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This study is an investigation of the dramatic expression
in thirty musical settings of CGoethe's "Erikdnig," to attempt
to determine why the works by Franz Schubert and Carl Loewe
have achieved such popularity.' Chapter I Iincludes a history
of Goethe's ballad, and shows how the pcét influenced several
composers who used his "Erlkonig" as a8 subject for their
music,

Chapter 1I 1s a comparison of the thirty settings, and
deals with dramatic expression iIn relation to the musical
agpects of form, tonallfy, rhythm, melody, and harmony,
Several of these elements have further subdivisions. The
gsection on rhythm includes a discussion of meter, 1ength of
composition, tempo, the coordination of poetic accent with
muslcal accent, and sallent rhythmic patterns., Severail
points are covered in the study of melody, including tessi-
tura and range, type of melodlc movement, intervals,
dynamics, and dlatonlicism versus chromaticism, The dis-
cussion of harmony deals primarily with the altered chords

used by the thirty composers to achieve dramatic effect,



hThe conclusions rsachied in Chapter IIX confirm thnat
the Schubert and Loewe ballads deserve the greater recog-~""
nition they have received., These two works surpass all |
other Erlkénig settings in each of the aspects examined.
While many of the other compositions do not_rise above the

level of folkeong, Schubert's and Loewe's ballads become

the nmodels of true dramatic art song.



DRAMATIC EXPRESSION IN THIRTY MUSICAL SETTINGS

OF GOETHE'S "DER ERLEKONIG"

THESIS

Presented to the Graduate Council of the
North Texas State University in Partial

Fulfillment of the Requirements

For the Degree of

MASTER OF MUSIC

By

Mary Eileen McDaniel, B. M,

Denton, Texas

May, 1973

4



TABLE OF CONTENTS

Page
LIST OF TA BLES - - - L] » L] . . - . * - - . - - - . LJ * * - iv
LIST OF EX.A MPLES - * L ] L 3 - . . . L] - - * - . * > L] . Ll L4 . Vi

Chapter
I . INTRODUCTION - - [ 3 » * L ] L 3 » L ] [ d L ] L] L ] L ] » L] » L ] l
History of the Ballad

IT. COMPARISON OF THIRTY MUSICAL SETTINGS
OF GOETHE'S "ERLKONIG" . . . « + . « « « . . . 13

Form
Tonality
Rhythm
Melody
Harmony

III. CONCLUSIONS DRAWN FROM THE COMPARISON. . . . . . 103
APPENDIX. & v v o o o v v v v a v o o s e v e a e . . . 107
BIBLIOGRAPHY. o o v v v 4 v v v v v o o w v a o v o o o . 186



Table

XITI.
XITI.

XTIV,

XVI.
XVII.
XVIII.
XIX.
XX.
XXT.
XXII.

Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional
Sectional

Sectional

LIST OF TABLES

Form
Form
Form
Form
Form
Form
Form
Form
Form
Form
Form
Form
Fofm
Form
Form
Form
Form
Form
Form
Form
Form

Form

of
of
of
of
of
of
of
of
of

Reichardt's "Erlkénig”.
Zelter's "Erlkonig" . .
Harder's "Erlkonig®" . .
Romberg!s "Erlkodnig". .

Callcott's "Erl-King" .

Schlottmann's "Erlkdnig”

Miltitz's "Erlkdnig". .
Gaul's "Erl-King" ., . .
Schneider's "Erlkdnig",
Klein's "Erlkénig", . .
Eckert's "Erlkdnig" . .
Tomaschek'!s "Erlkdnig".

Petschke's "Eriksnig" .

Brah-Muller's "Erlkdnig’

ILoewe's "Erlenkdnig", .
Mayer's "Erlkdnig". . .
Cowellt's "Brl-King" . .
Becker's"Erlkonig" . .
Schubert's "Erlkonig" .
Noch's "Erlkonig" . . .
Reissiger's "Erlkdnig".

Spchrtg "Erikonig". . .

»

*

Page
19
20
211
21
23
25
26
27
27
28
29
29
30
31
31
32

33
35
36
37
37



Table

XXIII.

XXIV.
XXV.
LXVI.
XXVII.
XXVIIT.
XXTIX.
XXX,
XXXTI.
XXXIT.

XXXIII.

Comparison of Sectional Form of

Erlkonig Settings. . .
Zelter's Tonalitlies . + + &
Klein's Tonalities. o o v »
Tomaschek's Tonallties, . .
Cowell's Tonalities . . . .
Schubertt!'s Tonalities . . .
Loewe's Tonalities. . . . .

Principal Modes and Keys of

k] [ ]

the

[ » [ ] [ » [ ] * L 4

Thirty Settings

Lengths and Meters of the Thirty Settings . . .

Tempo Markings of the Thirty Erlkonig Settings.

Vocal Parts Used by Callcott for the Four

Characters « «» o o o o

. ]

- L [ . » L * - .

39
B
45
45

16
6
b7
18
55

81



LIST OF EXAMPLES

Example

1.

Schroter's "Erlkdnig”., v ¢« ¢ &« & o + o &
Gronland's "Brlkdnigz"., . .« 4 v 4 . s
Tappert's "Erlkonig" . . . . ¢ ¢ . v . .
Romberg's "Erlkonig" ¢« + ¢ ¢ 4 v o o o o
Beethoven's Erlkonig Sketch, « o s ¢ »
Eberwein's Harmonic Progressions . . . .
Miltitz, "Der Erlkonig," meas. 76-79 . .

Romberg, "Der Erlkdnig,® meas, 58-62 , ,

Becker, "Der Erlkonig," meas. 38-40; 67-69

Czerny, "Der Erlkénig," mea. 6 . . . . .

Czerny, "Der Erlkdnig,* meas. 51-53. . .

Czerny, "Der Erlkdnig," meas. 130, 131 .

Zelter, "Der Erlkonig," meas, 2-4, , .

Zelter, "Der Erlkonig," meas. 24-26, ., .
Zelter, "Der Erlkonig," meas. 63-65, . .
Schneider, "Der Erlkdnig," meas. 10-12 ,
Reissiger, "Der Erlkonig,"” mea. 24 . . .
Reissiger, "Der Erlkonig,” meas., 35, 36,
Becker, "Der Erlkdnig," mea, 81. . . . .
Miltitz, "Der Erlkdnig," meas. 26-28 . .
Tomaschek, "Der Erlkonig," meas. 43-50 .

Tomaschek, "Der Erlkdnig," meas. 104-108

Page
14
17
18

22
34
L3l
L2
43
53
60
60

_61
62
62
63
64
64
65
65
66
67
68



Example

23.
2k,
25,
26,
27.
28,
29.
30.
31.
32,

33.
34,
35.
36.
37.
38.
39.
Lo,
h1.
ha,
43.
BE
45,
Le,

Spohr, "Der Erlkdnig," meas, 47-50 . .
Noch, "Der Erlkénig," meas, 131-136. .
Klein, "Der Erlkdnig," meas, 131-135 .

Klein, "Der Erlkdnig," meas, 119-125 ,

[ - -

] > *

Loewe, '"Der Erlkdnig," meas. 3,43 27-31., . .

Schubert, "Der Erlkdnig," meas. 57-61.
Klein, "Der Erlkdnig," meas. 98-106. .
Zelter, "Der Erlkonig," Stanza 5 . . .
Loewe, "Der Erlkonig,™ meas. 1, 2. . .

Schubert, "Der Erlk®nig," meas, 72-76;
123—127 ® & & e & ° e 2 8 * » »

Krich, "Der Erlkonig," meas, 27-31 . .
Klein, "Der Erlkonig," meas, 107-111 .
Beckef, "Der Erlkonig," mea. & , . . .
Becker, “"Der Erlkonig," meas., 32-34, .

Eckert, "Der Erlktnig," meas. 20, 21 .

Eckert, 'Der Erlkdnig," meas. 30-32; 129-131

Loewe, "Der Erlkdnig," meas, 18-20 ., .
Loewe, "Der Erlkdnig," meas. 40, 41, .,
Loewe, "Der Erlkdnig," meas. 87, 88. .
Loewe, "Der Erlkénig," meas., 90-92 , ,
Noch, "Der Erlk&nig," meas. 1-9, ., . .
Noch, "Der Erlkénig," meas. 65-69. . .
Schneider, "Der Brlkonig," meas. 86-89

Schubert, "Der Erlkénig,” meas., 14-17.

Page
68
69
69
71
T2
T4
76
82
84

86
88
88
89
90
Sl
92
93
93
ok
ok
95
96
o7
98



Example ' Page
L7, Schubert, "Der Erlkonig," meas. 24-27. . . . . . . 98
48, Schubert, "Der Erlkdnig," meas, 42-49, . . . . . . 99
kg, Schubert, "Der Erlkdnig," meas, 1l42-144, ., , . . . 100
50. Schubert, "Der Erlkénig," meas, 146-148, . . . . . 100

51l. Eberwein, "Der Erlkénig," mea, 13. . . « + + « « » 101

viii



CHAPTER T
INTRODUCTION

Goethe's ballad, "Der Erlkdnig," written in 1776 and

later included in his Singspiel, Die Fischerin, has been set

to music at least seventy times since Goethe conceived the
poem, Of these seventy settings, only two, those by Franz
Schubert and Carl Loewe, are reasonably well known. The
merite of these two works have been a source of argument for
over a century, while the other Erlkdénig compositions have
rarely been discussed or performed. Such obscurity may be
justly deserved; however, this neglected music needs recon-
sideration if for no other reason than to establish why the
works by Schubert and Loewe have been preferreq over other
Erlkonig ballads.

This study is primarily concerned with those musical
elements which, when combined with the text, create a dramatic
whole. The composers whose Erlkdnig compositions were most
successful are those who best expressed the relationship be-
tween the poetry and the music. The main aspects examined
here are.form, tonality, rhythm, melody, and harmony, with
subdivisions under each of these general headings,

Goethe's conception of how his poem should have been set
to music is an important factor to consider when comparing

these works. Through his friendship with several composers

-



who used his "Erlkdnig" as a subject for their music, he in-
fluenced the type of compositicn they created.

Of the seventy known settings of "Der Erikénig," less
than.half gseem to be currently available. Of this number
thirty have been examined in this study. A list of the com-~

posers of these works willl be found in the appendix.

History of the Ballad

The original inspiration for Goethe's "Erlkonig" comes
from a sixteenth-century manuscript of the Danish ballad "Sir
O0luf and the Elf-King's Daughter."l 1In this folksong Sir
Oluf, riding out to invite guests to his wedding, encounters
in the woods a maiden, the Eif-King's daughter, who asks him
to dance with her. When he refuses she casts a spell over
him and sends him home to his mother a dying man. The orig-
inal ballad goes on to recount the deaths of the knight's
bride and his mother. _

In 1778-79 the German critic and philosopher Johann
Gottfried von Herder published a two-volume collection of

folksongs entitled V‘olkslieder.2 This anthology contains

translations of folk poetry of several nations.3 In the

lprederick W. Sternfeld, Goethe and Music (New York, The
New York Public Library, 1954)7 p. I27.

?After his death, editors changed this title to Stimmen
der Volker in Liedern.

3Eric Blom, "Eri-King," Groves' Dictionary of Music and
Musicians, 5th ed., Vol. II (London, The Macmillan Company,
9




: \ 3
work Herder included a translation of the Danish ballad, "Sir

Oluf and the E1f-King's Daughter." However, the Danish
"Ellerkong™ (modern "Elverkong")}, literally "E1lf-King," Her-
der mistranslated into German as "Erlkdnig,” literally.
"plder-King" or "King of the Alder trees."

Herder's translation, entitled "Erlkdnigs TSchter,® dif-
fered in both content and form from the Danish original. 1In
the German, parts of several stanzas are omitted, as is the
refrain which recurs after each stanza. In the following
excerpt the portions omitﬁed by Herder are bracketed,

Danish Folksong
"Sir Oluf and the Elf-King's Daughter”

Stanza 1
(Soloj Sir Oluf rode by East and West
. To bid his friends to his bridal-feast.
[(Chorus) Gay goes the dance by the greenwood tree{]
Stanza 14
(Solo) She struck him twixt his shoulders broad,
. It pierced his heart-roots like keenest sHord
[(Chorus) Gay goes the dance by the greenwood tree. J
A more lengthy exclusicn is the omission of the last three
stanzas of the original which related the death of Sir
oluf's bride and his mother.D

Herder's "Erlkdnig's Tdchter"

Herr QOluf reitet ¢pdt und weit
7Zu bieten auf seine Hochzelitsleut.

YSternfeld, op. cit., p. 128,
5Ibid., p. 127.



Da tanzen die Elfen auf grunem Land,
Erikonig's Tochter reicht ihm dle Hand .

"Wilikommen, Herr Oluf, was ellst von hier’
Tritt her 1in den Reihen wd tanz mit mir,"

"Ich darf nicht tanzen, nicht tanzen lch mag,
Frihmorgen ist mein Hochzeitstag."

"Hor an, Herr Oluf, tritt tanzen mit mir,
Zwel gluldne Sporne schenk ich dir,

Ein Hemd vbn Seide s0 weiss und fein,
Meine Mutter bleicht's mit Mondenschéin."

"Ich darf nicht tanzen, nicht tanzen ich mag,
Frihmorgen ist mein Hochzeltstag."

"H8r an, Herr Oluf, tritt tanzen mit mir,
Einen Haufen Goldes schenk ich dir."”

"Einen Haufen Goldes nahm ich wohl;
Doch tanzen ich nicht darf und soll.”

"Und willt, Herr Oluf, nicht tanzen mit mir,
So1l Seuch und Krankheit folgen dir,"”

Sie tat einen Schlag ihn auf sein Herz,
Noch nimmer fuhit' er solchen Schmerz,

Sie hob ihn blelchend auf sein Pferd,
"Reit heim nun zu dein'm Fraulein wert.”

Und als er kKam vor Hauses Tir,
Seina Mutter zltternd strand dafur.

"Hor an, mein Sohn, sag an mir glelch,
Wie ist dein Farbe blass und bleich?”

Und sollt sie nicht sein blass und bleich,
Ich traf in Erikonigs Relch,

"Hor an, mein Sohn, so lleb und traut,
Was soll ich nun sagen delner Braut?"

"Sag ihr, ich sei im Wald zur Stund,
Zu proben da mein Pferd und Hund,

Frihmorgen und als es Tag kaum war, ‘
Da kam die Braut mit der Hochzeltschar,.



Sle schenkten Me{, sle Schenkten Wein, 
"Wo ist Herr Oluf, der Braut' gam mein?"

"Herr O1uf, er ritt in Wald zur Stund,
Er probt allda sein Pferd und Hund.,”

Die Briut hob auf den Scharlach rgt;
Da lag Herr Oluf, und er war tot,

Goethe (1749-1832) seems to have been unaware of the
original Danish tale, since he entitled his version of the.

"

ballad "Der Erikonig," thus perpetuating Herder's mistrans-
lation. His ballad, like Herder's, also lacks the refrain,

as well as the stanzas contalning the deaths of the knight's
bride and mother, which were an integral part of the original.
These similarities suggest that Goathe was famliiar with
Herder's version only.

Goethe, however, made some significant changes of hia
own. .In his poem the . principal characters are not the Eri-
konig's daughter and a knight, but the Erikonig himself and
a small boy. Goethe only briefly mentioned the Erikdnig's
daughter and added another character to the plot: the child's
father, In his book, The Music of Schubert, Gerald Abraham
suggests that an actual incldent witnessed by the poet wasg a
reason for this change of conflict.

One autumn evening Goethe saw, from his garden, a rider

g0 by the gate at full gallop, He found, on enquiry,

that the man was a farmer taking his sick child to the
doctor; it was this incident that fired his imagination.7

6Theodor Matthias, edltor, Herders Werke, Vol, II
(Leipzig and Vienna, Bibliographisches Institut, n.d,),
PP, LIO?FL|09. . . :

Tgeraiad Abraham, The Music of Schubert (New York, W.W.
Norton and Company, 1957), pp. 103, 104, o




Goethe's "Der Frlkonig"

< Wer reltet so spat durch Nacht und Wind?
Es ist der Vater mit s2inem Kindj
Er hat den Knaben wohl in dem Arm,
Er fasst ihn sicher, er halt ihn warm.

Mein Sohn, was birgst du so bang dein Gesicht?
Siehst, Vater, du den Erlkonig nichi?

Den Erlenkdnig mit Kron' und Schweif?

Mein Sohn, es ist ein Nebelstreif,

"Du liebes Kind, komm, geh mit mir.

Gar schéne Splele spiel' ich mit dir;
Manch! bunte Blumen sind an dem Strands
Meine Mutter hat manch' giilden Gewand.,"

Mein Vater, mein Vater, und horest du nicht,
Was Erlenkdénig mir leise verspricht?

Sei ruhig, bleibe ruhig, mein Kind.

In dlirren Blattern sauselt der Wind.

"Willst, feiner Xnabe, du mit mir gehn?
Meine T8chter sollen dich warten schon;
Meine Tochter fiihren den ndchtlichen Reihn
Und wilegen und tanzen und singen dich ein.™

Mein Vater, mein Vater, und siehst du nicht dort
Erlkdnigs Tochter am dustern Ort?

Mein Sohn, mein Sohn, ich seh' es genau;

Es scheinen die alten Weiden so grau.

"Ich liebe dich, mich reizt deine schine Gestalté
Und bist du nicht willlg, so brauch! ich Gewalt.
Mein Vater, mein Vater, jetzt fasst er mich an.
Erlkonig hat mir ein lLeids getan.

Dem Vater grauset's, er reitet geschwind,

Er hdlt in Armen das Zchzende Kind,

Erreicht den Hof mit Mihe und Not;

In seinen Armen das Xind war tot.8

Goethe's formal construction of the ballad also differs
from Herder's form, While the latter's poem consists of

twenty-one rhymed couplets, or forty-two lines, Goethe's

8Johann Wolfgang von Goethe, Goethe's Poems (New York,
Appleton-Century-Crofts, Inc., 19417, pp. 59, 53.



ballad contains eight stanzas compesed of pairs of rhymed
couplets, or thirty-tﬁo lines. Both works, however, end in
a similar fashion with the death of the principal character,
and both emphasize the death by a rhyme on the final word .
"tot,"”

Herder Dle Braut hob auf den Scharlach rot
Da lag Herr Oluf, und er war tot.

Goethe Erreicht den Hof mit Mihe und Notj;
In seinen Armen das Kind war tot.g

In 1797 Walter Scott, a Scottish poet and novelist,
transiated Goethe's "Der Erilkdnig" into English, He titleqd

t

his work, not "AlderQKing, which would have been a 1iteral

translation of Goethe's tiﬁle, but "Er1-King," a term which,

in English, 1s'mean1ng1éss. His nafrative, hbwever, follows
the same format as that of Goethe. Like 1ts model, the "Eri-
King" contains elght stanzas, each consisting of two rhymed

couplets.
Scott's "The Eril-King"

0! Who rides by night through the woodland so wild?
It is the fond father embracing hls chlld;

And close the boy nesties within his loved arm,
From the blast of the tempest to keep hlmgelf warm,

"0 father! see yonder, see yonder!" he 5ays.
"My boy, upon what dost thou fearfully gaze?"
"0, 'tis the Eril-King with his staff and his shroud}”
"No, my love! it 1s but a dark wreath of the cloud,”.

"0! Wilt thou go with me, thou loveliest child?
By many gay sports shall thy hours be begulled;.

My mother keeps for thee full many a fair toy,

And many a fine flower shall she pluck for my boy."

98ternfeld, op. cit., p. 129,



"O father! my father! and did you not hear

The Eri-King whisper so clese in my ear?"

"Be still, my loved darling, my chlld, be at ease!l

It was but the wila blast as it hurled through the trees.”

"0! Wilt thou go with me, thou lovelilest boy!

My daughter shall tend thee with care and wilth Joy;

She shall bear thee so lightly through wet and through wild,
And hug thee, and kiss thee, and sing to my chiid,"

"0 father! my father! and saw you not plailn .
The Erl-King's pale daughter glide past through the rain?
"0 no, my heart's treasure! I knew 1t full soon, S
It was the gray willow that danced on the moon.
"Come with me, come with me, no longer delay!
Or else, silly child, I will drag thee away."”
"0 father! O father! now, now, keep your hold!
The Erl-King has seized me--his grasp is so cold,"”
Sore trembled the father; he spurred through the ﬁild
Clasping close to hls bosom his shuddering chlid,
He reaches his dwelling in doubt and 1n dread;
But, clasped to his bosom, the infant was dead 10 .
No musical settings of Herder's "Erikonig's Tochter"
are known, Goethe's version, however, was wlidely used in
the nineteenth century as a song text, as was Scoti's
"Eri -King. " ) _
Although Goethe wrote "Der Erikonig” in 1776, it was
not until 1782 that he incorporated the baillad into his Sing-

splel, Die Fischerin.'2 Goethe's ballad had no organic

1051r Walter Scott, The Complete Poetical Works of Sir

Wailter Scott, Cambridge Ediftion (Boston and New YOrk, Hough-
ton Miffiin Company, 1900}, pp. 8, 9.

11p table showing the textual alterations of Goethe's
and Scott's ballads, which were employed by the thlrty com-
posers, appears in the appendix. No alterations were made
which have a significant effect on the emotional elements of
the poem. The primary varlations are the lengthening or
abbreviating of a word, or the repetition of a phrase,

12Goethe; op. ¢it., p. 163: The work recelved its first
performance in Tiefurt park by the river Ilm near Welmar on
Taivw 99, 1782,



connection to the plot of the Singspiel. The poet offers
these comments at the beginning of the play: "Under tall
aldersl3 by the river stand scattered fishermen's huts., It
is night and quiet. Pots are sitting on a little fire, nets
and fishing equipment are set up all around.”14 As Act I be-
gins, Dortchen, the heroine who is engaged to Niklas, is seen
mending nets and singing "Der Erlkd#nig," which she sings from
beginning to end. When finished she says, "Now I have sung
practically all my songs twice through out of impatience and
it looks as though I'11 have to sing them a third time. . ."15
From this remark one can discern that Dortchen is merely
singing a songz from memory to pasé the time and that the
songs she sings are not essential to the drama. Indeed
Goethe stated this idea in the preface to the work when he
said:
We éee the fishergirl sings while she works, half mechan-
ically, a song long famillar to her, similar to how
Gretchen sings to herself the "K8nigz von Thule." Thus
"Der Erlkvnigz" is one of those songs whose themes we

suppose the singer to have learned at some Tgrlier tire,
and which he might use on another occasion.

