 2; and the extraordinary spine-
chilling cadence which ends the reprise of the chorale theme at the end

of no. 4 (see ex. 14).

Ex. 14 Adventlied, no. 4, final cadence:
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[to us, who are greatly bewildered!]

It is heartening to see that Schumann for once can make the most of this

sort of opportunity in this piece.
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Requiem fiir Mignon op. 98b (1849) for solo voices, chorus and orchestra.

This was published as a companion piece to Schumann's settings of

ten of the solo songs from Goethe's Wilhelm Meister. The Lieder had been

written in May 1849 while the family took refuge in Kreischa during the

Dresden insurrection, and the Requiem fiir Mignon was sketched on 2 and 3

July. This could well have been in response to the growing national
preoccupation with Goethe and how most suitably to celebrate the
centenary of his birth in the following month, on 28 August 1849. We
shall see in chapter 5 how thought of Goethe in the summer of 1849

prompted Schumann to further work on the Faustscenen. Perhaps he hoped

to offer the Requiem fiir Mignon as a suitable concert piece for the

Goethe celebrations; however, the orchestration was abandoned after one
day's work on it, on 12 July 1849, and he started work on the Cathedral
Scene from Part I of Faust on the following day. In the event it was the
closing scene of Faust (the present Part III) that was performed at the
Goethe Festival, and in early September 1849 Schumann returned to the

orchestration of the Requiem fiir Mignon, which he completed on 12

September. It was not performed until the following year, when it was
given at a private soirée by the Dresden choral society on 8 May 1850 to
bid farewell to their conductor and his wife. (The Schumanns departed
for Disseldorf in the autumn of that year.) Also performed on that
evening was the Cathedral Scene from Faust.

The description of Mignon's funeral rites belongs to the eighth

chapter of Book 8 of Wilhelm Meisters Lehr jahre, one of a group of

picaresque novels recounting the adventures of Wilhelm Meister with a
troupe of travelling actors. Mignon is a mysterious young girl who
becomes devoted to Wilhelm Meister because he has treated her with

friendliness and consideration, qualities that have been very much absent
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from her young life. After her death, a rather humanistically-inclined
ceremony is performed around her bier; a priest takes part, it is true,
and he preaches a sermon afterwards, but the text makes no mention of the
Almighty, and although it seems to take for granted the fact that
Mignon's spirit lives on in some plane of existence, there is no
reference to Heaven except for the oblique phrase 'the wreath of
immortality'. Again, this is a work which is non-specifically religious,
and as in the case of the Adventlied it brings forth some of Schumann's
best work.

Schumann is remarkably faithful to his given text, even to the
extent of preserving the distinction between the parts assigned by Goethe
to the four boys and to the chorus. The four boys are represented by SSAA
solo voices, and the full chorus takes all the verses labelled 'Chor',
except for the exhortation 'Kinder, kehret in's Leben zuriick!', which is
given to a bass soloist. Schumann takes such care to follow Goethe's
original that one wonders why he did not take equal notice of the
preceding paragraphs (reprinted in the score) which tell us that two
choruses began to sing. However, to have set the piece for double
chorus as well as soloists would have increased the scale at the expense
of the intimate atmosphere.

As in his earlier choral works, Schumann makes a point of linking
almost all the movements. The only break occurs after no. 4, just at the
point where the bass soloist enters with a new thought.

The success of this piece stems from a matching of scale and means.
The atmosphere of the text is on the whole optimistic and unsentimental
after the sombre opening, and Schumann contrives to reflect this in his
musical setting. The opening movement is almost conversational in style,

until a more lyrical mood is reached with 'Erstling der Jugend'. No. 2
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is breathless, almost sobbing, with short two-bar phrases.to emphasise
this characteristic. No. 3 is the first movement to approximate to a
musical form. It begins as a fugato, although this is soon abandoned in
favour of antiphony, first between SA and TB, later between chorus and
solo voices. Schumann sets the opening of no. 4 as a chorale for men's
voices, then for full chorus; but sadly the block chords seem to lack the
rhythmic impulse of the previous movements, and the chorale section sags
by comparison. Fortunately he very soon returns to his lyrical style,
with antiphonal passages between soloists and chorus, and interest
revives once more. In the next movement, the bass solo, an arioso melody

is combined with a Lied-like accompaniment.