13This is the only reference to alder trees that Goethe
made. The trees referred to in the poem are willows.

1”Max Friedlaender, "Gedichte von Goethe in Composi- .
tionen seiner Zeitgenossen," Schriften der Goethe-Gesellschaft,
IT (November, 1896), 141.

153ack M. Stein, Poem and Music in the German Lied from
Gluck to Hugo Wolf (Cambridge, Massachusetls, Harvard Univ-
sity Press, 1971), pp. 63, 3T

16

Friedlaender, op. cit.



10

In keeping with the situation 1n the play, Goethe pre=
ferred a simple strophic setting for "Der Erikonig,” In &

letter in whlch he expressed his ideas on songs 1n Sihgspialﬂ;

Goethe remarked: "These songs can and must have character=-
istic, distinct, ahd well-formed melodles which attract
attention, and which everyone easily remembersg"17 Corena
Schroter, the soprano who played the role of Dortehen in the

first production of Die Fischerin in Welmar, also compogsed

all of the incidental music for the Singsplel, Her strophls
eight-measure setting of "Der Erlkonig" met Goethe's require=
ments exactly., The effect of this Simﬁle, easlly remembereqd
melody on stage ﬁas excellent.18 Friedlaender went gso far as
to say that none of the later, more significant compositiong
of the poem would have made a similar impression at thig
point in the play,19

The poet a2lso preferred the uncompllcated ért song
gsettings of his poem, such as those composed by Relchardt
and Zelter. He believed that for the characters in hig bal-
lad to be most effective the music must be subordinate to the
text, Goethe'g fears for hls characters seem groundless,
since they are so solldly and bellevably constructed in hils

work. The Erilking, whom Scott once described as "a goblin

17Hugo Holle, Goethes Lyrik im Welsen Deutscher Ton-~
setzer bis zur Gegenwart (Munich, Wunderhorn-Veriag, 1914),
Pe OH, : _ _ y :

18Friedlaender, op. cit,

191b1d,



11

that haunts the Black Forest in Thuringia,"20

is menacingly
sweet as he addresses the boy, who only can hear the spectre's
enticements and threats. The terrors of the child are dis-
tinctly communicated to any reader who was once young and
fearful of the dark, and the practical father who is oblivious
of the danger, until it is too late, is also recognizable.
Goethe does not state clearly whether the child dies of
iilness or from fear. One would suppose that the boy is
sick since, according to Abraham, Goethe was inspired by
the actual incident of the father on horseback carrying
his sick child to the doctor. Two sources agree with this
supposition. In an essay on the ballad, Donald Tovey states:
"Goethe comes as near as anything short of literal statement
can come to telling us that the child was delirious with marsh-
fever, and that it accordingly died a natural death, . ."21
Correspondingly, Sternfeld asserts: ". . .the eerie and
gruesome events can be rationally explained as the fe#efish
hallucinations of an ailing chilg. "2

On the other hand, there are those who believe that the
child dies from fear. Among the supporters of this opinion

is Richard Capell, who states: "What is for us real enough

and agitating is that he can, on the strength of them,

QOScott, op. cit., p. 8.

21Donald Francis Tovey, Essays in Musical Analysis, Vol.
V, 6 vols, (London, Oxford University Press, 1937), p. 194.

22

Sternfeld, op. cit.
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[a child's realities] frighten himself to death."?3 Brody

and Rowkes also affirm this view. In their book, The German

Lied and its Poetry, they maintain: ", . .we must not think,

as generations of American students seem to have thought,

that the boy is ill. He dies through fear and through the

power of his own imagination.“24

23Richard Capell, Schubert's Songs (New York E.P. Dut-~
ton and Company, 1923),7 9. 109.

h
2 Elaine Brody and Robert A. Rowkes, The German Lied
and its Poetry (New York, New York University Press, I971),

p. 30.




CHAPTER II

COMPARISON OF THIRTY MUSICAL SETTINGS
OF GOETHE'S "ERLKONIGY

Goethe'!s poem consists of thirty-two verses, comprising
eight stanzas which employ pairs of rhymed couplets. Each
line contains eight to ten syllables.. The four personages
which are presented in the poem, the narrator, the father,
the child, and the Erlking, appear in the following order:

Stanza 1 Narrator
Father-Son=Father
Eriking
Son=-Father
Eriking
Son-Father
Erlking-Son
Narrator

w3 Ovwn =W

Narrative portioﬁs set the scene in stanza 1 and réveal
the child's fate in stanza 8, while the intervening stanzas
are composed of dialogue betwesen the father and son, and the
Erlking's speeches directed to the son. Stanza 7, which
serves as the climax to the work, is the only one in which the
lines of the Erlking and child are found in the same stanza,
In a conversation with the poet, Carl Loewe stated that he
considered "Der Erlkonig" to be the best of German ballads,
because the characters presented in the work were all intro-

duced conversationally, an opinion with which Goethe agreed.l

lEdmondstoune Duncan, Schubert (London, J.M. Dent and
Sons, 1934), p. 130,
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Form

Goethe, as was mentioned above, preferred the strophic
settings which d4id not detract from his poetry, such as the
unpretentious eight-measure tune with chordal accompaniment
composed by Corona Schréter.2 In her unoriginal setting the
composer disdalned to add a prelude and postlude, as well as
any other distinguishing features in the vocal line or accom-
paniment. Schrdter's amateur composition in no way reflects

the dramatic character of the ballad.3

Ex. 1--Schrdterts "Erlkénig"
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2Although Schrdter composed the ballad in 1782, it was
not published until four years later.

3Joseph Braunstein, "The Erlking, the hiqtorﬁ of a Fa-
mous Ballad," Musical America, LXIX (April 15, 1949), 31.
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Another strophic setting of the ballad\which pleased
Goethe was one by Traugott (Maximilian) Eberwein., Goethe,
who was personally acquainted with this German violinist and
composer, was present for a concert given for him by the
Eberwein family in 1827. During the course of the evenlng

"Der Erlkonig,™ from Eberwein's opera, Die Fischerin, was

performed to the accompaniment of a string quartet.” The
poet was especlally impressed by this ballad.

Ebverwein displayed a bit more originality in his work
than did Schrdter when he began with a four-measure intro-
duction by pizzicato strings. Each stanza is followed by the
same two-measure interlude, while a single concluding measure
of accompaniment serves as a postlude. Although all eight
stanzas are written out, the setting is nonetheless strophic,
the only variation being the harmonic progression in one
measure of the accompaniment at the climax of the poen, The
accompaniment utilizés pizzicato elghth notes throughout,
except in the anti-penultimate and penultimate measures,
where broad bowed notes emphasize the tragic ending of the
poem; the final measure is again pizzicato. Although Goethe
seems to have been impressed with Eberwein's work, his pub-
lishers apparently were not, since the ballad, as well as the

whole of hils Die Fischerin, are still in manuscript.5

bi1nelm Tappert, Vierundfinfzig Erlkdnig-Xompositionen
(Berlin, Liepmannssohn, 1398}, p. 9.

SEberwein's opera apparently employed Goethe's original
libretto from his Singspiel.
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An earlier setting with which Goethe may not have been
familiar is one by Peter Gronland, who set over fifty of
Goethet's texts. This composer held firmly to the idea of
the uncomplicated strophic 1ied,® and his setting of "Der
Erlk¥nig," published by Breitkopf and Hdrtel in 1817, is
in keeping with this style. The sixteen-measure stanza has
no introduction, but ends with an eight-measure postlude,
which is repeated after each strophe. Contrary to Eberwein's
practice, Grénland did not write out the music for each
stanza, instead, like Schr@ter, he intended for his one
page of music to be repeated for each of the following seven
stanzas. The accompaniment is essentially a two-voice_ar-
rangement, beginning with the melody in the upper part,
After four measures this volce is relezated to guitar«like
figurations which fill out the harmonies throughout the
remaining measures. Gronland's setting appears on page 17.

The final strophic setting of "Der Erlkdnig" to be
examined is a sketch by Wilhelm Tappert, which he included

in his book, Vierundfiinfzig Erlkdnig-Kompositionen.! The

sketch is merely an unaccompanied eight-measure melody which

6Gerhard Hahne and Erik Dahl, "Peter Grdnland," Die
Musik in Geschichte und Gegenwart, Vol. V (Kassel and Basel,
Barenreiter-verlag, 1949-1968),

7This book is a chronological 1list of Erlkonig compo-
sitions known to the author. He revised the work in 1906
to Siebzig ErlkBnic-Kompositionen. The book is only &
catalogué and contains no analysis of the settings.
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Ex. 2~-Gronland's "Erlkonig"
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he wrote in 1874, It is not known whether Tappert intended
a more extensive work; however, the double bar at the end of
stanza 1 indicates that the eight measures are to be repeated

as a strophic setting.

Ex. 3~-Tappert's "Erlkonig"
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Johann Friedrich Reichardt, a close personal friend of
Goethe, was the second in the long line of composers to em~-
ploy the text of "Der Erlkdnig." His composition appeared
in 1793 and was subsequently published by five different
firms. Goethe seems not to have objected to the guasi-
strophic treaiment employed by Reichardt and later composers.
To suggest the evil, enticing qualities of the Erlking,
Reichardt presented new melodic material over the repeated
accompaniment., These changes occur in stanzas 3, 5, and 7,

at which fimes the accomnaniment is T1owered an octave.
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Table I illustrates the sections of Reichardi's composition.

TABLE I
SECTIONAL FORM_OF REICHARDT'S
"ERLKONIG"
Stanzas of Poem 1 2 3 4 5 6 7 8
Vocal Line A A B A B A BA A
Accompaniment A A A A A A A A

He employed nco prelude, interludes, 6r postlude in his
straightforward setting. Although this work was considered
to be a masterpiece during Goethe's lifetime, Reichardt's
ballad fails to achieve the dramatic impact which some later
compositions conveyed.

Carl Friedrich Zelter, who has been called Goethe's

"household composer,“8

was an intimate friend of the poet,
and his musical tastes are thought to have Influenced Goethe.
The reverse is also undoubtedly true, Although Zelter com-
menced work on his "Erlkbnig" as early as 1797, he did not
complete the setting until 1807. Sométime during this ten
year period he heard Reichardt's ballad, which caused him to
temporarily abaﬁdon work on his own. When he finally com-
pleted his setting he commented that a comparison of both

compositions was valuable.? Reichardt's work may have

exerted an influence on the younger composer, for Zeltér

8a1trea Einstein, Music in the Romantic Era (New York,
W.W. Norton and Company, 1947), D. 93.

9Hugo Holle, Goethes Lyrik im Weissen Deutscher Tonsetzer
bis zur Gezenwart {(Munich, wWunderhorn-verlag, 1914}, p. O,
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employed practically the same quasi-strophic form which Rei-
chardf used. Stanzas 3, 5, ahd the first half of 7, containing
the Erlking's lines, are given a new theme, as in the earlier |
work. Zeltert's form surpasses Reichardt's in dramatic inten-
sity, however, for he resorted to new meleodic material for the

child's shrieks in the second half of stanza 7 (see Table II).

TABLE II

SECTIONAL FORM OF ZELTER'S "ERLKONIG"

Stanzas of Poem 1 2 3 i 5 6 7 8
Vocal Line A A B A B A BC A
Accompaniment A A B A B A C A

Zelter's accompaniment also varies more from stanza to stanza
than does Reichardit's. He employed no introduction, buf did
make use of a repeated interlude and a postlude.tO0 Although
neither composer was extremely successful with the poem, Zel-
ter seems to have been the more imaginative and achieved a
greater sense of'tragedy in the closing stanza .+t |
August Harder, who composed his Erlkédnig ballad in 1803,
employed the same quasi-strophic form as Zelter. Harder's
setting uses the more unconventional guitar for its arpeg-

giated accompaniment. A single broken chord serves as an

introduction. He employed no interludes or postlude.

06tto Erich Deutsch, The Schubert Reader {New York,
W.W. Norton and Company, 1947), p. ©90: Zelter's work,
which was not printed until 1396, was probably never per-
formed in public during his lifetime.

1lpenis Stevens, A History of Song (London, Hutchinson,
1960), p. 234,
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TABLE IIX
SECTIONAL FORM OF HARDER'S "ERLKONIG"

Stanzas of Poem 1 2 3 i 5 6 7 8
Vocal Line A A B A B A BC A
Accompaniment A A B A B A B A

Another quasi-strophic setting composed in the same
year as Reichardt's 1s one by Andreas Romberg. It is not .
known whether Goethe was acquainted with either the German
vieolinist or his composition. The form which Romberg em-
ployed differs from any of the other settings examined. He
alternated theme A, for stanzas 1, 3, 5, and 7, with theme B,
for the remaining stanzas 2, 4, 6, and 8. Thus, the nar-
rator's lines of stanza 1, as well as the Erlking's lines of
stanzas 3, 5, and 7, all employ the same theme, while thé
dialogue between father and son in stanzas 2, 4, and 6, and
the narrator's closing speech share another theme. The
accompaniment has these same alternating sections (see Table
IV). Although the piece has no introduction, a two-measure

interlude occurs after each stanza and concludegs the work.

TABLE IV
SECTIONAL FORM OF ROMBERG'S "ERLKONIG"
Stanzas of Poem 1 2 3 b 5 6 7 8
Sections A B A B A B A B
One must affirm Holle's statement, that this rather mechan-

ical method is quite monotonous . 12

1°Holle, op. cit., p. 86.



4--Romberg's "Erlkénig"
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A quasi-strophic setting which differs in many aspects
from any of the other settings examined was written by a Bri-
tish composer, Sir John Wall calleott.l3 This unaccompanied
three~part glee for solo men's voices employs one section,

A, for the narrator's lines of stanzas 1 and 8, another, B,
for the lines of the father and child in stanzas 2, 4, and
6, and a third, C, in stanzas 3, 5, and the first half of 7,
for the Erlking's speeches, Since the work is unaccompanied

there is, of course, no prelude, interlude, or postlude.

TABLE V
SECTIONAL FORM OF CALLCOTT'S "ERL-KING"

Stanzas of Poem h 2 3 il 5 6 7 8
Sections A B C B! C BT (C'B't Al

137he manuscript of Callcottt!s ballad is entitled "The
Earl-King," which is a mistranslated mistranslation. The
published version, however, bears the same title as the other
British settings. Whether this alteration was made by the
composer or the publisher is unknown., Callcott did not em-
ploy Scott's English translation, dbut apparently translated
the German ballad himself., PFollowing is the text of his
"Erl-King."

Callcott's "Erl-King'"

Who is it that rides thro' the forest so fast

Whilst night glooms around him, Whilst chill roars
the blast;

The Father who holds his young Son in his arm,

And close in his mantle has wrapt him up warn.

Why trembles my darling, why shrinks he with fear,

My Father my Father the Erl-XKing 1s near, :

The Erl-King with his Crown, and his beard long and
white,

My Child you're deceilv'd by the vapours of night.
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The last composer to use a quasi-strophic form of com-
position for the ballad was Louis Schlottmann, whose settlng
of "Der Erlkonig" was published in 1878 by Challier, of Ber-
lin, His form resembles Zelter's, in that he introduced.new
material, B, for the Erlking's lines in stanzas 3 and 5.
However, where Zelter employed a new ldea for only the se-~
cond half of stanza 7, Schlottmann introduced completely new
material for the entire stanza. His final strophe, though
related to section A, contains enough rhythmic and melodic

variation to be considered a variant (A'). Schlottmann

If thou wilt dear Baby with me go away,

I'1l give thee fine garments, we'll play a fine play;
Fine flowers are growing white scarlet and blue, -
On the banks of yon river, and all are for you.

My Father my Father and dost thou not hear.

What words the Erl-~King whispers soft in my ear.

Oh hush thee my Child, set thy bosom at ease,

Thou hear'st but the willows when murmurs the breeze,

If thou wilt dear Baby with me go away,

My Daughter shall nurse thee so fair and so gays

My Daughter in purple and gold who is drest,

Shall love thee and kiss thee and sing thee to rest.

My Father my Father and dost thou not see

The Erl-King and his Daughter are waiting for me.

Oh shame thee my Infant 'tis fear makes thee blind,
Thou see'st the dark willows which wave in the windj;

I love thee, I doat on thy features so fine

I must and will have thee, and force makes thee mine,
My Father my Father oh hold me now fast,

He pulls me, he hurts me he'll have me at last.

The Father he trembled, he doubled his speed.

O'er hills and through forests he spurr!d his black
steed;

But when he arriv!'d at his own Castle door, ’

Life throbb'd in the poor Baby's bosom no more.
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began with a four-measure introduction and concluded each

stanza with an interlude from two to six measures in length.
His accompaniment, though retaining the same sections as the
melodic line, is more independent of the vocal part than any

of the other strophic or quasi-strophic compositions.

TABLE VI

SECTIONAL FORM OF SCHLOTTMANN'S
"ERLKONIG"

Stanzas of Poem 1 2 3 4 5 6 7 8
Sections A A B A B A C Al

Goethe's preference for strophic lieder castis a dis-
paraging light on the poet's musical tastes, yet we nmust
realize that his concern was always for the welfare of his
poetry. Strophic settings of the ballad, however, could not
achieve the dramatic intensity conveyed in the through-
composed settings of the work. Holle states:

Every strophic song, even when it is excellent, must

destroy the effect of "Der Erlkénig."” Music which

corresponds equally well to the alluring manner of

the Erlking and to the dii&ogue between the father

and child is unthinkable.
Since twenty of the thirty settings examined are through-
composed, it would seem that the majority of Erlk8nig
composers agreed with Holle's statement.

The through-composed settings may be classified into

five groups according to the number of sections in the work.

The first of these categories consists of two settings which
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have extensive sectional repetition; howevef, the varlety
and lack of rigid repetition contained in the works make
them appear to be more closely related to the through-
composed songs than to the strophle group.

One such setting was composed in 1835 by Carl Borromdus
von Miltitz. The only material in the work which the com=-
poser did not repeat i1s the dialogue between father and son
in stanza 2 and the shrieks of the child in the last half of
stanza 7. The accompaniment, for planoforte or harp, does

not strilctly adhere to the repetition of the melodic line,

TABLE VII
SECTIONAL FORM OF MILTITZ'S "ERLKONIG"
Stanzas of Poem 1 2 3 L 5 6 7 8
Vocal Line A B C A c! A C''D A?
Accompaniment A B C A D A E At
The work has no introduction nor postlude, and uses only one
interlude, which occurs between stanzas 1 and 2.

The second work which approaches the guasi-strophile
form is by Alfred R. Gaul, who used Scott's English trans-
lation for his choral setting in 1892, This composition
calls for two choirs, which sing antiphonally and in unison.
Although the setting is through-composed, each section is
repeated at some point in the work. The accompaniment fol-
lows the same form as the vocal line. The composer employed
a two-measure introduction, but rejected the use of both

interludes and a postlude,
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TABLE VIII
SECTIONAL FORM OF GAUL'S "ERL-~KING"

Stanzas of Poen 1 2 3 L 5 6 7 8
Sections A B C D c D C'B  AY

The second group of works employs five different melodic
ideas, Tappert called the setting by Julius Schnelder, pub-
lished in 1828, one of the better Erlkonig compositions.15
Schnelder, who was a pupil of both Bernhard Klein and Ludwig
Berger, may have profited from the study of these composers!
Erlking ballads. He introduced new material for the child's
shrieks in the last half of stanza 7, as well as for the
narrator's concluding speech in the final strophe. The
accompaniment, which includes an introduction, interiudes,
and a postlude, has basically the same form as the melodic
line. This is the only setting examined which employs re-
peat signs for the Erlking's lines of stanzas 3 and 5, and.

the dialogue of the father and son in stanzas 4 and 6.

TABLE IX
SECTIONAL FORM OF SCHNEIDER'S "ERLKONIG"
Stanzas of Poem 1 2 3 b 5 6 7 8
Sections A B C B! C B! CD E
The setting by Bernhard Klein, published in 1815, has
extensive sectional repetition, though still employing five

bagic melodie ideas., Klein repeated the Erlking's motlves

15rappert, op. cit., p. 8.
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in stanzas 3, 5, and the first half of 7, as well as those of
the father and son which appear in stanzas 4 and 6, The com=-
poser presented new material for the shrieks of the child in
the last half of stanza 7 and then returned to the original
melodic idea from stanza 1 for the narrator's lines in the
final strophe. The accompaniment, which has basically the
same form as the vocal 1iné, utilizes a short introduction

and postlude, but no interludes.

TABLE X
SECTIONAL FORM OF KLEIN'S "ERLKONIG"
Stanzas of Poem 1 2 3 il 5 6 7 8
Vocal Line A B C D C D CE A
Accompaniment A B C D C D! CE A
Carl Eckert, who wrote his "Der Erlkénig" in 1827 at the
age of seven, may have copied Klein's form, since he is known

to have been familiar with the work. Eckert's ballad was part

of his opera, Das Fischermiddchen, which the boy had finished

by the age of ten. The only difference between Klein's form
and that of {the young composer comes in the seventh strophe.
While Klein repeated the Erlking's motive from stanzas 3 and

5, Eckert empldyed completely new material for the seventh
stanza. The form of the accompaniment varies only slightly
from that of the melodic line. The composer employed a lengthy
introduction and postlude and used interludesg after all stanzas

except the first. Eckert's setting was never published.16

1614 is not known whether the composer's opera, Das Fis-
chermédchen, was based on Goethe's Singspiel, Die Fischerin.
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TABLE XTI
SECTIONAIL FORM OF ECKERT'S "ERLKONIG"
Stanzas of Poem 1 2 3 4 5 6 7 8
Vocal Line A B C D C D E Al
Accompaniment A B C b C D' C'E A?
Vaclav Jaromir Tomaschek, a Czech organist, composer,

and teacher, published his setting of "Der Erlkdnig" in a

musical collection of poems, Gedichte von Gothe, in 1832.

In his work, the composer repeated only the material of the
Erlking in stanzas 3, 5, and the first half of ?, and that_
of the father and son in stanzas 4, 6, and the final half of
7. The accompaniment has basically the same structural form
as the vocal line. Tomaschek employed a short introductlon,
interludes, and postlude, which, however, add little to an
already monotonous accompaniment. Goethe, who heard the
setting performed in Eger, expressed his appreciation of the

work.17

TABLE XII
SECTIONAL FORM OF TOMASCHEK'S "ERLKONIG"
Stanzas of Poem 1 2 3 ) 5 6 7 8
Vocal Line A B C D C D C'D E
Accompaniment A B C D C D CD E

A third group of through-composed settings employs six

different melodic ideas. H.T. Petschke, whose setting was

1Tgric Blom, "Vaclav Jaromir Tomaschek," Grove's Dic-
tionary of Music and Musicians, 5th ed., Vol. VITI (London,
MacmiIlan Company, 195%).
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published in 1838, wrote the lengthiest version of the ballad
examined. Tappert's remarks on this twenty-seven-page work
are simply: "wvery long and often qﬁite trivial."8 Ppetschke
employed little repetition, that being the Erlking's melody
of stanza 3, which returns in stanza 5, and the narrator's
motive of stanza 1, which is varied in the final strophe.

The remainder of the ballad is all new material. In keeping
with his verbose style, Petschke's accompaniment, which re-
tains the form of the vocal line, employs a long introduction,

interludes, and an extensive postlude.

TABLE XIIT
SECTIONAL FORM OF PETSCHKE'S "ERLKONIG"

Stanzas of Poem 1 2 3 b 5 6 7 8
Sections A B C D C E F Al

Gustav Brah-Miller, in 1870, émployed almgst the same
form which Petschke used, but managed to condense the work
to a reasonable length. The bacic difference in form is in
the seventh stanza. While Petschke employed all new material
for this strophe, Brah-Miller repeated the Erlking's melody
of stanzas 3 and 5 for the first half of the stanza. The
accompaniment follows basically the same form as the melodic
line (see Table XIV}. A single chord serves as an intro-
duction, while interludes of various lengths occur after
most of the stanzas. Two measures of chords serve as a

postlude. This setting remains in manuscript.
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TABLE XIV
SECTIONAL FOPM OF BRAH~MULLER'S
"ERLKONIG" |
Stanzas of Poem 1 2 3 L 5 6 7 8
Vocal Line A B € D ¢C' E CUF A
Accompaniment A B C D c! K Ct'p A?

Carl Loewe published his version of the baliad, which
he entitled "Der Erlénkﬁnig," in 1817 as Opus I. In his
setting he repeated not only the father's and child's motives
in stanzas 4 and 6, but also the material of the Erlking in
stanzas 3, 5, and the first half of 7. Sections A, B, E, and
F of stanzas 1, 2, 7, and 8 are not repeated. The accompa-
niment, which employs an introductiocn, as well as interludes
and a three-measure postlude, has the same form as that of

the vocal line.

TABLE XV
SECTIONAL FORM OF LOEWE'S “ERLENKﬁNIG"‘
Stanzas of Poem 1 2 3 b 5 6 7 8
Sections A B C D c? D C'*E F
Another Eriking setting with six melodic ideas was write
ten by Emilie Mayer, a student of Carl Loewe. Although the
work examined here was written in 1342, a later version ap-~
peared in 1870; however, neither was published. Mayer
employed section C for the Erlking’é lines in stanzas 3, 5,
and the first half of 7, and section D for the dialogue in

stanzas 4 and 6. The composer then introduced two new ideas
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for the child's outecry in stanza 7 and the narrator's lines

of the closing strophe. The accompaniment employs five rather
than six main sections by using a variant of the D section

for the final strophe., Mayer made use of a prelude and a

single interliude, following stanza 1,

- TABLE XVI
SECTIONAL FORM OF MAYER'S "ERLKONIG"

Stanzas of Poen 1 2 3 L 5 6 7 8
Vocal Line A B C D c D C'E F
Accompaniment A B C D C D C'E D!

Another composer to use basically the same form as
Mayer was an English woman known only as Miss A. Cowell.
For her setting, the date of which is unknown, the composer
used Scott's Erl-King tranclation. The only variation in
form between this and the previous setting comes in the
seventh stanza. Whefe Mayer used the Erlking's melody 6f
stanzas 3 and 5 for the first half of stanza 7, Cowell
introduced completely new material for the entire strophe.
The accompaniment, which utilizes a prelude and interludes,

has the same form as the melodic line.

TABLE XVII
SECTIONAL FORM OF COWELL'S "ERL-KING"
Stanzas of Poem 1 2 3 4 5 6 7 8
Sections A B C D C D B F
The last composer to employ six melodic sections was

Reinhold Beckern who; in 1897, completed a sketch originally
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begun by Beethoven.*? Beethoven's drafi indicated only the
vocal part of stanzas 1, 2, 4, 5, and fragments of 3 and 7,
as well as a few measures of interlude and 2 postlude.
Example 5, on page 34, shows Beethoven's Erlkénig sketch.
Becker employed all of Beethoven's ideas, logically repeating
the material of stanza 2 in stanzas 4 and 6. For the final
two stanzas he used two new melodlic ideas. The accompaniment
follows the form of the vocal line. The music which Beet-
hoven intended for a postlude serves, in Becker's version,

as an introduction as well,

TABLE XVIII _
SECTIONAL FORM OF BECKER'S "ERLKONIG"
Stanzas of Poem 1 2 3 L 5 6 7 8
Sections A B C B! D B! )i F
The most prominent type of through-composed setting is
that which employs seven different melodic ideas. This form

was first used by Schubert in 1815.20 The composer repeated

lgBraunstein, op. cit.: "The Allgemeine Musikalische
Zeitung, in 1806, warned young compofers nov to entertain
tThe idea of competing with Reichardt. Several composers
entertained it, none the less. One of them was Beethoven,
who jotted down an Zrlking sketch some time between 1805
and 1810." '

2080hubert‘5 composition, written when he was only
eighteen years of age, was dedicated to hils patron, Count
Moritz von Dietrichstein. "Der Erlkonicg" was written in one
afterncon and was performed in the evening of the same day
by Schubert's friend, Holzapfel. Schubert tried to sell his
work to wvarious publishers without success. Duncan, op. cit.,
p. 56: "In the Vierteljahrsschrift flir Musikwisgenschaft of
1893, Friedlaendefr Gells Lhé IOLIOWiNgZ: A manuscript copy
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no material, with the exception of the child's motive, which
occurs in stanzas 4, 6, and the final half of 7. The accom-
paniment, which has a form identical to that of thé melody,

must be considered equally as important as the vocal llne.

TABLE XIX
SECTIONAL FORM OF SCHUBERT'S "ERLKONIG"
Stanzas of Poem 1 2 3 4 5 6 7 8
Sectlons 4 B C D E DY FD'* G

Schubert began with a fifteen-measure introduction, then _
- varled the length of interiudes from one to four maasures.al
& composition, similar in form to that of Schubert's,

was written in 1831 by Richard Noch, The variations between

of the Eriking was received by Breitkopf and Hirtel in 1817,
from Franz Schubert of Vienna., This appeared puzzilng, for
the publishers knew only of one Franz Schubert, and he was a
royal church composer--worthy man--of some fifty years,
resident at Dresden, To him, then, they appllied for an
explanation, which was duly furnished by the Dresden Schubert
as follows: 'L beg to inform you that I received your esteemed
letter of ten days ago, in which you enclosed a manuscript

of Goethe's "Eriking,” supposed to be by me, With the
greatest astonishment 1 beg to state that this cantata was
never composed by me, I shall retain the same in my pos-
gsession 1n order to learn, 1f possible, who sent you the
stuff in such an impolite manner, and to discover the person
who has traded on my name., I am greatly obliged by your
kindness in sending me the manuscript.’  Friends of Schu-
bert's privately published "Der Erikdnig" in 1821 as Opus I.

2lpeutsch, op. cit.: In 1817 a copy of the 1ied was
sent to Goethe, who falled to acknowledge the work, He is
not believed to have heard the composition untll ten years
later, at whilch time he expressed his preference for
Reichardt's setting., At a performance of Schubert's "Der
Erikonig" in 1828, critics voiced the opinion that this song
matehed nelther Reichardt's nor Zelter's settings,
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the two settings come in stanzas 6 a2nd 7. TFor the sixth
stanza Schubert repeated the D section of the father and son
from the fourth strophe. Noch used this same procedure for
the first half of the stanza, dbut then returned to the melodic
idea of stanza 2 for the father's lines in stanza 6., In the
seventh stanza Schubert introduced new material for the lines
of the Erlking, but returned to the D section of stanzas i
and 6 for the child's final speech. Noch, however, employed
new material for the entire strophe. The accompaniment,
which has a distinct form, uses an introduction, as well as

a postlude and interludes of varying lengths. This work,
though one of the more interesting ones examined, was never

published,

TABLE XX
SECTIONAL FORM OF NOCH'S "ERLKONIG"

Stanzas of Poem 1 2 3 4 5 6 7 8

Vocal Line A B C D E DL'B'" F G
Accompaniment A B C D E FD! G H

Noch's ballad was followed in 1832 by another Erlking

setting, similar in form, composed by Karl Gottlieb Reissiger.
The basic difference in the two works comes in stanza 6.
While Noch returned to the B section of stanza 2 for the
father's lines of stanza 6, Reissiger retairned the D material
throughout., The accompaniment, which utilizes an intro=-
duction, short interludes, and a postlude, is completely

through~-composed.
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TABLE XXI
SECTIONAL FORM OF REISSIGER'S "ERLKONIGY

Stanzas of Poen 1 2 3 L 5 6 7 8
Vocal Line A B Cc D E D! F G
Accompaniment A B C D E F G H

In his book, The Ring of Words, Philip Miller calls the

setting by Louis Spohr, published in 1857, the most curious
and interesting of the lesser "Erlk®nigs."22 The unique
feature of this composition is the violin obligato, which is
meant to portray the supernatural. The melodic form of the
composition is the same as Reissiger's, although the form of
the accompaniment varies considerably (see Table XXII).
Spohr employed an introduction and postlude, but did away

with interludes.

TABLE XXII
SECTICNAL FCRM OF SPOHR'S "ERLKONIG"

Stanzas of Poem - 1 2 3 4 5 6 7 8
Vocal Line A B c D by D F G
Accompaniment A B C D E D P Al

Only four settings of the ballad examined were com-
pletely through-~composed, having no sectional repetition in
either voice or accompaniment. The first of these was writ-
ten by Karl Czerny in 1811, but never published. The composer
made use of an introduction, interludes after each stanza

except the first, and a postlude.

22pnilip L. Miller, The Ring of Words (Garden City, New
York, Doubleday and Company, 1963), p. 26.
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The second such setting, which appeared in 1817, was
written by Ludwig Berger. DBerger supplied an optional gui-
tar accompaniment to his setting. The composer employed a
single measure of chords as an introduction and for interludes
throughout the work, but utilized no postlude.

Franz Otto wrote a completely through-composed setting
of the ballad, which was publishe& in 1830. He included an
introduction and interludes, but no postlude.

The final such setting examined was written in 1890 by
Helen Krich. This composer made use of an extensive intrd-
duction, interludes, and postlude.

For purposes of dramatic interest, the most successful
settings of the ballad are those which have some sectional
repetition. The compositions by Loewe, Eckert, Schubert,
Noch, and Becker achlieve a greater level of cdramatic inten-
sity than other Settihgs, while the sectional repetitioﬁ
of these five maintains a sense of unity within the works.

Table XXITI, on page 39, is a comparison of the form

of the thirty settings.

Tonality
The majority of Erlkonig composers preferred to begin
and end fheir compositions in minor, while modulating to the
major mode at some time during the piece. Schr&ter was the
only composer to confine her setting tc the major mode exclu-

sively (see Ex. 1). Although the key of A major seems
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major mode weakens what ls, essentially, a fragic ballad.
Conversely, those settings restricted to the minor mode,
such as the works by Reichardt and Grdnland, (see EX. 2),
suffer from monotony. These composers failed to take ad-
vantage of the points in the poem where the major mode could
have been used most effectively to c¢reate tension.

A few composers used both modes, but without regard for
the expressional points of the poem. 1In his strophic setting
Eberwein modulated from E minor to G major and back to the
relative minor, all within one strOphe.23 This technique 1s
in no way an interpretation of the text, but merely functions
as a harmonic progression (see Ex. 6, page 41).

Miltitz is another composer whose use of modes fails to
reflect the expressional elements of the text., Though pre-
dominantly in C minor, his work modulates to Eb major for
the first half of stanza 2, as well as for the middle
sections of stanzas i, 4, 6, and 8, The use of the major
mode for the father's reassuring lines in stanzas 2, 4, and
6 is reasonable, but the return to C minor for the ends of
his speeches in stanzas 4 and 6 is, in terms of its usual
poetic interpretation, unexplainable. Most guestionable is

his use of major in the narrator's foreboding speech,

231n his Advanced Harmony (Englewood Cliffs, New Jersey,
Prentice~Hall, Inc., 19Bi), p. 5., Robert Otitman calls this
type of modulation, in which a chord progression barely sug-
gests the presgence of a new key and then returns immediately
to the original kev. a transient modnlation.
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erreicht den Hof mit Muhe und Noth (see Ex. 7). A consider-

ation of thesge points makes it apparent that Miltitz probably
felt the modulations to be harmonic progressions only, and
disregarded, at least In the traditional sense, the rela~-

tionship between mode and poetic expression.

Ex. 7--Miltitz, "Der Erlkdnig,” meas., 76-79
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While one can at least speculate about Miltitz's expres=-
sional devices, the mechanical alternation between major and
minor established by Romberg leaves no doubt that he com-
pletely neglected this aspect of composition. Stanza 1,
which contains the narrator's opening lines, and the Erl-
king!'s lines of stanzas 3, 5, and 7 are all in G major. The
dialogue between father and son in stanzas 2, 4, and 6, as
well as the narrator's closing speech of stanza £, modulates
from G minor to Bb major and returns to the relative minor.

The most objectionable occurrence comes at the end of the

seventh strophe, where, at the climaex of the poem, the
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child's outery is heard in the major mode (see Ex. 8). The
repetitious form employed by the composer, however, {ABABABAB),
makes any other choice of mode at this point in the stanza

impossible.

Ex. 8--Romberg, "Der Erlk®nig," meas. 58-62
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The remaining Erlkonig composers made some attempt to
relate their use of mode to the interpretation of the text.
Some of the more interesting or atypical settings are dis-
cussed here., August Harder, in his gquasil-strophic setting,
made use of a change of mode in the simplest manner possible.
The work, though primarily in E minor, turns to the parallel
major key for the Erlking's alluring speeches of stanzas 3,
5, and 7. The remainder of the speeches by the narrator,
father, anﬁ child are in E minor. Yet, even this modest
change of mode 1is enough to suggest the evil, menacing gual-
ities of the Erlking.

Zelter is one of only two composers whose "Erlkénig”

begins and ends in the major mode, while employing modulations
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throughout the ballad. Though basically in D major, the work
passes through the keys or key regions of G major, E minor, G
minor, A major, D minor, and A minor before ending in D major.
Stanzas 1, 2, 4, and & are predominantly in major, while the
last two stanzas emphasize the minor mode. Stanzas 3 and 5,
containing the Erlking's lines, begin in minor and end in ma-
jor. In his comparison of the settings of four different -
Goethe works, Robert Ruetz suggests that the major mode por-
trays the difference between the good intention of the father
to save his son (in stanzas 2, 4, and 6), and the evil séheme

of the Erlking to destroy him (in stanzas 3 and 5).2LL

The use
of major in the final half of these two strophes, Ruetz con-
Jectures, depicts the enticlng quality of the Erlking's

promises.25 Table XXIV illustrates Zelter's tonalities.

TABLE XXIV
ZELTER'S TONALITIES

Sianzas of Poem
Tonalitles
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Three of the settings end in a different mode than that

in which they begin. The ballad by Bernhard Klein begins in

2 pobert Ruetz, "A Comparative Analysis of Goethe's Der
Erlkdnie, Der Fischer, Nachtgesang, and Trost in Trdnen in
the Musical Settings by Reicharat, Zelter, Schubert, and
Loewe,” unpublished doctoral dissertation, School of Muslec,

Indiana University, Bloomington, Indiana, 1964, p. 37.

251pid.
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F major, the key which he associated with all of the Eriking's

lines. D minor is used for each entrance of the father, while

the composer alternated between F major and D minor for the

lines of the narrator and child. The final stanza ends in

D minor.

TABLE XXV
KLEIN'S TONALITIES

tTanzas of Poem T 2 1 3 I 5 6 7 B
Tonalities i ad T 3 o T T S
d F F 7 d g
d

The setting by Tomaschek, which begins in F major and
stays predominantly in the major mode throughout the wofk,
ends in the parallel minor key. Bb major 1s associated with
the lines of the father as well as the Erlking whila'E major
is the key used for most of the speeches by the child, Only
the narrator, whose lines are in F major, C maJor, andg F |

minor, is characterized by no one particular key,

TABLE XXVI
TOMASCHEK'S TONALITIES

Stanzas of Poem 1 2 | 3 i 5 5 7 1 8
Tonalities F F Bb Bb Bb 13b Bo | £
C Bb I F F
g
F

Cowell's "Erl-King," which employs a rather elaborate

key scheme, bégins in the minor mode, but ends in major,
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The primary key of the father's lines is D mineor, while for
- the child it is F major, and for the Erlking, Bb major. The
narrator!s lines of stanzas 1 and B pass through four dif-

ferent major and minor keys.

TABLE XXVII
COWELL'S TONALITIES

Stanzas of Poen T 7z g 4 5 o 7 )
Tonalitles a a Bo | d Bb d Bb g
A D F F F F g Bb
d d Bb Bb
A F
d
D

Although the setting by Schubert begins and ends in G
minor, the work is primarily in the major mode. The composer
did not relafe the individual characters to specific keys;
but used tonalities in a more subtle way. The successive
entrances of the child in stanzas 2, 4, 6, and 8 create a
series of major tonalities, F, G, A, and Bb, which rise in

seconds as the child becomes more frightened.26

TABLE XXVIII
SCHUBERT'S TONALITIES

Stanzas of Poer 1 2 3 4 5 o "’ )

Tonalities 3 g BD G C A ED g
D ¢ F b a c# L da e
Bb F Bb G G d Bb Ab
g Bb C Jed g

261pid., p. 83.
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Loewe is another composer who used modes to convey
poetic expression. The father's lines are set exclusively in
G minor, while those of the Erlking are in G major. The
minor mode represents the concern of the father, as opposed
to the sinister quality of the Erlking, masquerading in the
happy guise of major. The child's lines are all in the minor
modes of D, E, and G minor, while the narrator sings in both

the major and minor modes.

TABLE XXIX
LOEWE'S TONALITIES

Sianzas of Poen T z 3 T 5 S 7 O
Tonalities I3 g G g G g G g
D d e e g B

g G-
g

The remaining composers used modes to convey the inter-
pretation of the text in much the same way as the settings
already discussed, bﬁt were, perhaps, iess successful in the
final outcome. Table XXX shows the principal modes and keys

or key regions of the thirty settings.

Rhythm
Aithough meter and length of composition are rhythmic
components of lesser importance, they nonetheless contribute
to dramatic effect. GSeveral composers of "Der Erlkdnig"” used
two or more meters, often for the purpose of designating the

individual characters. In his setting, Miltitz employed a
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PRINCIPAL MODES AND KEYS OF
THE THIRTY SETTINGS
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Strophic Mode Stanzas Ol Poem and ronadiitlies
Settings T 7z 3 T 5 5 7 g
schroter major L s i S e e e et -
Eberweln minor L e B e e ehatatal et el -
Gomedm m e m e e AU SN N U S -
ISRk R T o = e v e e AT W e e — —
Groniand minor Quodermm e m e e e e e et T ST -
e__ __________________________________ —
e L I e e Y L el T -
S (O ORI UNOPIDE MPRUNON SPROHpN SRV S SR, -
Bmdmrm A e e e s o e — = -
Tappert* both L e e E e L A C e L -
Codmummdmne o ety ke Stk Wiodimin At -
Quasi-
Strophic
Settings
Reichardt minor s s it Sy Kgmympuy mpap—— O oy
Zelter major D D i z D 3 D g d
G G A G A G d g
e e e e a a
D D D D D
Harder minor e e = e K e B e
Romberg both e [EAuipNs iyl M by SR g
o I e - —— e e G -] - ] - - -
Ewa-m.—.—l __________ -t v A - - - —
Callcott ma jor Eb ¢ EDb wb D nh ED Eb
Bb Eb c c c
Bb Bb Eb
¢
Schlotimanni minor g g AD 3 AD a Bb g
c c g Ab
Ab Ab T#
g
Through-.
composed
Settings
Mittitz minor c EDb c c C c c )
Eb e Eb Eb Eb
¢ C ¢ c
Gaul minoy a a A d A d A a
B a
3 1

*A minor and C major seem L0 De the implied Tonalities
of Tappert's setting, although he supplies no harmonies.
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Through- Moae Stanzas of roem end Tonalitlies B
composed 1 2 3 il 5 © i 5
Settings
Schneider minor g 3 G g G g G g
Eb Eb a Eb a Eb b
g c G c G c g
g g g g g
Klein ma_jor F a F G T | a F F
d F F B d z
d
Eckert minor a a B C E C E a
C C g a g a d
E C E a_
Tomaschek ma Jjor ¥ F Bb Bb 3b Bb Bb f
C Bb F B F
g
F
Pelschke minor bb Db i T AD C T T
Db bb Ab Db g Db bb
bb f £ d Ab Bb
Db C Ab F bb bb
bb F c
f d db
F d
Brah-Mlller | minor i f Ab bb Iy A Db f
Ab t bb Ab
f £
Loewe minor g g G g G g G g
D a e e g B
g G
Mayor minor e e E e E e ) e
a a B B e
e e a
G e
Cowedlld major G d Bo d Bb d Bb g
A D F F F F g Bb
ol d Bb Bb
A F
d
D
Becker minor d d Bb d Bb d d d
a g a
Bb
Schubertg najor g g RBb G C A Eb g
D e F b a c# | d ¢
Bb F Bb G G d Bb Ab
g Bb C : g g
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TABLE XXX--Continued

Tnrough- Mode Stanzas of Poem and Tonalities
composed 1 2 3 4 5 &} 7 3
Settings
Noch minor ¢ c f319) C Bb v F ¢
g g C i ¥ g a g
c o Eb bb . a g
g g f
Reissiger minor c T Abt ab| E c#| A c
Ab E f a bb
f#] bbb | gb
G
Sponr minor C Eo | AbD C C c AD Q
g g Eb G g
¢ o c
g _
Czerny minor d g B | £ F Gb [ C d
Eb a ¥ £ eb e Bb
F d B a Eb
g d
d
o
d
Berger ma jor a F C a I3 e F a
C f G C G c C
F C a 8
0tto minoyr e e B G B e e Q
E o] T ¢
e e Q
C
Krich major d A E d E A D a
F B B a

6/8 meter for the lines of the narrator, the father, and the
child, but set the Erlking's speeches in &/4. In the seventh
stanza, however, which contains the final lines of the Erl-
king and the child, he used 4/4 time to emphasize the

beginning of the child's outcry: Mein Vater, mein Vater,

jetzt fasst er mich an! The remainder of his speech, how-

ever, returns to 6/8 meter.