Ex. 15 Requiem fiir Mignon, no. 5:
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The final movements are divided only by Goethe's verse-structure.

Together they form another of the Freudenchiére found here and there in

Schumann's choral works, although in this instance Schumann does not

limit himself to plain diatonic harmonies - they include such notable

passages as those seen in ex. 16.
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Ex. 16 Requiem fir Mignon, some modulatory and chromatic passages

in no. 6:
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The style of the Requiem fiir Mignon is remarkably well unified,

without sharing the 'Baroque' tendencies of other works. The effect of
this is to withdraw the work from the platform of the public, overt
utterance which is the normal realm of choral music, to the much more
intimate atmosphere of the salon; and it is significant that its first
performance took place under such conditions, at the private concert
given by the Chorgesangverein on Schumann's departure from Dresden. The
concept of 'salon music' does not carry any pejorative meaning here, but
merely gives some indication of scale, style and possible audience (which
echo the size and type of the rites described in Goethe's original); and
it demonstrates how far, in this most inwardly felt of his choral works,

Schumann has gone towards the world of his piano music and Lieder.

Vier doppelchorige Gesidnge op. 141 (1849) for double chorus of mixed

voices.
Schumann's diaries indicate that he worked on these songs between 11

and 10 October 1849.35 The poets are Riickert (An die Sterne), von

Zedlitz (Ungewisses Licht and Zuversicht) and Goethe (Talismane). This

is the second setting Schumann made of Goethe's 'Gottes ist der Orient'

from the West-Ostlicher Diwan, for he had included a version for solo

voice and piano in his Myrthen op. 25, nine years before.

The published order of the songs follows that of their composition.
Schumann's diary entries for October 1849 show 'An die Sterne' for the
11th, 'Unsicheres [sc. Ungewisses] Licht' for the 12th and 'Zuversicht'

for the 1l4th. The manuscript of Ungewisses Licht is dated 13 October

1849, and rough jottings for Zuversicht appear on the same pages.36 The

35. Nauhaus (2), p. 506
36. Paris, Bibliothdque nationale, MS. 328



-128-

diary entry for Talismane is somewhat ambiguous: for 20 October we‘read
'In the morning, Tittel with the song - Gottes ist der Orient"-'. 3% It
seems likely that this may have been the solo song already in existence
(Rosalie Tittel, daughter of the Zwickau music director Heinrich Schulze,
was a singer) but this may well have given Schumann the idea of finishing
his set with a version for double choir.

Schumann is at his best with the sonorities available from the

double-choir format. An die Sterne uses the antiphonal effect of the two

SATB groups poised against each other, with intervening imitative

sections. In Ungewisses Licht different groupings of the voices are used

antiphonally, and the desperation characteristic of the minor-mode unison
writing contrasts piquantly with the subdominant-inclined block harmonies

and peaceful atmosphere of the first song. Zuversicht gives rise to a
certain tonal ambiguity caused by its procedure of adding thirds
downwards and then upwards from a third which is itself ambiguous,
construed as it may be as the top or bottom of two different triads.

Talismane is the most chordal of the set, inviting comparison with
keyboard music, though it seems that Schumann may for once have been
thinking in terms of the organ, not of the piano. Formally it is the
most ambitious of the set, corresponding roughly to a rondo wherein the
refrain 'Gottes ist der Orient' is the main rondo theme, and the three
verses form the episodes. It is worth noting that Schumann's earlier
setting of the text is entirely different in the crucial area of
accentuation. The first lines, heard in 1840 as

4. DI 130 -

Got - tes st der O-r¢i - ent !
Got - tes st der Oc-ci-dent !

37. Nauhaus (2), p. 506
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now become

S R A I P

Got -tes ist, Got -bes b, Cot -tes ist  der

JAJe|tdd|d J)a_JIfd

O- ri-ent! Got -tes 8 der Oc - ci - dent!

The later version shows not only an accentuation which is closer to that
of the actual words, but also a well-judged building up of tension
towards the climactic outburst 'Gottes ist der Occident!' which is given

to both full choirs.