51

The setting by Harder utilizes much the same technique
as that of Miltitz., Harder also used 6/8 time for the lines
of the narrator, father, and child, but employed 2/4 rather
than 4/ meter for the lines of the Erlking. However, rather
than dividing the lines of the child into two meters in the
seventh stanza, he retained the 2/4 signature for the entire
strophe and returned to the 6/8 for the final stanza.

Noch is another composer who employed meter to designate
his characters. He began the work in alla breve, but utilized
the meters of 2/8 and L4/4 as well, for the speeches by the
narrator, father, and son. For the Eriking's lines, Noch
employed the compound meters of 12/8 and 6/8. Simple meter
conveys the feeling of anxiety and haste on the part of the
former three characters, which contrasts with the assuredness
of the Erlking, transmitted in the slower expansiveness of
compound time,

Cowell used a change of meter in a different manner than
those settings previously discussed. Her ballad begins in
common time and stays in this meter up to stanza 7, at which
time she changed to 2/4., This new meter, which is used for
the remainder of the ballad, serves a dramatic function. It
sets off the climax of the poem from the rest of the work
and underscores the tragic ending. Petschke's meter change
also serves such a dramatic function. The composer employed
6/8 time for all of the ballad except the last half of stanza
7. The change to 4/l meter here emphasizes the climax, at

which point the Erlking seizes the chilgd.
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Loewe's change of meter has a function similar to the
previous two setiings. The composer used 9/8 for most of the
ballad, but switched to 6/8 time for two important points of
the poem. The first change comes at the beginning of stanza
3 and draws attention to the first appearance of the Erlking.
The second change from 9/8 to 6/3 occurs on the child's out-
cry of stanza 7, which emphasizes the climax of the poem.
Loewe then returned to 9/8 time for the final strophe.

Gaul used a time change in a different fashion., His
setting begins in 6/8, vut stays in this meter for only six
measures before changing to common time., The original meter
serves as a sort of introduction, since the composer used it

only for the initial question: 'ggl who rides by night through

the woodland Eg_wild?

The last composer to emplby more than one meter was
Becker. The primary fime signature is 6/8; however, as in
Beethoven's sketch, the meter changes to 9/8 for the last
measure of stanzas 2, 4, and 6, In stanza 2, the change oc-

curs on the repetition of mein Sohn, es ist ein Nebelstreif

(see Ex. 5, page 34). But in stanzas 4 and 6, there is no
repetition of the final line; therefore, 9/8 is used for the
normal end of the stanzas (seé Ex. 9). These alterations
occur in corder that the last syllable of the line can fall
on the first beat of the measure., Unlike Beethoven, Becker
employed one measure of 3/8 time at the end of the Erlkingts

lines in stanzas 5 and 7 and after the child's outcry of
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stanza 7. Becker may have felt it necessar:.? to begin the
child's lines of stanza 6, as well as the narrator's closing
speech, immediately and, therefore, used a rapld measure of
3/8 rather than a more lengthy measure of 6/8, Example 9

demonstrates Becker's meter changes of stanzas & and 7.

Ex., Q-~Becker, "Der Erlkdnig," meas. 38-40; €7-69

a nf a fe:ﬂpo ‘ - L e
T:‘;ﬁ 3] ] e D e N o=
Nl ., s e TN
in dir < ren Bl - tern siun - scll der Wind.}
' The wind is  rust . ling thro the bare  fpeost

7 ‘dim, et ,'.‘\
CEL ===t o=
. tin Leids ' - ge - thanl Dem |
his hand is _enld!, The J
. { 2 K .
A O-—T ) BT _ 5 d pese ~ =6
@*—b“-:ﬁ—" . "—ﬁg I—= 5::'1.“:;“:’_::‘:::_1j‘:7:':; &
¢/ _ - -
: erese
{
\ L3 3 e -~
Llr e e e e S S
- = 3
R -

Iength of composition varies greatly in the thirty set-

tings, from the sixty-four measure works of Schrdter and
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Tappert to the 400 measure ballad by Petschke. The average
length of fthe thirty works 1is 123 measures; The shorter set-
tings allow little, 1f any, time for preludes, interludes, or
postludes, while in the more lengthy compositions these as-
pecte of the accompaniment are of prime importance in creating
and sustaining dramatic tension, In Petschke's setting, for
example, over one~third of the work is devoted to such de-
vices. OSeveral of the compositions, such as those by Beckér,
Schubert, Noch, Loewe, Schlottmann, and Schneider, profit
from the importance assigned to the accompaniment alone; how-
ever, the work by Petschke 1s too long in both the vocal pérts
and accompaniment to maintain the dramatic effect, and the
result for the listener is boredom. Table XXXI, page 55,
iists the lengths and meters of the thirty settings.

Another rhythmic factor which contributes to dramatic
effect is tempo. The tempi of the thirty Erlkdnig compo-
sitions range from the Andante of Berger and Zelter to the

Vivace of Czerny and Eberwein. The Andante agitato marking

of the first seven and one-~half stanzas of Harder's "Erlkdnig"
seems contradictory; however, Harder undoubtedly had in mind

a slow tempo, which was to be performed in an anxious and
agltated manner. The same is true of Reichardt'é tempo

marking of Sehr lebhaft und schauerlich. The Sehr lebhaft

indicates a very lively tempo, while schauerlich, or horrible,

refers to the emotion of fear in which the ballad is to be

performed, in keeping with the events which the text suggests.
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LENGTHS AND METERS OF THE

THIRTY SETTINGS
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Composer Length in Measures Meter/s
Schroter od 6/5
Eberweln 53 /3
Grontand 192 3/
Tappert o4 b/8
Relchardt 129 3/8
zelter 79 0/3
Harder 73 6/3, 2/4
Romberg (e ©/5
Callicott 144 2/08
schlottmann 150 6/0
Miltitz 55 /8, 4/4
Gaul 30 6/8, 4/4
Schneider 116 0/6
Klein 136 ©/D
Eckert LO0 6/8
Toma.schek 140 6/8
Petschke 400 o/8, 4/4
Brah-Muller 90 o/4
Loewe 95 9/8, B/8
Mayer 139 2/H
Cowell 103 4/4, 2/4
Becker 35 o/5, 9/8, 3/0
schuberst 145" /4 '
Noch 152 2/e, 12/8, 274, 4/4
Reissiger 122 4/4
Spohr 79 o /4
Czerny 130 0/8
Berger o0 o/3

Otto 102 9/8
Krich 105 a4/4

Gronland had the same idea in mind for his marking of Missig

geschwind,'schauerlich.

Though his moderately fast tempo 1s

slower than Reichardt's, the use of the term, schauerlich, is

a reference to the element of horror described in the poen.

These remarks also apply to Schréter's setting, which has a
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tempo indication of Etwas langsam und abentheuerlich. Al-

though the tempo is rather slow, the ballad should be sung
in an adventurous manner to suggest the anxlety and horror
of the story. |
While nearly half of the thirty settings maintain one
steady tempo, the other half employ a series of two or more
tempi. Czerny, for example, utilized a succession of fast

tempi, beginning with vivace, then moving to molto allegro

vivace for stanza 7 and to presto for the final strophe.

Only on the repetition of the last line, in seinem Armen das

Kind war todt, did the composer return to the original tempo

of vivace.
Eberwein employed different templ to characterize the
personages in the poem, He began with a vivace tempo, but

switched to un poco piu stringendo or un poco piu mosso for

each hysterical entrance of the child. The father's reas-
suring Speeche's of stanzas 4 and 6 are marked piu lento, to
describe the manner in which he tries to calm his son. The
wild ride of the final strophe employs the same fast tempo,
piu mosso, as the child's final speech in stanza 7. This
agitated tempo sugzests the haste with which the father rides
to save his trembling child. |

Klein also employed different templ for the characters
in the ballad. Stanzas 1 through 3 have the marking, M&ssig
bewegt, or moderately agitated. For the entrance of the

child in stanzas 4 and 6, Klein used the more excited tempo
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of Bewegter, but returned to the slower indication for the
father's assuring replies. The child's ocutcry of stanza 7

is the most emotional point in the music (Sehr bewegt).

Stanza 8, which returns to the original tempo for the first
part of the strophe, imitates the death of the child by grad-

ually slowing the tempo, nach und nach langsemer, on the

words, in seinen Armen das Kind war todt.

Qther composers who used more than one tempo, in much
the same manner as those previously discussed, are Brah-
Muller, Cowell, Gaul, Miltitz, Noch, Petschke, Schneider,
Spohr, and Eckert.

Three of the more successful settings, those by Schubert,
Becker, and Loewe, make use of.only one tempo throughout the

work, All three galso employ fast tempi of Schnell, Agitato,

and Geschwind respectively. The slower templ of Andante and
Moderato used by some composers seem too reserved for the
dramatic qualitles inherent in the poem. The emotions of
fear, anxiety, and horror so prevalent in the ballad are
best depicted by the use of a faster tempo or series of
tempi. Table XXXII, on page 58, lists the tempo markings
employed in the thirty settings.

A poilnt which deserves consideration in a study of dra-
matic effect is the coordination of the poeﬁic accent with
the musical accent used by the ErlkSnig composers. Built
into Goethe's ballad are four accents per line of poetry.

Only two composers of "Der Erlkdniz"™ placed the accented



TABLE XXXIIL

TEMPO MARKINGS OF THE THIRTY
ERLKONIG SETTINGS

Composer Tempo Markings

Schroter ntwas langcam unt apbentheuerlich

poerwein Vivace; un poco piu Stringendo; un poco piu

' mossosy piuv Lento

Gronland MEseix Gecchwind, schesuerliich

Tappert Indicates no tempo

Reicharatv Szhr lebhzft unc schauerlich

Zelter Aridante

Harder fndante acitato; piu Allegro

Rombers Lanzsam

Callcott Allerrettc; Allegzrissimo

Schlottmenn Allegro azitato
C¥iltitz ntwas Lebnaft Etwas Langsamer; Schneller;

Langsaner; Adagio

Gaul Animato; Slowly; Agltato

Schnelder Vivaces piu Moderato

Kieln Micsig pewezly Beweglters; Sehr Bewegt

bBckert Azitato: Andante

Tomaschek Allo Filzeli; Allo agsal Malzel

Petschke AlTegro HModerato; piu Vivacej; Presto; Larghetto,

guasi recitativo

Brah-Mallier Raschy Lebhaften; Bewegter; Eilen; lLangsam
Loewe. Geschwind

Mayer I1Texibls In The manuscript

Cowell Legltato; Aliegro

Becker Agitato

Schubert Schnell

Noch MEssigy Langsamer; Schnell angstlich; Allegros

MEssio geschwind

Relssizer

Allegro

Spohr £Fllezro non tropno: piu Allegro

Czerny Vivaceys Molto Allegro Vivace; Presto

Berger Andante; Agitato; Allegros Stringendo; Adaglo
0tto Ailegro

Krich Moderato

syllables of the text exclusively on the first beat of each

measure.

In Reichardtt!'s and Gronland's ballads =sach stressed

poetic syllable falls on the first beat of each measure in
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3/8 time. This mechanical stress pattern creates a rather
monotonous succession of primary accents, since no accent
marks appear in the vocal line to indicate any other points
of particular stress.

Four settings exemined consistently alternated the
stressed syllables of the text on the primary and secondary
beats of the measure. Eberwein, Romberg, and Schroter alter-
nated accented syllables beitween the first and fourth beats
of the measure in 6/8 meter. Harder employed this same tech-
nique in 6/8 time, as well as in his meter change to 2/,
This alternation between primary and secondary beats proves
more interesting than the previous method of employing pri—
mary accents only. As was true of Reichardt and Grdnland,
however, none of these composers made use of accent marks to
stress other important syllables.

Several composers accented unstressed syllables to under-
score certain words in the text. In the second line of the
first stanza, Goethe's original points of stress occur in

this manner: es IST der VA-ter mit SEI-nem KIND.27 Tn his

i — M — S—t———

setting of the ballad, however, Czerny gave the primary ac-
cent in 6/8 meter to the first word of the line, ES, and did
not accent the verdb, ist (see Ex. 10). Another deviation
from Goethe's pattern comes in the last part of the stanza

which was originally accented thus: er HAT den KNA-ben wohl

2Tstressed sylliables are in capital letters.
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IN dem ARM. Czerny preferred to accent the-word WOHL rather
than the prepesition, in, which emphasizes that the father is
holding the child WELL in his arm. This change of accent
from in to WCiL also occurs in the settings by Schubert,
Loewe, Tappert, Tomaschek, Zelter, Brah-Miller, Otto,

Petschke, Reissiger, Schneider, and Spohr.

Ex. 1l0--Czerny, “"Der Erlkénig,"” mea. 6
£ ‘ . " k
%0 ) ‘ .
ES 1t de,r- Vao- ‘l‘e,’r m‘lt Ji

In the fifth stanza Goethe employed the following stress

pattern: Willst, FEI-ner KNA-be, du MIT mir GEHN? Czerny,

however, accented the pronoun, DU, rather than the preposition,"
mit. In this way he clearly shows that the Erlking wants
YOU (the child) to go with him. Tappert, Noch, and Spohr

also made this alteration in accent {see EX. ll).

Ex. ll--Czerny, "Der Erlkdnig," meas. 51-53

A S . ,
e —— S T, S — e —
1‘2} — e I e S S
. p— \
Wilst fer-  ner Kna-  be, du mit miv C‘e“\n

Much the same technique occurs in the seventh strophe

in which Goethe wrote: Erl-gg-nig HAT mir ein LEIDS ge-THAN.

Czerny chose to accent the pronoun, MIR, rather than the

verb, hat, which emphasizes more strongly that the Erlking
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has seized ME (the child‘. Becker, Klein, Tomaschek, and
Petschke are other composers who emphasized the pronoun

rather than the verdb.

Ex. 12--Czerny, "Der Erlkdnig," meas. 130, 131

1
¥ - Vi
ki v L4

i [
i
'
v
[ .
a
-
b 4.

»

TN
NS

Eel- ki~ nighel mir e l

With these exceptions, Czerny used basically an alter-
nation of primary and secondary accents for the first five
stanzas and primary accents only for the last three stanzas.
The composer employed no accent marks, but instead emphasized
the more important points of the text by a rise in pitch,
ornamentation of the note, or agogic accents, devices which
reinforce the primary and secondary metric stresses.

Zelter also accented some originally unstressed sjliables.

mit SEI-nem KIND, Zelter chose to accent the preposition

MIT rather than the first syllable of seinem . This alter-
ation occurs in order that the composer could continue to
use the trochaic rhythmic mode (J NNJJ) in 6/8 meter, and not
because of the importance of the preposition. Example 13
demonstrates this accent change. In the next line of text,

Er HAT den KNA-ben wohl IN dem ARM, Zelter placed the stress

on ER rather than on the verb hat, emphasizing that the
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FPATHER has the boy well in his arm. In this instance

Schneider also accented the pronoun rather than the verb.

Ex., 13-~Zelter, "Der Erlkdnig,"” meas. 2-4

g ﬁut.e‘i., :?__ . Il_\ - . - e .
£ #}*‘ — hg_;qﬁ-ﬁ

ist der Ya . fter wit seinem Kind. |

As mentioned previcusly, Zelter, along with many other com=-
posers, accented the word WOHL rather than the word i&. The
composer's next alteration of acceni comes in stanza 3, Which,
in the poem, had the following stressed syllables: Manch

BUN-te BLU-men sind AN dem STRAKD. Zelter, however, placed

the accent on the verb, SIND, rather than on the following
preposition. Thils same change of accent was employed by Tap-

pert, Klein, Krich, Petschke, Reissiger, Spohr, and Eckert.

Ex. 1l4--Zelter, "Der Erlkonig," meas. 24-26

#53_ e N

“manch bun - te  Blu- men <sind an dem Strand,)

In the fourth line of stanza 7, another unstressed syilable
of the text received a primary accent on the first beat of

the measure., Goethe's pattern of stress, Erl-gggnig HAT mir

ein LEIDS ge-THAN!, Decomes in Zelter's ballad ERL-k8-nig

HAT mir ein I@IDS ge-THAN. In this way the child emphasizes
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the Erlking'!'s name a2t the most c¢limactic point of the poemn.

Ex. 15--Zelter, "Der Erlkonig,"™ meas. 63-65

B : : A
Db —p————n—— ok b — =
ey ===t =
o ! ! T : -

~ Brl. k6 - nig hat mir ein Leids ge - thanli

Ruetz states that the word, "Erlkonig," would be insignifi-
cant in this line if the first syllable were not accented,
and thus the entire statement would lose much of its impact.28
Schubert, Klein, Tomaschek, Mayer, Miltitz, Reissiger, Schlott-
mann, Schneider, and Eckert also felt that the first syllable
of Erlkonig was more important than the second, and therefore,
gave the ERL a primary or secondary accent. The remainder of
Zelter's ballad employs the alternetion of primary and secon-
dary accents for the normal stressed syllables of the text.
The composer used accent marks on the first and fourth beats
of the measure throughout the first two gtrophes, but aban-
doned this type of emphasis in favor of agogic accents for
the rest of the ballad.

In addition to his changes in accent already mentioned,
Schneider utlilized one other accent change. In the final

line of the first stanza, Er FASST ihn SI-cher, er HALT ihn

WARM, the composer preferred to give a secondary accent in

6/8 meter to the first word of the line, rather than to the

28Ruetz, op. cit., p. 25,
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second, emphasizing that the FATHER ig holding the child
securely (see Ex. 16). Schneider's only other means of empha-

gis, since he used no accent marks, is accomplished through

longer note values. -

Ex. 16--Schneider, "Der Erlkénig,"” meas. 10-12

ey ey - e e
! :qﬂ:r' .
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Reissiger also employed some other alterations of
stressed syllables than those mentioned above. In the second

line of stanza 2, Siehst VA-ter DU den ERL-kO-nig NICHT, he

preferred to give the primary accent to the first word of

the line and the secondary accent to the second word.

Ex. 17~--Reissiger, "Der Erlkdnig,"” mea. 24

', :x‘\rng.[lifh_"j" : C s |

s ==
Oy ‘ T
Siehst  Va - o ter

The same process occurs in stanza 3, which in the poem is

accented thus: Du LIE-bes KIND, komm, GEH mit MIR. Reissiger

once again placed the primary accent on XKOMM and gave the se-
cond verb, geh, a secondary accent (see Ex, 18). For added

emphasis the composer employed agoglc accents, but used no

accent marks.
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Ex. 19-~Reilssiger, "Der Erlkonig,” meas. 35, 36

|

e
Bl 7] }
{21} ¥ [

(’ R » .l . =
omm, geh mit  wir,

i

Becker's first change of accent comes in the second line
of stanza 2. Goethe's line has the following points of

stress: Siehst, VA~ter, DU den ERL-kO-nig NICHT? Becker,

however, accented thé second syllable of Eflfggfﬁig to main-
tain lthe dactylic mode (JJ‘J) in the second half of each
measure (see Ex. 5, page 3#). His final stress change comes
in the last line of the ballad, which in the poem is accented

in the following manner: In SEI-nen AR-men das KIND war TODT.

Becker gave the primary accent to the first word of the line,

IN, rather than to the second syllable, sei (see Ex. 19).

Ex. 19--Becker, "Der Erlktnig," mea. 81

n P ‘
S — K e —
o P ry £ | X
;)“’ ——o—0—5 o
in sei -nen  Ar -  men

Miltitz also accented the first word of the 1line rather than
the second. Becker employed no accent marks, nor made con-
sistent use of either a rige in pitch or agogic accents to

reinforce the primary and secondary metric stresses.
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' In addition to the accent change mentioned above,
Miltitz altered a point of stress In the second line of
stanza 3., Although Goethe's accents were on the following

syllables: GCar SCHU-ne SPIE-le SPIEL' ich mit DIR, Miltitz

accented the pronoun ICH, in preference to the verb spiel'.

Ex., 20--Miltitz, "Der Erlkonig," meas. 26-28

E i N { e N A, ) N—+
e e e
L %

vl | schd e — ne Specle sped | W wat Doz

This technlique adds emphasis to the point that I (the Erl-
king) will play games with YOU (the child). Spohr and Berger
are two other composers who chose to accent this pronouﬁ.

The next point of change for Miltitz comes in the second line
of the sixth stanza, which Goethe accented in the following

manner: Erl-KO-nigs TOCH-ter, am DU-stern ORT? Miltitz, as

well as Klein, Loewe, Tomaschek, Krich, Mayer, Otto, Petschke,
Reissiger, Schlottmann, Schneider, and Spohr, preferred to

accent the first syllable of ERL~kO-nig, rather than the

second., The accent on the first syllable of the word empha-
sizes that it is the ERLking's daughter in that gloomy place.
Miltitz made infrequent use of accent marks on the first beat
of the measure in 6/8 time, as well as longer note values

and a rise Iin pitch to supplement the metric accents,
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Tomaschek is another Erlkdnig composer'who employed
stress changes In his setting. In the Erlking's lines of

stanza 3, Manch BUN-te BLU-men sind AN dem STRAND, the com=-

poser preferred to give a primary accent to the first word
of the line, MANCH, and a secondary accent to BUN-te. 1In

the following line, meine MUT-ter HAT manch GUL-den Ge-WAND,

he again accented the word MANCH instead of the preceding '
verb, Petschke also accented the adjective rather than the
verb in this last instance. In both cases the emphasis 1s
on the MANY colorful flowers and the MANY golden garments
which the Erlking offers, Example 21 demonstrates these two

accent changes,

Ex. 21~-Tomaschek, "Der Erlkdnig," meas. 43-50

a3 :“mLFV_tf |

-manch bu ote Blu_mensinadau dam trand; meine Mut_ te\'hatm:hch &al .denGland.

Tomaschek's next alteration comes In the first line of stanza

7. In Goethe's text the following accents occur: Ich LIEB!

dich, mich REIZT deine SCH@-EE Ge~-STALT. Tomaschek gave a

primary accent to DICH as well as LIEB and gave Reizt a
secondary accent. In this way the stress is on LQEE_EQE
(see EX. 22). Eckert was the only other composer who used
this same word emphasis. Tomaschek used agogic accents only

to augment his metric accents.
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Ex., 22--Tomaschek, "Der Erlkonig," meas. 104-108

bt s e

[3ch tie — be dich,mick reitzt deine schd _neGestalt, |

Spohr used an unusual change of accent in the first line
of stanza 6, which, in the poem, is accenteé in the following

manner: Mein VA-ter, mein VA-ter, und SIEHST du nicht DORT.

In his measure in 6/4 time, however, Spohr gave a secondary

accent to the word NICHT, rather than to the word dort.

Ex. 23--Spohr, "Der Erlkdnig,” meas. 47-50
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und sichslt  du wich!  dovl  Erl-ko-nigs Tiechler am dii - sle-ren ﬂri?"

This makes the phrase appear to end on nicht, and the new
phrase to begin on dort, which 1s poetically Inconceivable.
This technigue also works a hardship on the singer who must
convey the meaning of the text to the audience, when the line
seemg to be phrased thus: ". . .and do you not see, there
Erlking'!s daughter in that gloomy place?”™ Spchr used no
accent marks, but employed a rise in pitch and longer note
values to supplement his metric siresses.

Noch utilized a stress change in the last line of stanza

7, which, in the poem, has the following accent pattern:
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Erl-KO-nig HAT mir ein LEIDS ge-THAN! At this point of cli-

max, however, Noch gave a primary accent to each of the last
three syllables, a practice which adds emphasis to the child's’
outery (see Ex. 24). He also used accent marks, as well as a

rise in pitch to reinforce the stresses inherent in the meter.

Ex. 24--Noch, "Der Erlkonig," meas. 131-136

_Wﬁ:__‘z,____,:l_f__ e S e e S A s NSO | ¥ St
___; T Z 5F, 28! [ SSv— 3 T M,
Evl- ke - ﬂ‘u.c} hat mir ein Lelld - % - than!
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‘ . L s e e e e e eem e - . |

The last accent change, which comes in the final line of
the ballad, was employed by Klein. Goethe used the following
stress pattern for the closing line: In SEI-nen AR-men das

. BT Wiri—iie  \———— d——— Npo———

XIND war TODT. XKlein gave a primary accent to each of the

last three words, which underscores the tragedy, the CHILD

WAS DEAD! Example 25 demonstrates this stress change.
Ex. 25--Klein, "Der Erlkconig," meas. 131-135

T e B e o e e £ !
- v b : E—— 3 ]
: Al ek — R o 2 3 2
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The composer employed no accent marks, but made use of agogic

accents and a rise in pitch to strengthen his metric accents.
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Many of the Erlkdnig composers who empioyed few, if
any unusual stress patterns emphasized the important words
of the text by other rhythmic means. Brah-Miller, Cowell,
Gaul, Schlottmann, and Loewe used accent marks to stress
the significant points of the poem. In the first stanza,
for instance, Loewe accented the word VA-ter in answer to

the question, Wer reitet so spat durch Nacht und Wind?

The first mention of the Erlking's name, which occurs in
stanza 2, is also given an accent.

In addition to accent marks, such elements as ritards,
accelerandos, and the use of agogic accents are rhythmic
techniques that most of the Erlking composers employed at
some point in their ballads to emphasize particular words
in the text. These points of emphasis reinforce the other
mugical components of tonality, tempo, and metrice accent,.
which combine tc create a dramatic whole. |

A vital point iﬁ a discussion of rhythmic elements is
the use of salient rhythmic patierns in either the vocal line

or accompaniment.29 Several composers, such as Reichardt and

29Two unpublished settings of the ballad contain rhythmic
errors in the accompaniment, which result from the omission
of a triplet marking. In Czerny's "Erlkénig,” in 6/8 meter,
this mistake occurs in measures 46-49 and measures 69-83,
while in the work by Emilie Mayer, which is in 2/4 time,
this same error happens at four pointe in the composition:
measures 24-27, 50-57, 77-88, and 108-123. These omissions
are undoubtedly mere oversights on the part of the composers.
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Zelter, employed rhythmic patterns consistently, but these
patterns have no significance in portraying the events of the
text. A few composers tried, with a degree of success, to
imitate the gallbping of the horse in the accompaniment,

Otto and Schlottmann used a dotted eighth-note, sixteenth-
note, eighth-note figure (ij]JjD) to approximate the horse's
hooves. In the final stanza of his "Erlkénig," Klein intro-
duced an accompaniment figure, in 6/8 meter, of two elghth
notes, followed by an eighth rest (JJvJJy). 1In an agitated
tempo, this restless pattern suggests the urgent ride of the

father who is hurrying home with his delirious child.

Ex, 26--Klein, "Der Erlk®nig,” meas. 119-125

SEESEsemee e

1rei - tet ge. schwind und hilt in  den Ar - men das

TR BEE mCh Aol

s PP
I VY

9_ Jb_-u—— —.Li.'?—d]jw - _5 i:ij_ — ﬁ:“gﬁ "?::j.j;i&?ﬁ
’ - e .ﬁ_.j
P

Kind,
e
::ﬁiyﬂ
. e
P wai—aat ’w,:; &z

i 34



72

In lLoewe's setting the rhythmic patterns in the bass
1ine of the accompaniment are often coordinsted with the pat-
terns in the vocal line.30' This technique occurs in the
first line of stanza 1, as well as in the Erlking's speeches
of stgnzas 3 and 5. Ruetz suggests that this guarter-note,

31

eighth-note figure is an imitation of the galloping horse.

Ex. 27--Loewe, "Der Erlkdnig," meas. 3, 4y 27-31
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30Ruetz, op. cit., p. 98.
3lIbid.
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A motive suggesting the horse's strides is also prominent in
the bass line of the interludes between stanzas 4 and 5, 6
and 7, and 7 and £, as well as in the beginning of the final |
strophe. |
“Schubert, however, is the Erlking composer whose rhythmic
patterncs convey most convincingly the events of the text. Hils
incessant triplet figure, which occurs in the right hand of
the accompaniment, is descriptive of several emotions por-
trayed in the poem. In the forms of octaves, chords, and
arpegzios, the triplet pattern of all the stanzas except 3
and 5 suggests not only the galloping of the horse, but also
the fear of the child and the anxiety of the father. This
hammering figure comes to an end only on the closing line,

In seinen Armen das Kind war todt.

In the Erlking's speeches of stanzas 3 and 5 the triplet
is divided between the left and right hands, which gives a
less aggressive character to the accompaniment. This chaﬁge
of patﬁern to an almost lulling movement suggests the confi-
dence ¢f the Erlking, who is assured of the fate of his
vietim. Example 28 demonstrates the rocking accompaniment
pattern from sgtanza 3.

The Allcemeine Mugikalische Zeitung of May 12, 1821 had

this to say about Schubert's setting:

. « «.the triplet accompaniment [}n ‘Erl—Kingﬂ keeps
the whole alive and gives it more unity, as it were;
but one could wish that Herr Schubert had occasionally
transferred it to the left hand, and thus facilitated
performance; for the ceacseless striking of one and



the same note in triplets throughout whole bars
tires the hand; if the piece is to be taken at
the rapid pace demanded by Herr Schubert. . .

Ex., 28--Schubert, "Der Erlkdnig," meas., 57-61
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The constant and descriptive accompaniment figure then

is one of the aspects which sets Schubert's ballad apart

from other Erlking compositions.

statement of Maurice Brown in his book, Schubert Songs, when

One must agree with the

he calls the uge of the piano, to convey to the listener not

only the wild ride through the forest at night,

emotions of the father and chilld, phenomenal.33

but also the

32Deutsch, op. cit., p. 178.

33Maurice J.E. Brown, Schubert Songs (Seattle, Univer-

-~ e
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Melody

Of prime importance as melodic elements are tessitura
and range. A number of Erlkdnig composers used specific
ranges as a means of characterization. Reichardt was the
first of several composers 1o employ a monotone for the
speeches of the Erlking. The only deviations from the pitch
of D that the spectre sings throughout stanzas 3, 5, and T
come at the ends of phrases, which are points of cadence.
The monotone was meant to suggest the supernatural qualities
of the Erlking, a device that was carried ocut more convin-'
cingly by some later composers. The melody, which appears
in the right hand of Reichardt's accompaniment, moves into
the bass clef for the Erlking's stanzas. The tessituré_of
the other three characters in his ballad is insignificant,
since in this quasi-strophic setting, they all sing the same
melody.

Klein followed Reichardt’s example by setting the Efl-
King's speeches to a monotone on C. The only change in
pitch comes in the seventh stanza when the C is raised to
C# on the word Gewalt. This chromatic alteration emphasizes
the FORCE by which the Erlking will seize the child. The
accompaniment supports the phantom's monotone with what

Friedlaender calls ", . .an irresistible, alluring melody.“34

34Mﬁx Friedleender, "Gedichte von Goethe in Composi-
tionen seiner Zeitgenossen," Schriften der Goethe-Gesellschaft,
Vol.ull (Weimar, Verlag der Goethe-GesellschaTt, 1896),
p. ld2. '
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Ex. 29--Kieln, "Der Erlkonig," meas. 98-106
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Although the narrator and father have much the same
range, the registers of the father and son are distinctly
different. The anxious cry of the boy in stanza 7, Mein Va-

ter, mein Vater, jetzt fasst er mich an, Erlk&nig hat mir

ein Leids gethan, is enlivened by a chromatic rise and by
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the continuous repetition of the accompanimént figure A---
G#-ﬂA.35 The variance between the higher fearful cutbursts
of the child and the lower reassuring replies of the father
underscores the dramatic impact of the story through dramatic
contrast,

Miltitz is a third composer to employ a monotone for
the lines of the Erlking. As in Reichardt's setting, his
only deviation from the monotone G comes at the ends of
phrases. Miltitz's accompaniment, however, follows the mono-
tone of the vocal line rather than employing a melodic line,
No importance can be attached to the melodies of the narrator,
father, or child, since all employ basically the same
tessitura. |

Although the Erlking's speeches in the settings by Brah-
Miller and Schlottmann do not employ a monotone exclusively,
they do center basically around one note. In Brah-Muller's
third stanza, in Ab major, the spectre's lines center around
the dominant tone, Eb. In stanza 5, which has modulated to
F major, the Erlking's speeches are set primarily on the
deominant tone, C. The composer employed a harmonic rise in
stanza 7, creating two succeedlng pitch centers, Ab and Bb,
in the vocal line., The tessitura of the Erlking is noticeably
lower than the other three characters, particularly the
child. This difference in register suggests the evil, sin-

ister qualities of the spirit.
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Schlottmann also has specific tonal centers for the
Erlking's lines. In stanzas 3 and 5, which are in Ab major,
the primary pitch is Eb, while in stanza 7, in Bb major, the
tonal center is F, in both cases the dominant of the key.

The melody for these stanzas is found in the accompaniment.
The other three personages share basically the same range.

BEckert did not like the use of a monotone to charac- l
terize the Erlking. In a conversation with Goethe, the seven-
year-old composer stated that he knew only the compositions
by Klein and Reichardt, ". . .which did not please him be-
cause they had the Erlking sing so horribly. He meant that
when the Erlking growls so low, then the youth would fear him,
The Erlking must try to allure the youth through his singing."36
Eckert, therefore, set the apparition's speeches to an
appealing melody in the major mode, which he felt conveyed
the enticing qualities of the spectre in a more subtle man-
ner. By giving the father a lower tessitura than the other
characters, Eckert emphasized the contrast between the calm
replies of the father and the agitated cries of the child.

The broadness of the Erlking's range suggests the many guises
in which he appears.

All of the Erlkonig composers, with the exception of
Zelter and those who composed strophically, used an alluring

melody, primarily in the major mode, for the Erlking's speeches,

36Friedlaender,.h3. it.
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as did Eckert. By using both a sweet, enticing tune for the
lines in stanzas 2 and 5, and modulating to minor for the

-~

spirit's final line of stanza 7, Und bist du nicht willig,

so brauch ich Gewalt, most of the ErlkOnig composers conveyed

the deceitful quality of the Erlking who, as Friedlaender
says: ". . .can take up every kind of voice, and according
to his pleasure, can sing first softly and insinuatingly,
and then again, in a menacing and angry manner."37

Early nineteenth-century critics who compared the set-
tings of Reichardt and Schubert objected to Schubert's
attractive melodies in stanzas 3 and 5. In their opinion,

as Capell states in his book, Schubert's Songs:

Schubert. . .had given the ogre's melodlies altogether
too charming, considering that the child, through
whose senses we witness the apparition, is from the
first ggment terrified and utterly heedless of the
lures,

Friedlaender even asseris:

Schubert turns the Germanic or Danish elder-forest

into a fragrant orange grove. . .the action, in-~
stead of taking place on a raw November night,
seems to happen on an evening in August. . .and

the spectral Northern phantom is adorgﬁd with all
the charms of a seductive sensuality.

In defense of Schubert, however, Capell goes on to say:

37114,

38Richard Capell, Schubert's Songs (New York, E.P.
Dutton and Company, 1925}, p. lL1.

39Edgar Istel, "Schubert's Lyric Style," Musical
Quarterly, XIV (October, 1928), 578.
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But, after all, the lures are there in Goethe's
poem, and expatiated upon--the promise of gay
games, of flowers, cloth of gold, and fairy play-
mates, The fact ie that the objection would

never have occurred to anyone who did not know
other and less richly coloured settings of the
ballad. The minor composers had a more precarious
hold on effects of fearfulness,., Their 'Erlkonig!
songs could not have well supported the intro-
‘duction of anything that was not simply sinister.ao

Schubertts setting, then, with the use of major keys, tune-
ful melodies, and different tonal registers for each
character imparts Goethe's original ideas in the ballad
more convincingly than the more naive work by Reichardt.

In his glee, Callcott takes advantage of the three
different vocal ranges. The compeoser employed the male

alto line for speeches of the child, the tenor part for

the father's question in stanza 2, Why trembles my darling,

why shrinks he with fear, and the baritone line for the
speeches of the Erlking. The entire ensemble sings the
father's replies in stanzas 2, 4, and 6, as well as the
narrator's lines of.the first and last-strophes. This
technique clearly distinguishes each of the four characters,
while also giving unity to the setting. Table XXXIII shows
the wvocal parts used for each character's entrance.

Leewe's setting of the Erlking's lines is both original
and effective., Three times the spectre repeats an eight-
measure phrase containing only the notes of a G major triad

(see Ex. 27, page 72). Braunstein suggests that thils

AOCapell, op. cit.
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technique is & foreshadowing of Berlioz's idée fixe and Wag-
ner's leitmotif.ul Toeweils contrast between the ranges of

the father and son is also effective.

TABLE XXXTII

VOCAL PARTS USED BY CALLCOTT
FOR THE FQUR CHARACTERS

s - 4
Stanzas Characters Vocal Parts
1 arrator ensemble

2 Father tenor
Child male alto
Father encemble
3 Erlking baritone
4 Chila nale alto
Father ensemble
5 Erlking baritone
O Child male alto
Father ensemble
7 Erlking baritone
Child male alto
&} Narrator ensemole

The lines of Zelter's phantom are more scalar than me-
lodic. His theme consists of repeated notes which rise
progressively in seconds. This technique suggests only the
evil menacing.qualities of the Erlking and not his enticing
characteristics (see Ex., 30). The lower tessitura of the
Erlking, as opposed to the other three characters, is also
descriptive of the sinister aspects of the apparition. A
table comparing the ranges of the four characters in each of

the thirty settings will be found in the appendix.

MlBraunstein, op. c¢it., p. 35.
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Ex. 30--Zelter, "Der Erlk&nig,” Stanza 5
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The majority of composers logically gave the highest
range to the child, but there 1s no specific agreement on
the ranges of the other three characters. Some composefs
felt that the father should have the lowest pifch to suggest
his calm and reassuring manner, Others gave the lowest lines
to the Erlking to emphasize his evil and powerful character,
while still othefs used the lowest range for the narrator;

to underscore his final dramatic line: In seinen Armen das

Kind war todt. AS can be seen in the table of ranges in the

appendix, a few compecsers disregarded range completely.

In an examination of melodic elements, a discussion of
conjunct and disjunct movement can not be ignored. Mbst of
the works examined employed both types of movement in fairly
equal proporticns., A few settings, such as those by Eber-
wein, Klein, Miltitz, and Reichardi, used primarily conjunct

motion. 8till other works, including those by Reissiger,
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Schlottmann, Schneider, and Schubert, have a prédominance of
disjunct motion.

The significance of the type of movement employed is
debatable. Ruetz belabors the point when he gives signif-
icance to each change of movement. Schubert's ballad, the
author states, is generally disjuncf in movement throughout
all eight stanzas. He then goes on to say: "The disjunct.
movement of the father's motive suggests courage in his effort
to save the child. The Erlking's melody is disjunct and sug-
gests the bold confidence of victory over the child, "™ The
worth of these analogies, however, is as questionable as thelr
accuracy. An analysis of the thirty settings seems to reveal
that the type of motion used is baSically a characteristic of
the entire work and is not a means of characterization or
identification of the dramatis personae.

Specific intervals are important in some settings of
the ballad. Some composers, however, attached no more sig-
nificance to intervals in their works than to the type of
motion they employed. Becker's "Erlkonig," for example,
uses primarily the interval of a major or minor second.

This interval is used consistently in the eight strophes
and is not a characteristic of one personage exclusively.
The second 1s also the primary interval throughout Klein's

balilad.

42Ruetz, Op. cit., p. T7O.
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Schubert and Loewe attached more importance to intervals
és a means of identifying characters than any of the other
composers. Loewe consistently used the minor second in all
stanzas except 3, 5, and the first half of 7. This interval,
which appears in the lines of the narrator, the father, and
the child, expresses the dominant moods of fearfulness and
anxiety inherent in the poem. The minor second also appears
in the accompaniment of stanzas 1, 2, 4, 6, 7, and 8, as well
as in the inﬁroduction and interludes. The dissonance cre-
ated by this interval in the first two measures of the
introduction anticipates the tension of the drama which

follows.
Ex. 31--Ioewe, "Der Erlkdnig," meas. 1, 2
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The minor seccnd does not occur in the Erlking's stanzas.,

Instead he is identified by the interval of a perfect fourth
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(see Ex., 27, page 72). The repetition of the fourth in
stanzas 3, 5, and the first hélf of 7 suggests the confidence
of the Erlking, as contrasted with the apprehension of the
other characters. |

Schubert also used the minor second in his ballad in
reference to the child., "The dissonant clash between the vo-
cal line and accompaniment in the first three measures of
stanzas Y4 and 5, and measures 124-126 of stanza 7 portrays
the terror of the child. In each instance, the minor second
discord rises a major second in pitch. This rise in pitch
with each entrance suggests the child's increasing fear,
Example 32 demonstrates the rise in pitch from stanzas 4, 6,
and 7. |

The father's lines of stanzas 2, 4, and 6, as well as
the mention of the father in stanzas 1 and 8, employ the
interval of a fourth. The Erlking's lines of stanzas 3 ahd
5, and reference to the spectre in stanza 2 are distinguished
by the interval of a sixth. The consonant intervals of the |
father and Erlking contrast sharpliy with the dissonant seconds
of the child. The composure of the father, the confidence of
the Erlking, and the terror of the child all gain added sig-
nificance by the use of specific identifying intervals.

Dynamics are important in creating dramatic effect.
Most of the settings have them, but it is impossible to tell
whether the dynamics were always supplied by the composer or

addeéd by the publisher or an editor. Only a few composers

LS



omitted them completely, leaving the choice of markings to

the performer;

Ex. 32--Schubert, "Der Erlk®nig," meas. 72-T76; 97-101;

123-127.
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The majority of settings employ a pianissimec marking for

the Erlking's speeches of stanzas 3 and 5, but rise to for-

tissimo for his threat in stanza 7. The child's lines are



87 -

often marked piano, but rise to fortissimo for his outburst

in the seventh strophe, A few composers, including Eckert,

Klein, and Noch, conclude the child's lines on a pianissimo,

a device which anticipates his death in stanza 8. Most of

the settings close with a pianissimo marking to suggest the

sorrowful ending, Only two composers, Cowell and Czerny,

ended fortissimo, which they apparently felt gave the drama

a more forceful and tragic conclusion.

All of the EBErlkonig settings examined are basically_
diatonic. Only fhree settings, those by Eberwein, Schrdéter,
and Reichardt, were, hoﬁever, completely diatonic throughout
the vocal line. Most composers felt it necessary to use
chromaticism at some point in the ballad to create interest
as well as add tension to the dramatic effect. Otto used
chromatic alterations primarily on the lines of the child,
while Noch employed chrometicism in both the father's and
child's lines. Krich utilized a great deal of chromaticism
in the lines of the Erlking. In this way the composer em- .
phasized the evil and sinister qualities of the apparition
(see Ex. 33). Brah-Miller's setting becomes progressively
more chromatic until the final stanza. After the climax of
the seventh stanza, the composer returned to diatonicism for
the final strophe,

Becker used chromatic alterations primarily for the Eri-
king's threat in the first half of stanza 7, while Miltitz

altered the cries of the child in the second half of the stanza,
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Ex. 33--Krich, "Der Erlk®nig," meas. 27-31
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Like Miltitz, Klein altered the child's motive in the second

half of stanza 7 by a chromatic rise from C# to F (see Ex. 34).
Ex, 34--Klein, "Der Erlktnig," meas., 107-111
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Chromaticism at this point adds tension and urgency to the
climax of the poenm. |

Schneider and Schlottmann made use of chromatic alter-
ations primarily in the last half of the seventh strophe.and
all of stanza 8, while Tomaschek confined his use of chro-
maticism to the final strophe. In this manner they conveyed
the feeling of horror at the terrifying events at the close

of the story.

Harmony
A number of Erlkdnig composers employed altered chords
at points of tension in the poem to increase dramatic effect.
Becker, for example, used a secondary diminished seventh
chord in the final measure of his introduction to suggest

the sinister events which follow.

Ex. 35-~Becker, "Der Erlkdnig," mea. 4
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The Erlking's lines, Du liebes Kind, of stanza 3 utilize
an augmented chord which, ‘together with the marking lusin-
gando (seductively), conveys the enticing qualities of the
spectre. Gaul alsoc used this altered chord at the same point
in the ballad. The child's pleas to his father in stanzas
4 and 6 employ a diminished seventh chord, emphasizing the

boy's terror.
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Becker alsc made effective use of secondary diminished

seventh chords in stanza 7 on the Erlking's line, und bist du

nicht willig, as well as on the child's outburst, jetzt fasst

er mich an. Loewe and Harder also employed a diminished

seventh chord at this point, These seventh chords underscore
the forceful insistence of the spirit and the boy's horror as
the Erlking seizes him, The remaining altered chords in
Becker's composition are used as harmonic progressions only

and do not occur at points of dramatic tension.
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Eckert also exploited secondary diminished seventh
chords for dramatic effect, In the first stanza, in which
the narrator describes the father holding the child securely
(sicher), the composer draws attention to the point by the

use of a seventh chord.