Ex. 17 Vier doppelchirige Gesdnge, no. 4, Talismane:
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Ex. 17 continued
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These four songs are Schumann's most important and successful pieces
for unaccompanied chorus, and as a set their interest is heightened by
the contrast between them. Schumann's achievement of the quality of
'Innigkeit' in the first and third songs is set against his mood of

desperate recklessness for Ungewisses Licht and triumphant thanksgiving

in Talismane. The basis for this is a much surer feel for the
possibilities of his unaccompanied forces, perhaps reflecting a gradual
improvement in his Dresden choir, certainly illustrating Schumann's own

greater confidence and facility.

Nachtlied op. 108 (1849) for SATB chorus and orchestra

This setting of a short text by Hebbel - the poet whom he had
approached, not very successfully, for a version of the libretto for his
only opera Genoveva — occupied Schumann between 4 and 11 November 1849,
He sketched it in four days, and orchestrated it in another four. It was
one of his favourite pieces; he mentioned in a letter to Strackerjan of
17 January 1854 that he had 'always regarded it with particular love. '
This is hardly surprising, for in the Nachtlied Schumann generally
succeeds with things that had sometimes eluded him before: the
atmospheric orchestral opening for the night and stars, the motto theme
in the lower strings, the idiomatic choral writing, and the fully
integrated orchestral postlude. Apart from a few weaknesses of
repetition in the central section, it can stand with the best of
Schumann's contemporary work. In connection with this, two significant

points may be noted: there is for once no recourse to solo voices, and

the text has no real climactic point. The only approach to a dramatic

38. Jansen (2), p. 391
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climax is at 'riesenhaft filhle ich's weben', and interestingly this is
the very place where invention almost flags; but the subdued manner of
most of the text is perfect for Schumann, who is thus spared the problem
of dealing with a real climax.

Nachtlied is through-composed, but it falls naturally into three

sections. First there is a slow introduction marked Ziemlich langsam; at

the words 'steigendes, neigendes Leben' a gradual accelerando begins
which culminates in the A tempo at 'Schlaf, da nahst du dich leise'.
Curiously, the A tempo is actually slower than the preceding section, for
the minim of the new alla breve section is marked slower than the
previous crotchet. Could this be an involuntary avoidance of anything
that might remotely be suspected of being a climax?

The opening theme, which is reserved for the orchestra, is tonally

rather ambiguous:
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Ex. 18 Nachtlied, opening theme:
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First the notes D and F are heard (flutes and divisi violins), then

B flat appears to complete the triad and begin the main theme. But this

turns out not to be the tonic, which is not reached until the fourth bar,

and the initial B flat proves to be the flattened submediant of D minor.
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The fifth bar of the theme is where modulation occurs, by the simple
expedient of putting a major second on top of the D-F dyad and treating
these notes as part of a chord of the seventh.

The chorus entry is dovetailed into the second bar of the
orchestra's restatement of the theme. Each part divides at some point
(perhaps a gesture in the direction of using soloists) and the chorus is
largely antiphonal, TB followed by SA. Many of the phrases are only two
bars long (particularly short for Schumanmn) and they are characterised by
stepwise movement of a tone or a semitone in the bass.

At the accelerando there is a subjective slackening of tension.
Despite the faster speed, the harmonic rate has slipped from J J l J 'J
to three and a half bars for each chord. However, a G major chord on
'riesenhaft' changes magically to a first inversion of E flat major, then
five bars later comes the dramatic masterstroke, the opening orchestral

theme heard fortissimo while the chorus continue with 'Riesenhaft’'.

Ex. 19 Nachtlied, entry of orchestral theme at bar 66:
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[Giant-like, which thrusts me away])

This also has the effect (as it starts on the submediant, as we have

seen) of converting the cadence at that point from a plain perfect

cadence in D minor to an inverted interrupted one.

The Alla breve in D major begins with a simple chordal progression

above which various voilces intone the word 'Schlaf' on the note A, the

only note common to all the chords.

This introduces the chorus's one and

only real theme in this work, at 'da nahst du dich leise'. The ghost we

can hear behind this is the little theme which Schumann twice used in

passing in his symphonies, once in the First and once in the Third, of

which Brahms tapped the true potential in his own Third.