Ex. 37--Eckert, "Der Erlktnig," meas, 20, 21
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Eckert's coﬁposition, as well as that of Ludwig Berger,
employed secondary sevenths for the mention of the spirit by
the child in stanzas 2 and 4, 1n emphasizing that the Erl-
king has seized the boy in stanza 7, the composer utilized
another secondary seventh, Example 38 demonstrates these
last two aitered chords. Eckert, as well as Berger, employed
seventh chords throughout the final strophe to convey the

hopeless ride and tragic end.
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Ex, 33--Eckert, "Der Erlkénig,” meas. 30-32; 129-131
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Loewe made use of altered mediant, subdominant, and dom-
inant chords, as well as the diminished seventh chords used
by other composers. At the mention of the Erlking in stanza
2, Loewe employed a second inversion dominant, minus the root,
with a raised third and lowered fifth. This incomplete chord

suggests the child's fright at the appearance of the Erlking.
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Ex. 39--Loewe, "Der Erlkdnig,” meas. 18-20
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A diminished seventh chord appears on the father's lines,

Sei ruhig, of stanza 4, emphasizing his command to be calm.

Ex, 40--Loewe, "Der Erlkdnig,” meas. 40, 41
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A chord with a similar function appears in the father's reply
of stanza 6.
In the final stanza Loewe employed a German sixth chord

on the word Noth, underscoring the distress which the father
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feels for his trembling child.

Ex. 41--Ioewe, "Der Erlkdnig," meas. 87, 88
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The composer's last diminished seventh chord occurs on

the word todt, to convey the tragic ending (see EX. 42)._ ‘

Ex. 42--Loewe, "Der Erlkdnig," meas. 90-92
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Loewe also sets the Erlking's lines throughout stanzas

3s 5, and 7 over a tonic pedal point, which suggests the



spectre's confidence of victory over the child (see Ex. 27,

page 72).

ting of the Erlking's lines.

Schlottmann used this same technique in his set-
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Noch extensively emplcoyed altered chords in hls setting.

Some. are used in harmonic progressions only without any re-
lationship to the expressional elements of the poem, while
other altered chords occur in connection with the dramatic.

events of the\text.

in the introduction to signal the approaching misfortune.

Ex. 43--Noch,

"Der Erlkonig," meas. 1-9
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Nbch first used secondary seventh chords
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The next alteration c¢f dramatic significance occurs in

stanza 4, in the child's question, und horest du nicht was

Erlenktnig mir leise verspricht? Two times the composer em-

ployed a secondary ninth chord, suggesting the anxiety of the

boy's ingquiry.

Ex, 44--Noch, "Der Erlkdnig," meas. 65-69
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Secondary seventh chords appear both in the Erlking's
lines of stanzas 5 and 7, emphasizing his increasing insis-
tence, as well as in the child's cries of stanzas 6 and Ts
conveying his terror of the apparition. The seventh chords
in the final strophe draw attention to the father's anxiety
as he carries the trembling child in his arms.

Schneider also used altered chords in relation to dra-

matic effect. The child's plea of stanza 7, Mein Vater, mein

Vater, jetzt fasst er mich an, employs inverted diminished
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seventh chords, while his closing cry, Erlkdnig hat mir ein

Lelds gethan, utilizes a German gixth chord on the word lLeids.
The use of these chords increases the tension inherent in the

text,

Ex. Lh5-.-Schneider, "Der Erlkdnig," meas. 36-89
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The final seventh chord, written as a tremolo figure,

immediately precedes the last line, in seinen Armen das Kind

war todt, and anticipates the tragic statement. Schneidert's
other altered chords serve as harmonic progressions only and
do not occur at the expressive points of the poem,

Schubert made equally effective use of altered chords

in his "Erlkonig." The first alteration occurs in the intro-

duction, immedlately preceding the question, Wer reitet so

spat durch Nacht und Wind? The diminished seventh chord at

this point indicates the impending tragedy.
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Ex. 46~--Schubert, "Der Erlkdénig," meas. 14-17
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In the first stanza, diminished chords are used in the

line, er hat den Knaben wohl in dem Arm, emphasizing that the

father has his son securely in his arm,

Ex. 47--Schubert, "Der Erlkbnig,” meas. 24-27
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The next alteration of dramatic significance occurs on
the child's question in stanza 2. Diminished seventh chords

are found on the words Vater, Erlkonig, Erlenkdnig, and Kron,
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and convey the boy's fear and dread of the épparition.

Ex. 48--Schubert, "Der Erlkdnig,” meas. 42-49
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In the Erlking's lines of stanza 7, these chords occur. on the

words reizt, bist, and willig, which underscores the force

the Brlking will use to seize the child.
Schubert utilized a diminished seventh on the words Hof
mit Mih! in stanza 8, emphasizing the trouble and distress

the father feels on reaching home,
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Ex. 49-~Schubert, "Der Erlkonig," meas. 142-144

The final diminished chord immediately precedes the words,

war todt, which anticipates the tragic ending.

Ex. 50~-Schubert, "Der Erlkdnig,® meas. 146-148
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Although most of the thirty composers utilized altered
chords at some point in their works, the composers just dis-
cussed were most successful in creating dramatic effect with

such chords,
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A number of composers, including Berger, Brah-Muiller,
Cowell, Czerny, Eckert, Klein; Mayer, Miltitz, Reichardt,
Schubert, and Tomaschek, used primarily a dominant-tonic
relationship for the Erlking's stanzas. This simple pro=-
gression emphasizes the deceitful gqualities of the spirit
who masquerades as a figure of innocence.

Eberwein's manuscript contains what must be a mistake
in harmony. The first measure of his unchanging two-measure

interlude is illustrated in the following example.

]

Ex. 5l-~Eberwein, "Der Erlkdnig," mea. 13

This progression occurs in six of the seven interludes. In
the second interlude, however, the composer writes a B as
the bass note of the submediant chord, creating a major ma-
jor seventh with the seventh in the bass, a chord which is

hardly conceivable,



The
strophic
drama in
Eberwein

gethan.
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only significent harmonic variatlion in Eberwein's
setting occurs as a result of the climax of the

stanza 7. By a change of harmonic progression,

emphasized the climax, Erlkdonig hat mir ein Leids



CHAPTER III

CONCLUSIONS DRAWN FROM
THE COMPARISON

An examination of thirty settings of "Der Erlkonig"
confirms that the Schubert and Loewe ballads deserve the
greater recognition they have received. From a consideration
of the musical elements of form, tonality, rhythm, melody,
and harmony it is apparent that none of the lesser known
settings equals these two in dramatic content. |

In their through~composed works, these composers still
retained some degree of sectional repetition, but by using
the through-composed form, they achieved a greater level pf
dramatic effect than was possible with the strophic form.
Nonetheless, a certain amount of reiteration of melodic
material gives these works a greater internal unity.

Schubert!s subtle use of tonalities to convey the in-
creasing fear of the child is unsurpassed, as is Loewe's
identification of character with key.

The two composers! consistent usé of one rapid tempo
throughout the ballad emphasizes more dramatically the
emotions of fear, anxiety, and horror which are inherent in
the poem. The coordination of rhythmic patterns in the vo-

-cal line and accompaniment is a vital part of Loewe's ballad,

N3
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while Schubert!s rhythmic patterns, which convey the events
of the text, are unmatched by any of the other settings.

Schubertt's charming melodies for the lines of the ErlQ
king,.which critics of his time condemned, superbly portiray
the enticing spirit whose seductive promises vell his evil
intentions. Ioewe'!s repeated G major triad is equally ef-
fective in characterizing the sinister apparition. The same
two composers made the most significant use of intervals as
a means of character identification. Together with sectional
repetition, these identifying intervals give unity to the
two well-constructed works.

And finally, Schubert's and Loewe's use of altered
chords at important points in the tragedy is imaglnative, as
well as dramatically effective. -

The acclaim received by the works of Loewe and Schubert
was perhaps greater because the critics knew no other suc-
cessful settings of the ballad. Of the thirty pleces examined,
two of the better compositions were never published, Richard
Noch's "Erlkonig," written in 1831, equals the settings of
Schubert and Ioewe in form, and in certéin aspects of rhythm,
melody, and harmony. It is not known why the work was never
published, but it was not because 1t lacked quality.

Eckert's ballad of 1827 was also never published, though
it ranks as one of the best compositions examined in this
-study. The composer's young age may have deterred publishers

from looking seriously into his works.
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Becker's arrangement of Beethoven's sketch is alse one
of the better Erlkdnig settings examined here. Unfortunately
its comparatively late date of publication, 1897, and mode
of composition set it apart from the works by Schubert and
Loewe, since by this time, their reputation was already well
established. Had Beethoven finished the work in 1805, his
ballad might now rank in importance with the two in question,.

From the distinguishing features of each setting, one
can establish the difference between the true dramatic art
song of Schubert and Loewe, and the folksong style of most
of the other settings. This difference in style is clearly
evident in the manner in which the two composers set the

final line, In seinen Armen das Kind war todt. Both men

used a recitative-like treatment for the tragic ending,
Although a few other composers tried this same technique,
none were as éuccessful in the final outcome., As Holle
states, the true arf—song style is missing in the ballads
by Klein, Schrdoter, Romberg, Berger, Zelter, and Spohr,
which are all still too closely knit to the popular folk-
song movement of the Berlin school.t This statement could
apply to the vast number of Erlkdnig compositions, the
majorityzof which Holle did not examine.

Schubert's and Loewe's ballads, as time has proven,

have become the models of true dramatic art song. The

lHugo Holle, Goethes Lyrik im Weissen Deutscher Tonsetzer
bis zur Gegenvart (Munilch, Wwunderhorn-verlag, 191%), PP. <O, 89.
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relationship they achieved between musical elements and the
expressional aspects of the poem brings the narrative ballad

style to its highest perfection.



APPENDIX I

AN ALPHABETICAL LIST OF THE KNOWN
ERLKONIG SETTINGS

{Those examined are marked with an asterisk. Source location
is in parentheses.) :

1.

2.

*5.

*9_

*10.

Albvert, Max, composed in 1870, but never published,

Anonymous, entitled "Der Erlnkonig." It is a strophic
setting for voice and guitar, probably written in
the first quarter of the nineteenth century, dbut
never published.

Arensky, Anton Stepanovitch, (1861-1906), for soli,
mixed chorus, and orchestra,

Bachmann, Gottlob, (1763-1840), written in 1799 and pub-
lished in 1800 as Qpug 43 by Hofmeister and Kuhnel
in Leipzig. First composer to interpret fthe ballad
ags a dramatic scene.

Beethoven, Ludwig van, (1770-1827), sketch composed.in
1805. Completed by Reinhold Becker (1842-1924),
and published in 1897 by Schuberth of Leipzig.
(New York Public Library)

Berger, Ludwig, (1777-1839), published in 1817 in a
collection, Deutsche Lieder, by B. Schott Sthne
of Mainz. EKas gultar oOr pianc accompaniment,
(British Museum)

Blum, Carl, (1785-1844), published for guitar by A.Cranz
of Hamburg; for voice with pianc accompaniment by
G.M. Meyer of Braunschweig, and in 1887 by G.A.
Lecpcldt of Hamburg.

Brah-Miller, Gustav, (4. l8?8j, written in 1870, but
never published. (Yale Unlversity Library)

Callcott, Sir John Wall, (1?66-1821), unaccompanied
three-part glee. ({Baylor University Library)

.Cowell, Miss A,, dedicated to Madame Malibran De Berilot.

Publiszhed by Willis and Company of London. (Yale
University Library)



*11,

*12.

*13.

14,

15.
16.

17-

*18,

19.

*20,

21.
*22.

23.
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Czerny, Carl, (179l-18573, composed in 1811, but never .
published. (Vienna, Gesecllschaft der Musikfreunde)

Eberweln, Trauergott Maximllian, (1775-1831), composed
in 1826 as a song in his opera, Die Fischerin, but
never published, String gquartet accompaniment.
(Brussels, Conservatoire Royal de Musique)

Eckert, Karl, (1820-1879) composed in 1827 at the age of
seven, but never published, Part of hiz opera, Das
Fischermadchen. (Weimar, Goethe-National-Museum,
nationale Forschungund Gedenkstatten der Klassichen
Deutschen Literature in Weimar) :

Ellmenreich, Albert, for men's chorus and soloists, Com-
posed in 1880, but never published,

Ernst, Heinrich Wilhelm, (1814-1865), for violin only.

Feye, Carl, published by Andre of Offenvach. For men's
choir and sololsts with easy plano accompaniment.

Fritze, Wilhelm, (18&2-1881%, he wrote two versions of
the ballad; one in 1858, the other in 1862, Both
remain unpublished., TFirst was for cello and piano.
Second was an overture to "Der Erlkonig" for the
piano, for four hands, dedicated to his brother,
Theodor, '

Gaul, Alfred Robert, (1837-1913), for SATB choir. Poetry
i1s by Sir Walter Scott. Published in London by
Novello, Ewer, and Company. (Yale University
Libraryj -

Glaser, a march, published in 1824 by Diabelli of
Vienna,

Gronlend, Peter, (1760-1834), appears in the collection
Lieder, Balladen, und Romenzen von Goethe, No. 40,
PubIIished by Breitkopf and Hartel in 1817. (Viemna,
Gesellschaft der Musikfreunde)

Hager, J.

Harder, August, (}77&-18135, published in 1803 as Opus
I: Gesange fur die Guitarre, by Breitkopf and
Hértel, Leipzig. (Library of Congress)

Heinsius, Clara, (4. 1823}, published by Christiani of
Berlin in 1819. Dedicated to her parents.
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24, Held, Dr. v., for mixed choir and tenor sclo. Never
published.,

25, Huttenbrenner, Anselm (1?94—1868), a waltz, published
in 1828 by H.H. Rosenwald. |

*26. Klein, Bernhard, (1793-1832), published in 1896 in
Schriften der Goethe Gesellschaft., (Denton, Texas,
Korth Texas state University Library)

27. Koch, Josef, published in 1865 by Haslinger of Vienna.
For men's chorus. A humorous travesty.
Bass: Wer reitet?
Tenor: Reitet wer?
Bass: Wer reitet so spat?
Tenors: So spat reitet wer?

¥28, Xrich, Helen, written in 1890. For alto or baritone X
with piano accompaniment. (Yale University Library)

29. Lade, A., composed in 1880. For voice and piano.

¥30, Loewe, Carl, (1786-1869), written in 1817 and published
as Opus I, First published by Schlesinger of
Berlin., (Denton, Texas, North Texas State Univer-
sity Library)

31. Iudwig, Otto, (1813-1865), written in 1839
published., Entitled "Der Erlenkdnig,
with plano accompaniment,

but never

b for voice

32. Marx, M., seme title as previous setting. Published
around 1830 by Christian Bauer of Wirzburg.

33. Mathieu, Emile, published in 1872 in Six Ballades de
Goethe, Ko, 3, by Schott Brothers of Brussels,

*34, Mayer, Emilie, 18l2-18835, she wrote two versions; in
1845 and 18703 both are unpublished. (Yale Univer-
sity Library)

35. Mendheim, Simon, published in Dresden by Hilscher. A
well-meaning attempt by a dilettante.

36. Methfessel, Albert, (1785—1869}, composed around 1814,
but never published, Has guitar accompaniment.

37. Methfessel, T.

38. Meyerbeer, Giacomo, (1?91—18645, written in 1860, but
nevey published or performed. Manuscript was lost.
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39. Mietzke, Carl? published as "Erlkonig fir Gesang und
Guitarre” by Grobenschutz and Seiler of Berlin.

*¥10, Miltitz, Karl Borromdus von, (1781-1845), published in
1835 by Meser of Dresdéen., For mezzo soprano with
planc or harp accompaniment. (Yale University
Library)

41, Mounsey, Miss Ann, (1811-1891), published as "The Erl-
King," Opus 12, by Kovello of London, Translated
from Goethe by her husband, W. Bartholomew,

42, Muller, Agoif, (1801—18865, a romantic melodrama written
in 1334,

*43, Noch, Richard, written in 1831, but never published,
(Yale University Library)

*4l, Otto, Franz, published by Friese of Dresden in 1830 as
Opus 14, Dedicated to his brother, Ernst Julius
Otto, who wag cantor and music director at the
Evangelic Haupikirchen in Dresden. .For bass or
baritone. (Yale University Library)

45, Petschke, E,

*146, Petschke, Herman Theobald, (1806~1888), published as
Opus 5 in 1838 by Whistling of Leipzig. Dedicated
to Friulein Charlotte Fink, (Yale University
Library)

47. Pichler-Bbdog, (d. 1876), published in Vienna by GlBgel.
His setting is one of the least successful,

48, Pothast, B.A., publiched as Opus 26. For soloists and
cholr with orchestra or pilano.

49, Randhartinger, Benedict, (1802—1892), friend of Schu=-
bertts in their youth. Setting was never published. -

*¥50. Reichardt, Johann Friedrich, (1752~1814), written in
1793 and dedicated to Queen Louise of Prussia.
(Denton, Texas, North Texas State University
Idbraryj

¥51. Reissiger, Carl Gottlieb, (1798~1859), published in
1832 by H. Helmuth of Halle, Dedicated to Joseph
Wachter, (Yale University Library)



*52.

55.
56.

*57.

*60,

61.

62.
*63,

*6h,

*65.
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Romberg, Andreas Jacob, (1767-1821), contained in Oden
und Lieder fur Clavier. Publighed by Welsch oF
Bonn in 1793 and Simrock of Bonn and Cologne in
1819, Dedicated to Herr D. Schwick of. Minster.
(Vienna, Gesellschaft der Musikfreunde) :

Ryffel, for men's chorus,

Schlottmann, Louis, (1826-1905), contained in Zehn
Goethe'sche Dichtungen, No. 8, Opus 44, TFoTr bass
or alto. Published Dy Challler of Berlin in 1878.
(Yale University Library)

Schneeberger, F., for men's or women's choir and piano.

Schnelder, Friedrich, (1786-18533, composed in 1808 but
never published,

Schneider, Julius, (1805-1885), published in 1828 b
Bruggemann in Halle, (Yale University Library

Schlozer, Karl von, (1780-1859), published in 1820 by
Cranz of Hamburg, '

Schrdter, Corona, (1751-1802), contained in Funf und
Zwanzig Lieder., Writiten in 1782, published In
1700, {Denton, Texas, North Texas 5State University
Library

Schubert, Franz, (1797-1828), written in 1815, Privately
published in 1821, but has been published well over
a dozen times since, (Denton, Texas, North Texas
State University Library)

Schumacher, C.A, von, for choir, soloists and orchestra,
Published in Hamburg by J.A. Bohme,

Silcher, Frederic, (1789-1860}, composed in 1837.

Spohr, Louis, (1784~1858), published in Sechs Gesidnge
fur Bariton, with violln and piano accompaniment,
by Luckhardt in Kassel, 1857. Dedicated to Paul .
Friedrich Emil Leopold., (Yale Univarsity Library)

Tappert, Wilhelm, (183Q~l907j, sketch written, in 1874,
(University of California at Los Angeles)

Tomaschek, Vaclav Jaromir, (1774-1850), published by
Berra of Prague, 1832, (Vienna, Gesellschaft der
Musikfreunde)



66.

67.
68.

69.

70.

*71.

72.
73.
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Volkweise, for four-part men's chorus, Published by
G. Ebner, Stuttgert in 1851,

Weber, Edmond, (d. 1885).

Werner, Heinrich, (1800-1833), for men's choir. Pub-
lishedé by Busse of Braunschweig around 1830.

Weyermann, Moritz, written in 1871, published by Furstner
of Berlin., (Contained in Zwel-Balladen von Goethe,
No. 1.

Weyse, Christoph Ernst Friedrich, (1774-1842), contained
in Acht Gesange, No. 5. Published in Copenhagen
by Tose and Delbanco around 1800.

Zelter, Carl Priedrich, (1758-1832), begun in 1797,
finished in 1807. (Denton, Texas, North Texas
State University Library)

Zollner, H.

Z6llner, Carl Heinrich, (1792-1836), Published by
Schuberth and Niemeyer of Leipzig in 1834,
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TEXTUAL ALTERATIONS OF GOETHE'S POEM

== ————
Goethe Wer reitet so spdt durch Nacht und Wind?
Schra’ter LAl reit!t 14 EL] BN " hi] B3
Eberwein T reitet T o B v " A
Grbbnland kL4 T i 3 v oy Ll [£)
Tapper:t Lk Lk Eil i) Ll LAl Nid Lt
REiChardt kAl L LI 11 Rl ELd a1 m
Ze'l.'ter 1Ll Lk} LA 1) 17 L4 LR n
Ha rder Lt} b " b Ll 1l il 1 LA
ROmbel‘g EL LL] R 14 1 a1 T 1) ar
Schlotjtmann k] it 111 kLI Iy H il ar
Miltitz R i N " 0 o " ", Durch Nacht
und Wind,
Schneiaer 13 i L4 L) hil 1l T L)
Klein Ak a )24 Rt 11 Tl (4] L1}
ECkeﬁ L) 17 1L L 1 — L] i)
TOITI&SChEk. B L2 R1ii L 1l Ll 1 11 n
Pe:tSChRe " b4l kLI kil kil ¥ b 12§
BTHh_Mﬁller Iy Ril T Rl il il ar hi
Loewe it i 17 T LA H 17 L
ME yer ar gl LY L L4 1Ll mn Tl
BeCker " L 17 <l al 1l Ri L
Schubert ” Lk kL LI i) L 1 LU
Noch el i Lk} il r L " AL S
Reissider L1 LL il k4l qr " Fl b3l
S.Dohr - " 14 kil L m b il L£)
Czerny LA 1T TF kL " Bl o BL
Bergel" AL 3T b 18 1L T T El
Ot.ta 114 nl T T3 1 i1 17 "
KriCh L 17 I il i b i H
—_——
Scott 0! Who rides by night through the woodland so wild?
Gaul kil 1 1" Lk} 11 17 T Ri) 1l
COWEll hil L2 [14 b L ki 1 forest i i b¢)
Callcott Who is 1t that rides thro!' the forest so fast

113
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Goethe

Es ist der Vater mit seinem Kind:

schrdter

Tt

L1 17

Loerwein

L4

"

R1)

v kil

Grénland

L

T

L] T

Tappert

LL

0

LA it

Reichnardt

i

Ll L4

Zelter

"

A4

1 Rl

Harder

R

R

v T

Romberg

Ll

Ei

T il

Scenlottmann

11

n

1A TT

Miltitz

i

T

kLS i

Schneider

L} "

Kleiln

3T

4] TF

Hekert

i

Tomaschek

Petschke

Brah-MUller

Loewe

Mayer

v

Becker

bid

Schubert

bt

Noch

Reisgiger

4]

L

Sponr

LL]

T

"

Czerny

R

T

Tl

Berger

"

i

T

114

Otto

L

1

Krich

kil

Rl

Scotit It is the fond

father embracing his

Child;

Gaul i

31 1L}

w

Cowell '

T

W4 T3

a1

Callcott Whilst night

glooms around him, Whilst chill roars

the blast?
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Goethe er hat den Knaben wohl in dem Arm
Schrater Rl 4 1% EL L4 LA mn LLd

Eber"“e in Ril L} 1 R hii RE "7 B L

Gr'o"nla nd te ) AL an il h1l 71 L1 1Al

Ta Dpel"t 1L A 14 17 Bl L4 ) Bl "W

Reichardt m L L kil 11 il " LA k11

Zeltel‘ o 17 R 3y o B 17 b b

}‘_18 rder L L L H L1 L1 " L1 LA

Rom‘berﬂ. 31 " " 14 Bl 1b " k1)
Schlo:t:zmann 1) 17 Tl " 3 T 12 LA

I‘Eilt itz b fass.t kL kLl kL 1] Tl At

schneider T hat " 7 o v T

Klein b4 Lk Lkl 114 AL i i3 L4

Eckert ar 1 L] it 1L 31 13 LI

TomaSChek thd i a1 "t Lb 17 i 17

PetSChke A Lo " L1 19 i sl Bid )
Brah_Mﬁller " 11 17 1% 17 T L4 .

Loewe kil AL L0 " A b 17 1T Bi

I(da-y-er L 1 11 a7 (44 K1 L1 it

Be.c:ker 144 " n LR LA L L 114 k4l

SChUbert 1 4] 1| N1t Tt 1} 4 B 1

NOCh Nl 1L i s 1) A - 11

Re_issiﬂ.er 10 3 L1 i ol 1F 114 31 Bij

§thr = b 11 hélt LA " ar LL i Tl

Czerny T hat " 4 " T Arm

Berger LA ik Lk3 1 7 L dem LA

O.tlc O T 12} i 1¢ 13 " 111 LES

Krich Toohalt v T n " AL

— — e ———tate.

Scott And close the boy nestles within his loved arm,
Gaul 17 ur L4 ki " 13 i1 kb
Co.tqell LU 17 L1 31 LLH 1 i3 17
— =
Callcott The Father who holds his young Son in his arm,
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|

Goethe er fasst ihn sicher, er h&lt ihn warm.
Schrﬁter T Rid 1y 1$ RS o b Li
E'b erwe_in 1t LA4 1t Ril R L 1 hid 144
Grﬁnland L} Rii Ty 17 7 L L il
Tappert il 7 A i) 1k i n n 143
ReiCha.rdt " 144 Lk 1L ALl i ) 143
Zel.ter Lh§ kil W T AL 114 i) L4
Ha rder L R id A L0} AL LA Rl Rl
Romberg 13 i Lk 7 L il Rkl i3
Sch'lo_.&:tmann it T i o T L4 ki) AL
I\'Ii lt i.tz L Al b1 L k1 ka4 Ril hil
Scmeiaer L0 ] kil B bid 17 1t
Kle in 1t} LU L AL " i Ft Rl
Ecker_-b LA} L4} Ll hi EAl Rt LL It
Toma S CKBK 14} RLJ 11 kil bi kil Tt n
PeTschke v 7 " i v v B T, er Tasst ihn
gicher, er halt 1hn warm.
Brah-Muller O ™ ” " T halt ihn warm.
Loewe v v M v " v o 7, ey Tag&st 1lhn
gicher, er hilt ihn warnm.
Mayer T m " n T hEIT ihn warm,
Becker il L) b 19 17 LAl ki Ll
Schubert it 17 Lid Rk LU Tl 1t kLl
Noch b1 " L4} " RH ik Rl it
REiSSiger L4 kLS 17 i T 7 m L4}
SDOhr = e ha‘ l-t 7 1 Rk ML} ] LA
C*ZGI"HZY 1t} fas S-‘C LR i3 a a AL Ly
Berger At) 7 Rt m‘uﬁhhig: 7 LA4 Tl Fr
O‘t.‘to Lt L1 T S_iCheT, kb ar L4} 17
Kr ich LR hél.t 1§} 1 R L kil 7
————— —_— —— e ———
Scott From the blast of the tempest to keep himself warm.
Gaul ) L4 LU Lt} LE4 B L Ty 17 14 R , and
close the boy nestles within his loved arm, from the
blast of the tempest {o keep himself warm.
Cowell ZFrom tTh of The

11

e bl%st

11

1t

tempest To
[ 1t

Keep himsell warm,
1t # 1t

e e e g

Callcott And close in

his mantle has wrapt him up warm.
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Goethe Mein Sohn, was birgst du s0 bang dein Gesicht?
Schrej.ter i Ly A T T il T KA BLEN
T_r.. '.‘C‘I“'.r\.""—"]‘_l'ﬁ il Tl Wi T Tt LAl 1% Ay B
Erﬁpland 1 11 111 Lt b Rt 1) R LU
Tappert®
Pnlicha rd:& R T 14} 1) T (44 L A Led
- Zel.ter L4 1) Lk} ar Rk it 17 AL (14
E_;a rder Ri) A R4 Lk Tl L T 17 ki)
I‘i_Om‘beI‘ﬁ' 11 " i T Rl i 3 i kdd
:Q}c‘qlot%manr 31 L4l 1T 11 1) T LAi + L1
I'iiltitz Y 14 " 1 114 Y T L1 ﬂ', S0
bang dein Gesicht?
schneider " M v ” T hbang dein Gesicht?
Kle:! n LA b hbi L 141 kLS LR Tt Ri
Eﬂkert 11 17 Al L3 1L 144 14 R 14}
Tomaschek N T, meln Sohn, was birgst du €0 bang deln
: Gesicht?
Petschke " S " 7 ” T hang deln
Gesicht?
Bran-tutler " v was birgst du so bang dein Gesicht?
LOEE\TS v R Rl o 17 W 114 ELd T
I-ﬂaver 114 T A L 1Y 13} 13} . R
:Egeé"lcer il T Th w Lid Tt ik " LES
Schu‘bert T H 3 Lf LA A Rii L -
I\‘TO;“h 1 r ir 141 L 1Ad 144 11 L o
R91SSiger 1| n 1 E1) E1 LK T 11 17
S.Dohr T 114 bl T REJ T E"Cheu LLJ "
CZerny R4 ] B il it Ak bang 3 Fl
Bercer 1 ati -yt t4] T AL Tr—= Tt g
Ottg e 1t i Tl T T Lk L4 Lkd
KriCh T BN 1 T Tl Tl 1 1 R
e e b e %
Scott 0 father! see yonder, see yonder! he says.
Gaul R R LA ar L4 1y Ll kL
COTu‘.fe_Il 17 18} T 11 m iLd 1} it
Callcott Why trembles my darling, why shrinks he with fear.

*Tappert only writes out the Iirst stanza.
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. —— e ——
Goethe Siehst, Vater, du den Erlkonig nicht?
Sohrﬁter L 1 AL L il mil
E.EC I‘WG i-n mil T v il R R
GI'Unlal’ld-. 1t b3 114 4 1 1L
Re_icﬁardt i BiN kL L} LA 12
Z e lt BT T 1T Bl Y 1T L
Ha rde r LLEE 18 H T L al
Rombero. 114 Tl kL) v 11 L&)
S Cﬁlo.t.‘[::ma nn Rl 1) Bt i T 14
I\,Iil.t itz L LI 1 B R " LL
Schne_ider L L) il TF ar 17
};’lein LiJ 14 hLJ LA LR mn
FCkeI‘?KS_ 11 1 LH AL Y L)
TOTﬂ&SChEk ar L T 17 A3 L
Petschke n " v n o v, den Erlkonig
nicht?
Brah-Miller N " M - " i
LO eWG L1 L] L4 Bt 2 B "
I'-*Ia*\fer 1T 214 Lig L£] 17 ™
Becker L L4 L4 H i LR}
SChUber:t bt il 11 o nLg L
Noch ] LL m LA Tl 1L 1t
Reissiger L1 L1 i) o Ril T
Sp Ohr = Rl ar 1l 1 n LA
Czerny 1 . Tl 1l L) L "
“Be ro.er L) Rl T Ril Ll o
OZE%S il L g 31 m k41 Fl
Krich 1t Lkl kA R4l T A
—— Nttt

Scott My boy, upon what dost thou fearfully gaze?
GaU.l L L R L L LLJ A1d ar L LL)
COW el‘.l LLd R L1 Ly 114 i1 "0 n

— e — s

Callcott My Father my Father the Erl-King

e
171

near,
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Goethe den Erlenkonig mit Kron' und Schweif?
Schra.ter 11 LA X7 b1 144 il
Eb er,w.e in LL] et H o 111 ]
Grﬁnland_ bR A " ir L tLl
Reichardt v n T v o i
Zelter Lid ki 7 1t Tt il
Il 1l 144 17 114 il
gi;%zgg 1] 40 - ) g TT i T
schlottmann o H ! " K v
Miltitz n Erlkénig n n v 7, mit Kron' und
Schweif?
ochneider T ErienkOnig " B N v
I{lein T o Lk H LA ¢ i
ﬁ,ﬂCkeI'_t Lt Al LR bk 17 Ll
Tomaschek v nrlRonig ! v " o
Pefschke " kErlenkdnig 7 n I ", den Erlenk®nlg
mit Xrcn' und Schweilf
Brah-Muller T R T m T Schwell 7
Loewe 1] bk i . i34 - 11
I"’{ayer T Rl 11 o0 L L8]
Becker o T " T T i
Schubert * T i T 7 “
Noch T Lrlktnig m " & ”
Reissiger B N " A " "
Spohr S Brlenkdnig 7 i " "
Czerny 114 LA L L 141 LA 144
Berger " o v 7 m m
Ot-to LA LR 7 LAl T LA}
Krich " T i i i Lk

Scott 0, 'tis the Erl-King with his staff and his shroud!

Gaul Oh, 7, tis the Erlkinc, with his crown and his shroudrl -

Cowell It 1¢ the Erlking with hig starf a2nd hig ehroud.

Callcott The Erl-King with his Crown, and his beard long ang
white,
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Goethe Mein Sohn, es ist ein Nebelstreif.
Schrbfer " M i " i K
Eberweln ) i i N - K
Grénland N i i " N "
Reichardt B i v " B o
Zelter " i " i i "
Ha rder 1 1A S il WLl Tt
Romberg LL 1T LAl ¥l 11 Tt
Schlottmann " i B i i "
MIltitz " o T "
Schneider i " K N i N
v .4 1 L | b T RS
) gg’}? é?t I H L] Al \l Ll
Tomaschek i v T " N
Petschke v ", mein Sohn, es 1st ein Nebelstreil, mein
Sohn, mein Sohn, es ist ein Nebelstreif.
Brah-Mulier “ i ez 1t ein Nebelstreif.
Loewe B K das " v ", das ist ein Nebel-
streif!
Mayer L 1T es 144 Tl I
Becker v ", mein Sohn, es It ein Nevel<ireif, mein
Sohn, es ist ein Nebelstreif,.
schubert K i eg 18t ein Nebelstreill.
Noch " m M ) " ", ein Nebelstreilf
¥

" 7 NebelsTrelf,

Relssiger v "

i Spohr hil b k 14 i it n
Czerny T m L] Ti v LLS
Berger T i RiJ ar it B
Ot tS T i Bil Y 1t AL}
Krich 1A LA T v L} Ly

Scott No, my love! it is but a dark wreath of the cloud.

Gaul i LAl SOn, LAl 1l T L4l it T il Ll Wl

Cowell " H Tove T 1 L 1 T T 1 e T

Callcott My Child you're deceiv'd by the vapours of night.

i
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—

Goethe

"Du liebes Kind, komm geh' mit mir!

Schroter*

Eoerweln

Gronland

Reichardt

Zelter

Harder

Romberg

Schlottmann

Miititz

Schneider

Klein

Eckert

Tomaschek

Petschke

Brah-Mdller

Loewe

Mayer

Becker

Schubert

Noch

Relssgiger

Spohr

Czerny

LS

17

1

LL

Berger

omm lieblicher Knabe

gehe

mit mir!

GCtto

Du llebe& Kind, komm

mit mir!

Krich

T

B

—

Scott "O! wilt thou

go with me, thou lovliest child?

Gaul i

Tr

Cowell v

KL

Callcott If thou wilt dear Baby with me go away,

*Schroter wrote out only the first Two stanzas.
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Goethe gar schtne Spiele spiel' ich mit dir;
Ebemre in w i 7 m L 1Y Al
Gronland " n " T Ak T T
Re:LChard:E H " L il a1 Y T
Zelter n Ly A T Tt T T
Harder v " A T 17 T T
Romberg a I L T T v T
Schlottmann " m v T T m m
) .‘M’\iltitz Viel R A& il LLl hil ™
Schneider gar " m T ™ " m
Klein " m T L T T v
Eckert v I n ] T 1A 141 1324
TomaSChek R o AR 1T Tt t =T
Petschke " o i n v T A\
Brah-Mutler " R " o T T Tt
Loewe H A n 4 4 1A TY
Mayer A Bk M g ) T f
BeCker H o . AL T I 1Al
Schuber% A M o Al R T T
Noch " v n T Tt Tt T
Relssiger v m T ™ ™ " T
SpOhI‘ B o L b LA 1At T
Czerny b T L - f T v
berger manecn T T m *t ™
0tto gar A T T Tt Tt Tt
Krich " " T T m m ™

Scott By many gay sportg shall thy hours be beguiled;

Gaul 17 A Rl LM T 17 time re LA

Cowell " 7 B N B tnine hours be begulil’d

Callcott 1I'11 give thee fine garments, we'll play a fine play;
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Goethe

manch bunte Blumen sind

an dem Strand,

Eberwein

AL

T

Groniand

kil

Reichardt

v

zelter

ki

Harder

stehn

Romberg

gind

Schlottmamn

Miltitz

Schneider

Klein

Eckert

Tomaschek

Petschke

Brah-Muller

Loewe

Mayer

Becker

Schubert

Noch

Relssiger

sponr

vied

am "

Czerny

manch

an dem Y

Berger

viedt

T der Wand

Otto

manch

7 dem otrand,

Krich

|44 LA 4

Scott My mother keeps for thee full many a fair toy,

Gaul 4

L

Cowell

LA

Callcott TFine flowers are growing white scarlet and blue,
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Goethe

meine Mutter hat manch gllden Gewand."

24

Eberwein

71 7 1kJ R1d " LA3

Gronland

™ L 14 17 Rl ki

Reicharat

LES Lk LX) 14 T LA

Zelter

AL ™ kil Al Tr

Harder

1 144 b4 By LAl T

Rombers

17 TF L1 14l 4 L

Schisttmann

kL T 13 Rl

MIiltitz

Schneider

Klein

Eckert

Tomascher

Petschke

LAS LA 1%

manches " o

b4

mancn bunte

Blumen sind an dem Strand, meine Mutter hat
manches gulden Gewand; du liebes Kind, komm, geh

mit mir, du liebes Kind, komm

geh mit mir!

Brah-pMiiller

meine Mutter hat manch gllden
14 T Lk Bl 17

Gewand.

Loewe

1LJ

Mayer

LA T LAl HAl LY Tl

Becker

R L L4 L4l LA iF

Schubert

1t} LA H " L)

Noch

At} R

Reissiger

i 1] L htl il T

SPOAY

clildnes K

Czerny

Bergcer

gulden

Otto

kil Rid T LA LR 11

Krich

ki LS Li

Scott And

fine flower shall she pluck

for

my boy."

Gaul i

LES L 15 h2s TF T a7

L

Cowell o

L4
1" 1t i 1

T LA

114 it 1t

11

gl LA LAi

n n "

, and

Callicott On the banks of yon river, and all are for you.
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Goethe Mein Vater, mein Vater, und hdrest du nicht,
Ebemein " T At o AL 3 al hil
Granlsnd o 11 U k4] T 14 1 LAl
Reichardt T 11 Al 114 LA 11 37 B4
Zelter Ll AL 14 Ak 1A} LL] b 14}
Ha rder m R4 LAl LA LA} Lk HE "
RﬁmDeI‘ﬂ' k14 11 14 141 1A T mn A
Schlottmann kL) LAl LY o vt Tl T 144
Miititz " " v " T horst U T, und
1 1 It
Schnelager i i " i T "hbrest™" "
Klein LR3 1l Al Th T i1 LA b4
Eckert n L4 T Fr il LA L4l kil
Il\omaschek i1 T LA Lk 134 ar 141 1F
PetSChke LE ] LA At b4 b i r ALl
Brah_Muller v =L L1 11 i1 T T ]
LoeWe it AR b4 14 Tt AR it 1L
Nayer AL Ty 14 ALl T T L Lk
Becker TY L K T 4] T LA 114 B4
"S_Chubert " ™ T N T T T 144
I\'ch LA R n¢l L4 Lo T1 11 n
Reissiger " o " R T hBret T "
SDOnr s T L} H 1 18l m T
CLZGI'I']}’ " n 17 R L i htjres:t Tt Ll
Berger " n ” v Tnbrst " R
Otto Bkl LA 77T 37 L h@reﬁ LA 1A
Krich Bkl Lt “Hl R all i A T
Scott 0 father! my father! and did you not hear
Gaul 114 1k A 14 T 11
COWBII A4 Rl £ 14 Ty T

Callcott My Father my Father and dost thou not hear.
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Goethe

was Erlenk®nig mir leise verspricht?

Eberwein hid

Groniand ™

Reichardt R

zelter "

Harder M

Romberg B

schlottmann B

Miititz B

Schnelder

Klein A

mekert "

Tomaschek v

Petschke v

Bran-Mullsr i

Loewe T

Mayer "

Becker

Schupert T

Hoch o

Reissiger

LA nil 1T

Spohr B

heimlich )

Czerny B

leice

Bergcer i

Otto "

1 L hid

Krich i

Tr T LK

—— ——

Scott The Erl-King

o close in my ear?

Gaul 114 nel 1

il low Ll T LA

Cowell n " "

clogely 1In my ear?

Callcott What words

the Erl-King whispers soft in my ear.
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Goethe

Sei ruhig, bleibe ruhig, mein Kind,

187 _

pberweln

LLS

T T

Gronland

Relichardt

zelter

Harder

Romberg

Schiottmann

Miititz

,_runlg mein Kingd,

Schneider

Klein

hckert

TomaScnek

Petschke

, meln Kindj

Brah-Miller

Toewe

Mayer

Becker

Schubert

Noch

Reissiger

Spohr

kLl L

Czerny

bleilben "

Berger

blelbe "

Qtto

Krich

blelb? "

|

Scott

Be still,

loved darling

<2

my

be at easel

Gaul

" LAl TF

Cowell 7

L) hi

L4 ¥ m

b — —

Callcott Oh hush thee my Child, set thy bosom at ease,

i
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—— s T~ 3
Goethe in dirren Blattern ssduselt der Wind.
Eberwein " 1) L LAS B 1 L
Grbnland ] A T 1T T Lif
Reichardt N " 4 " " v
Zelter 3 Y Lk Lkl 144 il
Harder il A 1L " il Lk
Rom‘berg Ly L4 ] A AL Lid m
oschlottmann " " v o i "
Miltitz €l 1 A bR L4 11
§9hneider 1 i LA L4 A L
Klein n 1 Lk LAl 1t Ll
Eckert L SRLY B A " LAl L4
Tomaschek i " B b " v
Petschke " " v "_ " T, Sel ruhig,
bleibe ruhig, bleibe ruhig, bleibe ruhig, mein
Kind,
Brah-Mlilier 1In dlrren BlZtiern siuselt der wWind.
Loewe i " v v i T, 1n durren
Blittern sHduselt der Wind.
Mayer v " B sfuselt der Wind.
Becker A LS H T 1 i Rid
Schubert R L 1 k1l 1T W Rii
Noch A " " " b 7, g&uselt der
Wind.
Reissiger L] H Tl h L4 11 L
gEOhr 13 n LA LA At 1
Czerny v i b n m ", 1n durren
Blattern sduselt sHuselt der Wind
Berger -7 Dornen Blatlern sBuselt der Wind.
0tto T dlirren B " " i
K_I.TCh 11 T 18 " L Tt

Scott It was but the wild blast as it hurled through the trees.

Gaul Twas o o i v n " Rowirla ' Y$ T
COWEll It W&S N v " " howling Rl 1k} 1|

—— -

Callcott Thou heartst but the willows when murmurs the breeze.
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Goethe "Willst, feiner Knabe, du mit mir gehn?
E‘bex'we:i.n Y LA L T LAl LA \y
Gronland T T y T m m .
Re:LChard:t S n i T T R} Tt
ZEIter - " L LA RU Tt At T
Harder n hid it i L T 7T
Romberg ™ T n T T 1 “
schlottmann o T E ™ i T "
Miltitz 7 ki T i T v Yr
SChneider ) i A H Al T \ 7
Klein v Lk T T 131 T Y e
ECkert Tl v Ll ALl L Tt Ly
Tomaschek m o ik T u Yt L
Petscnke i T T 1T 031 T Tt
Brah-mMuller N i i 3 T 1 ol
LOewe h " ) 1 M Ly 1 111
Mayer 1T TT 1 Tt T v YT
BECker o L 114 W R T LA
SChUber'E . " L T T T 14 T
Noch " T T TY n T T
Re_j_SSi,@:er Ay LA w T T 1 Tt
SpOhI‘ ~ i ™ 2 —T 14 “T T
CZEI'IT.Y " B H ” T T 17
Bercer m—J{eblicher T~ T
O_tto Tt fe_iner 121 LA T y L
Krich & o Knabt T ¥ Tt T
Scott "0! Wilt thou go with me, thou lovliest boy!