-136-

Ex. 20a Nachtlied, chorus theme in final section:

[ Allobreve. d =72.]
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Ex. 20b Symphony no. 1 in B flat major, 'Spring', second movement:
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According to Boetticher's taxonomy in his Einfiihrung in

Personlichkeit und Werk, images of light and dark evoke specific

colouristic responses from Schumann.39 He refers to a Neapolitan sixth
chord at 'da nahst du dich leise',40 but in fact this chord appears only
in the first section of the work. However, as this is the only section
which refers specifically to the night and the stars, his connection of
the Neapolitan sixth with this sort of image still holds good. He also
mentions that night pictures are frequently characterised by pizzicato
effects, and this is certainly true of the final section, particularly
the coda.

The Nachtlied was performed in Dresden in 1850 by the choral
society, and in the winter subscription season in Diisseldorf in 1852.
Schumann wrote to Carl Debrois van Bruyck on 17 December 1852:

I want to wait for the score of the Nachtlied before I send it

to the poet. It will be out in the next few weeks. The piano

reduction gives only a faint picture. It lacks the nocturnal

colouring, for which only the orchestra has the right timbres.
Later on he sent Hebbel a score of the Nachtlied in time for his
birthday, 18 March, with the following note:

I should like best to enclose with the Nachtlied an ensemble of

wind and strings, together with a choir, so I could sing the

poet ... to sleep in a lovely dream with his own poems ... *?

The composer who at the time of his first orchestral works was finding
orchestration a particular problem, sometimes putting 'yellow instead of

blue' as he described it in connection with his youthful G minor

symphony,43 is now sufficiently certain of his technique to let the

39. Boetticher (1), pp. 420 ff.

40. Boetticher (2), p. 440

41, Jansen (2), p. 306

42, Dated 14 March 1853; Jansen (2), p. 340
43, Chissell, p. 146 (quoting her translation)
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instruments play a truly colouristic role, and to use the full choir and
the separate parts within it in his range of timbres to evoke the

atmosphere of night.

Neujahrslied op. 144 (1849-50) for chorus and orchestra,

This work spans Schumann's move from Dresden to Diisseldorf. It was
begun on 27 December 1849 and the sketch was completed on 2 January 1850.44
Not only does it represent the musing on the turn of the year common to
all of us, but it may also reflect the deeper wondering about the future
and what decisions to make that Schumann was experiencing at the time.
Despite the high hopes with which he had gone to Dresden, he had never

felt particularly settled there (he had never been accepted by the court

theatre people, for example, either in Wagner's time or after his flight)
and over the past couple of years he had been angling for new jobs in a
rather disorganised manner. He had hoped to be offered the post of
Dresden Kapellmeister, left vacant on Wagner's departure; and there had
been the Gewandhaus directorship in Leipzig after Mendelssohn's death,
but Schumann was disappointed in both of these. Then Hiller, his
predecessor with the Dresden Liedertafel, wrote to say that he was going
to move to a post in Cologne, that his music directorship in Diisseldorf
would thus be vacant, and that he thought this post would suit Schumann
very well. Schumann received this letter on 17 November 1849, and noted
in his diary 'Diisseldorf plans'.45 The responsibilities were to prepare
and conduct a winter season of subscription concerts with the orchestra
and chorus, to arrange the music for four services a year in the

Maximilianskirche and Lambertuskirche, and to provide the Diisseldorf

44, Nauhaus (2), pp. 513-14
AS Naihana (2) n. 509
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contribution for the Lower Rhine Music Festival, held yearly at
Whitsuntide in Cologne, Aachen and Diisseldorf in turn. Schumann replied
two days later that if the Diisseldorf Musikverein Committee would write
direct to him offering the job, he would be able to send his provisional
acceptance, with no final decision to be reached until the beginning of
April 1850; he was still hoping to be offered Wagner's post.46 Schumann
seems to have had no qualms about his ability to cope with the heavy
conducting schedules of these posts. It is true that he had been putting
on concerts in Dresden and on tour, and conducting his weekly
Chorgesangverein rehearsals; but to go into a taxing series of
professional concerts with little time left free for composition was
quite a different thing, as he was to discover.

In the event, Schumann accepted the post on 31 March 1850 (just
before the deadline) and finally took up residence in Disseldorf with his
family on 2 September 1850. It proved difficult to find suitable
apartments, and so it was amid the upheaval and noise of removals, and
exhausted and depressed by the experience, that Schumann turned again to

the Neujahrslied and completed the orchestration. It was performed in

his first season of subscription concerts, appropriately enough on 11

January 1851. 47

Schumann chose the poem (like that of the Adventlied) from Riickert's

Kirchenjahr. He set it in its entirety, with one addition, the chorale

tune and words of 'Nun danket alle Gott', and one alteration, the

substitution of the word 'dridngend' (pressing) for 'schwanger' (pregnant)

46. Nauhaus (2), p. 778 (note 717)
47. Boetticher (2), p. 474, gives 7 January, but this was the first

chorus rehearsal; the correct date is given in Abraham (2), p. 855,
and Nauhaus (2), p. 550
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in no. 4. A possible explanation for the latter and for textual

alterations in other works will be put forward in chapter 10.

Schumann's title page describes the work as 'for chorus and
orchestra', but this conceals the prominent bass solo with which the work
opens, and the recitative allotted him in no. 4. There is also a duet
for soprano and alto soloists.

A comparison with the Adventlied inevitably suggests itself, for
similar forces are used here: bass as against soprano solo, and minor
soloists drawn from the ranks of the chorus. The similarity is not
merely superficial, but extends to Schumann's large-scale formal layout,

which can be illustrated thus:

ADVENTLIED NEUJAHRSLIED
Solo & chorus (S + SA) Solo & chorus (B + SATB)
Chorus leading to fugato SA duet
Solo & chorus (S + SA) Chorus leading to fugato

Bass recit.
'Chorale' Chorus leading to fugato
SATB soli, accompanied recit. 'Chorale’

Closing chorus with opening theme Closing chorus with Nun danket

The atmosphere of the Neujahrslied is, however, quite different.

The Christian imagery is altogether absent, so that the chorale tune Nun
danket comes as something of a surprise, even though it ends with 'Heil!'
rather than 'Amen'. It is also much more declamatory than the lyrical
Adventlied, as we can see from the opening of the piece, a fanfare with

nervous dotted rhythms and a triadic flourish for the bass:
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Ex. 21 Neujahrslied, opening tutti and bass solo:

Q) Feierlich. (d =63.)
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[With brazen tongue the cry goes up: look out!]

The mood changes dramatically at the first chorus entry, where
references to darkness and night call forth minor harmonies and
chromaticisms; but the optimistic diatonic simplicities of the opening
dominate the work. The most striking passage is the chorus 'In dunkelen
Zugen', no. 4, where the melody outlines a ninth (made up of two
superimposed fifths), and the cellos have semiquaver D minor scales

whispering up and down to represent the flames referred to in the text.



Ex. 22 Neujahrslied,

/@ Dasselbo Tempo.

-142-

no. 4, 'In dunkelen Ziigen':
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It owes much of its success to the fact that it has an independent
orchestral part, not merely doubling the voices. Schumann has become
very unwilling in this piece to allow the orchestra to do anything beyond
doubling the voice parts, and there are only four points where the
orchestra escapes from this straitjacket: in the opening tutti for
orchestra alone, in the chorus 'In dunkelen Ziigen', in the final chorus,
and in the chords punctuating the recitative-like sections. In the final
chorus the basses sing the chorale tune 'Nun danket alle Gott', but this
does not form the bass of the harmonies; the true bass is supplied by the
orchestra. Because of this increase of initiative in using the

orchestra, the later movements of the Neujahrslied are the most

interesting, beginning with 'In dunkelen Ziigen,' going on to the almost
complete fugue 'Lernt Sicheln zu schleifen', followed by the chorale-
style movement 'O Fiirst, auf dem Throne des Zeitlaufs erwacht!' and the
finale with the real chorale quotation.

A further important constraint in this work is the metre of the

text. It runs in a steady

and the relentless dactyls threaten to become an infuriating jog-trot
rhythm. Schumann's efforts to avoid this are numerous and praiseworthy,

for instance
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Fortunately Nun danket, when it arrives, is iambic, so that this, with
Schumann's evasive measures, well counteracts the march of the dactyls.