GaUl L1 T T T T 24 Ll

Co.w.el'l LA " L o (2 11 18]

— ———————_

Callcott If thou wilt dear Baby with me go away,




APPENDIX II-~-Continued

Goethe

meine T8chter sollen dich warten schdnjg

130 -

Eberwelin

i

Iy

RR

Ts

Gronland

LAl

0

H

LM

L

Reichardt

L]

m

A

zZelter

AL

Harder

44

Romberg

LAl

L

Schlottmann

Miltitz

Lehnelder

Klein

Eckert

Tomaschek

Petschke

Brah-Muiler

Loewe

Mayer

Becker

Schubert

Noch

Relgsiger

sSoonr

Czerny

Berger

recht schong

otto

Krich

schonsg
L

Scott

My daughter shall tend

thee with

care and with joy;

Gaul v

LAd

Cowelil "

LA

Callcott My Daughter shall nurse thee go fair and so gay;
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T e e

Goethe meine Tochter flthren den n¥chtlichen Reih'n -
E‘berwein il LA L) 1t L "
Grﬁnland 1w R LLI i k2! A
Reichardt v w " " " v
Zelter LA TF " AL Tl Ril
Harder by Bl ] L R ! RIS
Rombe rg b4 o L m RR I
Sahlo.t tmann R k4l LR FF L T
Miititz " " v " A "
Schneider " v i i o v o
Klein 11l Ll \3) T LAl 17
Ecker_.b 1 i 111 L T LA
Toma SCBeR it L4 LAl M “F1 mn
Petschke A T T " T " -
Brah-Mdller " " i " " T
Loewe Rl 1l B 13l 1 R4
Mayer 1) 11 " L i 1 4]
Becker Tr i LiJ LA LAl 1A
Schubert v " A v - v
Noch Rl 18 Rl 7 LS LA
Relissiger n v N i " o
Spohr LA " 1Ls 12 T b
Czerny 1 b M L] LA A
Berger . L] oy LA R i e i AN
Otto LAl LA T LI k44 Azl
Krich a2l b4 LA L L1 LS
—
Scott She shall bear thee so lightly through wet and through
' wild,
Gaul 1L Lk 1l LAl LA ki 4 LA TF 1 through
wild,
Cowell al 14} 1 14 b i 3 T Rl %hrough v
wild,
— s -~

Callcott My Daughter in purple and gold who is drest,
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i

Goethe

und

wiegen und tanzen und singen dich ein."”

Eberwein

LA Bkl

-IT

Rl

L

Gronland

LA i1l

1Al

b

Reichardt

N il

H

1w

Zelter

Lk 11

mw

Lhd

LA

Harder

singen "

At}

gspielen

L

Romberg

L

singen

n

Schlottmann

kL LA

ML1itlt2

Schnelder

Kieln

il

Bckert

hil

Tomaschek

hil

Petschke

mn

Téchter flihren den
und tanzen und singen dich ein!
Knabe du mit mir gehn, willst feiner Knabe, du
mit mir gehn!-

124

ndchtlichen Reih'n un
Willst, feiner

T

L}

I

, meine
d wiegen

Bran-Milier

und wiegen
LAl LS

und tanzen u

nd singen

dich ein,

Loewe

1A L1

A

17

A

Mayer

L4l

L

H

Becker

Ly

il

sSchubert

H

sie

Noch

Relssilger

Sponr

ki

i LAS

Czerny

Tochter

fihren den

n

, melne

ndchtlichen Reih'n und wiegen,
tanzen und singen dich ein, and singen und singen

dich ein.

Berger

und wiegen und singen und g£ingen dich ein.

Ootto

11
t

LS

!

Kb

tanzen "
1

1t

L}

n

-
"

7

2
"

Krich

LA

Lt

LAl 114

1A

12]

Ty

Scott

And hug thee, and kiss thee, and sing to

my child,"

Gaul i

press

13

BRI

1 Rl

Cowell "

hug

Ty

41

Callcott Shall love thee and kiliss thee and sing

thee to rest.

i
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e PP A———_——— Y

Mein Vater, mein Vater, und siehst

du nicht dort

Eberweln

T

T

Lk

Grénland

Rl

LR}

L

Relchardt

h44

L

Zelter

Al

ht

Harder

Ll

L

Romberg

3t

Lt

Schlottmann

R

Miltitz

Sehneider

Klein

Eckert

hRS

Tomaschek

hLS

Petachke

nicht

Vater, und siehst du

dort mein Vater

Bran-Muiler

und

Loewe

T

gienst

T+

du nicht dort

Mayer

a1l

R #

Becker

Wy

Schubert

nal

htl

Noch

3T

Reissiger

ha

opohr

. bt

Czerny

T

Berger

L

Otto

Krich

L

—

Scott

Ga ul L

LR

Cowell °

kL

I

Callcott

My Father my

Father and dost thou not see
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|

————

Goethe

———

Erlk®6nigs Tdchter

am dustern Ort?

Fberwein

TF 12

Gronland

1F ik

Reichardt

1)

Zelter

1L 14!

Harder

Romberg

Schiottmann

Miltitz

Schnelder

GUsEteren

Klein

T dustern

kckert

T LAl

Tomaschek

LA T

Petschke

L Ly

T, mein vater, mein

Vater, und siehst du nicht dort Erlkénigs Tdchter

am dustern Ort?

Brah-Mlller

Brlk8nigs Tochter

am dusteren
T4 e

Ort?

Loewe

Mayer i I B dustern "

Becker AL T 14 R AL

Schubert v " " v "

Noch M i " “ T, am dustern Ort?

Reissiger M B " B v

Spohr i i T dusteren

Czerny n m T dustern o, Brlkonigs rTochter

am dustern Qrt?

Berger Rl Tt T i 14

Otto v i T dusteren

Kr_ich LA 11 1 1T kLl

. —

Scott The Erl-King's pale daughter glide past through the
rain?

Gau'l 11 14 14 A1l 17 i1 I L the
rain?

Cowell .ll 14 B b ] L) LAl ALl 14} L the
rain?

Callcott The Erl-King and his Daughter are

waiting for me.
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Goethe

Mein Sohn Mein Schn, ich seh!

es genau,

Eberweln

4] hL r iL)

Groniandg

i 134 ikl T

Tt

Reichardst

L4 14 Lhs L4

H

Zelter

17 1% 1) 1)

Harder

s A& Te Tl

Romberg

T T 17 L1

Scnlottmann

Miltitz

, xcn seh' es
genaus

schneider

Klelin

Eckert

TomasSchek

Petechnke |

ich sen' es genauj

Bran-Muller

genau,
ar

Loewe

Mayver

kLl Al

Becker

13} L

Schubert

LA T LAl Bt

A R

Noch

0L Ll LAl 1Al

mein

it

Sohn,

L3

7, mein sonn,
ich geh' es genauj

Relssiger

haJ 1 14l

€S genau,

Spohr

ar kL) A

ich sehl
LA LA

1% Lk}

Czerny

Kind " Kind, ~

kL I

, ich sehl es

Berger

oohn 7 sommn,

kL i

genaus

Otto

Krich

Scott

I knew it

full soon,

Gaui Co

14 n LA

Cowell W "

LR LLS 3

Callcott Oh shame thee my Infant 'tis fear makes

thee blind,
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Goethe

Eg gcheinen die alten Weiden

80 grau.

noerwein

11 12

Grinlzsnd

(L] 17

A1}

Reichardt

zelter

Harder

Rombers

aehlottmann

Miltitz

Schnelcer

Klein

LEckert

Tomacschek

L

Petschke

it
Q
, @S

Scheinen die

alte

n

Welden €0 grau.

Brah-MUllier

die alten Welden =

O

crau.

Loewe

T mil
H 1t

18]

"

L3

1

T
1t

Ay

2

Maver

L T

17

a0

-

Becker

A4 ™

Te

nil

Schubert

L phs

Yy

Noch

Lk 1T

Relssiger

Spohr

Czerny

3

die

alten

Weiden so grau.

Berger

SO grau,

Qtto

14

\LJ

Kricn

144

Scott

the

e rere——
b e .

gray willow that danced on the moon.

Gaul o

Ikl

to

LAl

\if

Cowell ©

but

the grey willow, dancing to "

N

e
— —

Callcott Thou

see'st the dark willows which wave in the wind;

r
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== =
Goethe "Tch liebe dich,mich reizt deine schone Gestalt,
Eberwein 13 1 14 H it LLl r bl
Grﬁnland ] T ar L I 1 LLS T
Re'ichardt 1L lie‘b] Ril kil Rt b L4 R
zelter T 1iebe T i i K " 7
Harder T 1ieb!t 7 i i deln' N v
Romberg T T 11 Rl Hi deine LA Lo
Schlottmann " 1iebe 7 " i " i "
Mil.ﬁ itz | 44 Lt n T Tl L4 L LA
Schneider R4 LR4 Rl mn ar L4 1¢) il
Klein LA liebf 7 LR il L il L3
Eckert T Jiebe 7 " i i v "
TomaSChEk 143 il Al Tl FF L3 H 1l
Petschke " o b " " i m "y 1ch
liebe dich, ich liebe dich,
Branh-Muller i i " " reizt deine schtne Gestalt,
Loewe T 1lept 7 i " n B i
Masrer H RA Ril 14 ¥F Lt LAl H
Becker 7 liebe T o i v i i
Schubert " o B i " i "’ v
Noch " K ", 1ch liebe dich, mich reizi delne
schone Gestalt,
Reissiger ) i i mich relzT deine schfne (Gestalt,
spohr " i i n " i " i o
czerny " i o B b v B N
Berger T 11eb?T 7T i i die i "
Otto 7 1lilebe T " " deine i i
Krich T Ilept 7 " T B i i
Scott "Come with me, come with me, no longer delay!
Gaul "Onh, come thou witin me, no Jlonger delays
Cowell "Come with me, come with me, no longer delay,
Callcott "I love thee, I doat on thy features so fine,
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Goethe uné bist du nicht willig so brauch! ich Gewalt."
Eberwefln 144 4 144 ELd T 1 | RS 11 11}
Grﬁnla;}d ki 4 hut L o o Y REl T
Reichardt LA} il 14] it r T T b4 LA
Zeiter 0 Tr Eie 1 niy TY T e Bii TY
HardeI‘ k) 11 L34 NAY il i 1 Al L
ROITI]’)ETU 1] 15 TF 1t Th el TF L1} "
?Cnlot:t‘mann LIS il AL R A4 Kl T " 11
I‘.iil't.; tZ Lt 14 Tt R LS ar e 1 n i
Schneider LAl 14 i AL Tt 1y 1l LR4 LA
K‘lein 11} 1 N LAl 11 L m h LY il
Eckert 1 TF . A i A T 14 L b3
Tomaschek m Tt 11 ™ T L1 aal 1 A3
Pelschke M b B T T, und blst du nicht willig,

so brauch' ich Gewalt, und bist du nicht willig,
" " ", g0 brauch' ich Gewalt,
Gewalt,"
Bran-muiler und bist du nicnt Willig qo brauch’ Tch Gewalt.™
Loewe " AL ™ ™ 1 o1

I\-’layer LAl Al TE bh ni o L} T T
Becker T ! " i " i " v "’
Schuvert o T i i i v i K
Noch " " " i " B i i B
RE1SS1Ler T ™ " S v ' ) - "
sSponr R L i i v i o v
Czerny Tt Rl R azl 14 B LI 1t H, so
brauch ich Gewalt."”
Berger T " B " " v i "
Otto LAY il T Ral 14 T Al s b
Krich 144 Y T Ral R LA mil 1k} i

Scott Or else, silly child, I will drag thee away."

Gaul T il L Tl Ll LAt 1 LA 17
Cowell 7 v b v L " o ", or else silly
child I shall drag thee away, or else silly child I
shall drag thee away."

—

Callcott I must and will have thee, and force makes thee mine,"
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Goethe Mein Vater, mein Vater, jetzt fasst er mich an!
Eberweln B " T T m T 1 T T
GI‘BI‘llan_d 7 " v L L LAl Ty T T
Reichardt w A o 13 T i 11 T )
Zelter n T AL N " T Y T T
Harder m " i T T T r T T
Romberg m 4 m ™ 1 1Y ™ ™ "
Schlottmann " " ™ T L a T v YT
Milti_tz H i o R L4 1 T 3] Y
Schneider i v I v el v v w7 Bt
Klelin o H s T T T v T T
Eckerf " LS Tr kY a7 o AL L1 Ll
Tomascnek A o ik R ™ ™Y T 3 v
Petschke i 0 ‘ M Mein Vater, Jetast 1a8St er

mich an! Jetzt fasst er, jetzt fasst er mich an|
Brah-Miller Mein Vater, mein Vatler, jetzt TasSst er mich an.
Loewe LR T " LU T Lid Bk ™ Ll

Mayer RA L 11l Lk BLE " il LA L]
BeCker RL 1 TY 4] T TF Al Y TY
Scnupert R tL L4 4] hil T T 144
NOCh 1 T T 114 1 T TY T (e
Reissiger n " n " A ™ “ ™ n
SpOhr . 1T T Y T TT T Y T Tt
Czerny " n N v ” v i ' A
Berger ! Tt Al L A L1 " ] g4l
Otto & U 1] T ki LA R, 1 r A
KriCh 14 Li] I LS Al LAl LA 11 . Y

Scott 0 father! O father! now, now, keep your hold!

Gaul + L1 v L TF i 1 Tt - iy
cowell R LL) " 11 L A 4] T LAl

Callcott My Father my Father oh hold me now fast,
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Goethe

Erlkdnig hat mir ein Leid's gethant!

Fberwein "

R4

Grontiand R

Ry

Reichardt A

13

Zelter Y

Harcder o

Rombers

Schiottmann "

M1ltitz "

ein LeldTs gethan!

Schnelder o

gethan!

Klein "

il

Bckery Y

T

Tomacschek n

Lt

Petschke A

hat mir ein

Leid's gzethan,

T, ErikSnig hat mir

ein Leid's gethan!

Brah-Mlller Erlikonig hat mir ein Leid's gethan!

Loewe "
111

114

H]

kL

t

b

1t

Mayer 7

1)

it

il

. Recker

il

1T

i

Schubert v

kLY

T

Noch T

L4

b4

LAS

Relssiger i

R

T

oponr

144

Czerny "

T

n

Berger "

Leldes o

OTLO i

"
8

Krich R

- Leia?
\H

17

B

Scott The Erl-King has

Sseized me--his grasp is so cold.

Gau'l i L 14

Tt

T

ki 141 1l Ll

Cowell " i "

.1

LR

" ar LA4 "

———te-

Calicott He pulls

me,

he hurts me hetll have me at last.
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Goethe Dem Vater zrauset's, er reitet geschwind.
therweln - ot R " b v
Grénland o " B o " v
Reichardt m v " n T n
zelter v v i K " i
Harder A R Al it 1T il
ROmberf i T L 10 \H 5T
- Schlcttmann n Y " ” i o
4 AR R L Kt 1~ 1]

Miltitz " - " .i
Schnelder " i T " b ”
Kiein " v B K " i
Ickert n " " i i "
Tomaschnexr o i N T v o
Petschke B " T o A o
Brah-MIller v M v N ; v
LOQWE T, LM ELE LR 1Al L4
Mayer il 1A LA Al Bl m
Becker v i i i i i
Schubert Ik o r b i K
Noch B B graut’s B i N
Relssiger B " grauset’s 7 i M
SpOhI‘ I 17 L LI Tr T
Czerny " R - i i i
Berger o . o LI il 1] It
Otto | LA L ol it il
KriCh Rl (14 L T Rl i

Scott Sore trembled the father; he spurred through the wild.

Gaul o iV T L4 T T H 17 n
Cowell L3 T T b 1% 114 T RA L

Callcott The Father he trembled, he doubled his speed.
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L

— —— s
Goethe Er hdlt in Armen das dchzende Kind,
E’bemein 1) T L] LS T _'II il e
Gronland i K B B v " T o
Reichardt L1 F L TF LA} Lt Lk$
'Z'el.t er LAY " il Ry R Tl LL ilninanl
Harder LA Ll T L LAl Tl L
Romberg LI Ll 11 T bAl LIS L
Schlottmann i " den Armen das dcnzende Kind,
Miltitz B M T Armen das 8chzende Kind,
Schneider T " den Armen das achzende Kingd, o
Klein und 1Al R i LA LAd L 14 LAl
Eckerit er |4 it T L L1 LA LAl e
Tomaschek " i T Armen das acnzende Rind, h
Petschke i N ™den Armen das dchzende Kind,
Brah-Miller " i T Armen das achzende Kind, N
Loewe i K "den Armen dat dchzende Kind,
Mayer " i T Armen dac dchzende Kind,
Becker i i Tden Armen das Hchzende Kind, o
Schubert i T 7 Armen daS dchzende Kind,
Noch i v T den Armen dac Zchzende Kind,
Reiss_iger Ll Al kL LA 1% LRI aT 17
Spohr - N T Arme das dchzende Kind,
Czerny R T Armen das achzende Kind,
Berger - i Tgen Armen dac &chzende King,
Otto LAl LS T 1L H 14 LAl 17 S
K’rich A AR4 T Lt T " L LIS

svasamm— -

Scott Clasping

close to his bosom his shuddering child.

Gaul

14] o H AL LA

Cowell

Lk

L T Ll T LAl

Callcott O'er hills and through forests he

spurred his black
steed;
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Goethe erreicht den Hof mit Muh' und Noth:
Eberwein ¢ i R R4 n " Lkd
Gronland i i " 7o Mihe T T
Relchard®t i i m N m “ " i
Zelter R4l H RS L Rl L It ina
Harder LRI Il Y it LAl Y Lk} T
Romberg 1R B Ly T 13 L LLI —
Schloltmann i i B MRt T m ‘
MIltitz T L TTMihe T ", mit Muhe und mig.
: ' Nothi
Schneider H T B L bl TF 30 T ST ome—.
Kleln i v M T MUhT T i
Eckert B LR T 7 L R4 1A 144 el
Tomaschek o M v 7 Mihe T K
Petschke i i K o K i v T
Bra h_Muller " w LLi B T L4 H SEStetee—.
I'Oewe 'H L4 L LA i\t L3 L e
Mayer o M i T MOhT T i T
Becker T 0 R0 LAl Ml‘ihe REI L B
Schuber?d i " " T ManY 7 " T
Noch R Ly LA4 LAt L4l 1 i it
Reissiger A Yy B Bt L iad LA
spohr i " " " i N h
14 Lk{ |y Lk4 " I L e
Czerny 1t 3] 1 1t 1t 1! 1t 2
Berger i B i N T mit Noths o
Ot%O L Tt LI LA4 Lk LS Noth: —
K_r_ich T L4 Tl T tAl L& Bil i
Scott He reaches hieg dwelling in doubt and in dread;
Gaul L *h LA} i TF 143 BT T F bl

cowell 11 T " LL} 3 b 11 L L

Callcott But when he arrived at his own Castle door,
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' —— ¥
Goethe In seinen Armen das Kind war tot,
Eberwein i " T ' i Y odE
Gl‘ﬁﬁland v " o i T 148 't
Reichardt M i L T T T 0
Ze—lter " i n LA H T T
Harder i L LA " Ll T T
Romoberg i i ™ T " T
Schlot%manr M kL T T 3 v T
Miltitz . 4 T - =T L1 T T T ;
4 " il n 1t " i
SChneider R L T Ll T TT T
Klein RE o LY L L) T Tt
bBckert i " w R T ™ Tt
TomaSChEK A L LI ‘.‘ T 1Al Y ,
11 it {] "t 1 H n
Petechke T T i i ™ o L -
= 3
oo "o®  war todt, war
todt.
Brah"’lﬂ.u}—.—ler u i Ry H k] T b
Loeye " m i LS T T
Ma’y’er " i W L T Tt T
BCCker o " LU it L T T
SCI’IUDEI‘t H H A LA ™ T T
NOCh b H L (Ll i T 1T
Rei581ger ) LA 11 111 e Tt Ty
Spohr : Rt T Y T T 2 Tr
CZBI‘I‘I " n had i L T Tt atratin,
y w it n Tt it 1" 1 ’
it ¥ 1 " 2
it It 1 I :
Berser : T T T r lag "
O%tO " " Lt H Lk war T
Krich v H M " T T T
o = T —e———

Scott But, clasped to his bosom, the infant was dead!

Gau'l LA ot Tr it RH L3 H LS TT, the
infant wag dead, the infant was dead.
Cowell " B to hlg bosom, vhe infant was .dead, butl

clasped to his bosom the infant was dead.

Callcott Life throbbed in the poor Baby's bosom no more,



APPENDIX III
RANGES OF THE FOUR CHARACTERS

IN THE THIRTY SETTINGS

Strophic Characters
Settings narrator Fatner Son Erlking Total
scnrter CH#i=-CHe
Eberwein el-dl
Gronland d#l-e?
Tappers d#l-e2
Quasi-
strophic
Settings
Relchardt dl-dz2 di-c2 al-d<d g-al o-de
zelter c#l-ebZ Ciri-de | AL-I2 a-bD1 a-1e
Harder D-e2 D-ec -T2 bl-e?2 bh=1f2
Romberg cH#1l=-d2
Callcott epl-en? cl-epe| dI-T7 F-cl -1z
Schlottmann G-al Ab-dl B-elLl | F-cl K-ebl
Through- —
composed
Settings
Miltitz ol-12 gl-do2 | gl-o2 cl-c?2 cimug
Gaul a-12 b~al el-12 el-e? a-Ic
schneider g-eb bb-o?2 oh-ebe dl-c2 Z-eb2
Kieln al-d2 cgl-al fl-72 ca2-cie dI-12
EcKert cl-dz2 o= cI-TZ D-Lo o-g2
Tomaschek el-c2 al-c2 al~de T1l-eb2 dl-ed2
Petschike T1l-g2 T1-T2 fl-pDo?d edl«z2 ebl~bbb2d
Brah-MUuiler cLl-ez2 ci-ol 11-2n2 ab-end ab-goe
Loewe a-dae b-CZ gr-al al-eb2 a~ge
Mayer b-17#2 b-c2 el-o2 & 1-oHe D~of2
Ccowell bb-{7#2 cl-1¢ cl-oZ Db-12 Dh-g?d
Becker CiFLl-02 dl-pbi| al-f2 el-f2 c#Ll-12
Schubert CiFLl-g2 cl-dz2 fI-z2 dl-72 cl-g2
Nocn dl-q2 ci-cd al-gd epl-og cl-ge
Reissiger . g-cz 2-abe L 1-72 cl-T72 el e
sSpohr cl-¢c2 cl-c?2 rl-ebe ebl-ebZ2 | cl-eb2
czerny fl-a2 D-&z crl-vez el-92 D-bb2
Berger 2l-T2 el~T2 8 =0l T1-02 a=ofe
OTTO B-dl A-Cl B-el aF -l A-el
Krich a-ce a=-0#c g =-Q70 J a-~fT#e
The "#" degignates a sharp, wnile a small "b"' designates
a flat, Classification of octave registers is taken from

Robert Ottman's Advanced Harmony.
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