The central problem of the Neujahrslied is the corollary of the

earlier remarks about the lack of independent orchestral writing: it is
too relentlessly choral, with little chance of a breathing-space between
one choral movement and the next. Schumann does his best to instil
variety by using different kinds of chorus textures and structures, but
it is hard to escape the conclusion that a few passages for the orchestra
alone would have made all the difference to what is otherwise an over-

enthusiastically choral piece.
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Festouvertiire iiber das Rheinweinlied op. 123 (1853) Orchestral overture

with choral finale for solo voices and chorus, SATB or TIBB.

This occasional overture was Schumann's last piece of choral music. *°
He wrote it between 15 and 19 April 1853, in time to be performed on 17
May at the thirty-first Lower Rhine Music Festival, held that year in
Diisseldorf.

Despite the initial enthusiastic reception given to the Schumanns on
their arrival in Diisseldorf in September 1850, helped no doubt by the
recommendation of Hiller, the outgoing music director, things quickly
became difficult. For a while the situation was mitigated by the
appearance of celebrated soloists who were happy to play in Schumann's
concerts. Clara performed on many occasions, of course, and the violinist
Joachim often appeared, both as soloist and as composer. But Schumann's
deficiencies as a conductor were becoming too obvious to be ignored.
Friedrich Niecks's succinct account of the circumstances can scarcely be
bettered:

It must plainly be stated in unqualified terms that Schumann

was entirely unsuited to become a conductor. His mental

ailment was gradually obliterating ... the very abilities and

qualities, mental and physical, that are indispensable for that

activity - alertness, authoritativeness, concentration, energy,
presence of mind, sympathy, tact, even the ability to speak
audibly. He lived mentally aloof, his thoughts busy within

him, out of reach of, and out of touch with, his fellow-men,

for most practical purposes.*’

The Schumanns and the Diisseldorfers were set on course not so much for
collision as for ever more widely diverging aims. Clara was almost

beside herself with rage, fancying she saw insults being directed at her

husband; the intransigence of the Schumanns was perhaps largely due to

48. The Faustscenen had their last item added in August 1853, but this
was the overture, rather than a choral movement.

49. Niecks, p. 262
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her. The Diisseldorf musicians and concert committee tried vainly to come
to some compromise to improve the situation, chiefly by rather tactlessly
suggesting other conductors, and were accused of double-dealing. Matters
came to a head in 1853. The winter concerts had been of a very poor
standard, and further attention was focused on the musical resources of
the town and its unfortunate music director by the fact that Diisseldorf
was the venue for that year's Lower Rhine Music Festival. The

Niederrheinische Musik-Zeitung, whose anonymous Diisseldorf correspondent

had already reported in gloomy terms on the 1852-53 subscription season,
was provoked by a disastrous concert on 27 October 1853 to thunder forth
a denunciation of Schumann's circle, whom it accused of hiding from him

the truth about his inadequacy, and of the beleaguered Concert Committee.
It referred to the scandalous High Mass in the Maximilianskirche on 16
October, when Schumann had let the choir limp its way through a mass by
Hauptmann and some of the congregation had become convinced that an
insult to the Divine Office had been intended. The article ended thus:
However, we proclaim to Schumann's friends, who might mistake
our intention, the words found in these pages in the reports on
our last Rhine Music Festival: "Artistic creation is Schumann's
calling, and whosoever demands of the man whom genius has
chosen, that he should also concern himself with practicalities
like other sons of earth, misjudges the very nature of genius." *°

It was in wholly inauspicious circumstances, then, that the

Festouvertiire iiber das Rheinweinlied was written and performed; and it is

perhaps a measure of Schumann's loss of contact with the troubles
besetting him that he could write such a simple, good-humoured piece of
music for the people who seemed to be persecuting him. The overture had
a mixed reception. Schumann wrote to the publisher Simrock on 30 May

1853 to tell him not believe anything in the Cologne papers about the

50. Anon., p. 159
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work: it was a mere lampoon, claimed Schumann, and to counteract it he

enclosed a review from the Augsburger Postzeitung of 24 May. This

reported the enthusiasm of the audience on hearing the overture, and the
lively and increasing interest with which they joined in the tune along
with the chorus. *'

The Festouvertiire is scored for Sch