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This thesis studies the problem of combining a poem with music in

nineteenth-century Lieder so that the music enhances the poetry rather

than detracting from it. Eight settings of Goethe's poem "Kennst du

das Land," from his novel Wilhelm Meisters Lehrjahr, are compared.

Settings by Johann Friedrich Reichardt, Beethoven, Schubert,

Schumann, Liszt, Tchaikowsky, and Wolf are analyzed, after initial

treatment of the literary aspects of the poem.

The degree of musico-poetic synthesis varies in these settings,

and it becomes evident that total fusion of poetry and music is not

possible. However, the settings by Schumann and Wolf achieve strong

balance of word and tone.



TABLE OF CONTENTS

Page
LIST OF ILLUSTRATIONS... . . . .. ... iv

Chapter

I. INTRODUCTION . . . . .. ....... 1

II. LITERARY ASPECTS . . . . . . . . . . 3

Goethe's Poem, "Kennst du das Land"
The Poem in the Context of Wilhelm Meisters

Lehrj ahr

III. THE POEM IN EIGHT MUSICAL SETTINGS . . . . . . 14

Reichardt, Johann Friedrich (1795)
Beethoven, Ludwig van (1810)
Schubert, Franz (1815)
Schumann, Robert (1849)
Liszt, Franz (1841, 1860)
Tchaikovsky, Peter Ilyich (1874)
Wolf, Hugo (1888)
Conclusion

BIBLIOGRAPHY. ................................... 82

iii



LIST OF ILLUSTRATION

Figure

1.

2.

3.

4.

5.

6.

7.

8.

9.

10.

11.

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

Reichardt, "Mignon," mm. 15-17

Reichardt, "Mignon," mm. 1-4 .

Reichardt, "Mignon," mm. 20-21

Reichardt, "Mignon," mm. 8-10

Reichardt, "Mignon," mm. 4-7

Beethoven, "Mignon," mm. 20-22

Beethoven, "Mignon," mm. 67-69

Beethoven, "Mignon," mm. 18-19

Beethoven, "Mignon," mm. 32-34

Beethoven, "Mignon," mm. 1-2

Schubert, "Mignon," mm. 1-2.-8

Beethoven, "Mignon," mm. 6-8 -

Schubert, "Mignon," mm. 6-9.

Beethoven, "Mignon," mm. 16-17

Schubert, "Mignon," mm. 17-18.

Schumann, "Mignon," mm. 1-4.-

Schumann, "Mignon," mm. 6-9.-

Liszt, "Mignons Lied" (1841), m

Liszt, "Mignons Lied" (1841), m

Liszt, "Mignons Lied" (1841), m

Liszt, "Mignons Lied" (1841), m

22. Liszt, "Mignons Lied" (1860), mm. 1-4. .

iv

Page

a .s . . ." a ..18

. . " . . . . r. a 19

- * # . . . . . ". 20

r . s. . . . r . . . 21

" " . . . . r. ". . 22

- s . .s . a. ". . . 25

" .r . . .. s ..26

. . .. . . . .28

" . .r . . . . . . 29

r ... " a . ..34

-" - . . . . . . 35

# -" -r . ". a. . . . 35

- -r -a . . . . . . 36

" - . . . . . . 37

s - " . . . . . . 37

- r " a . . . . . 43

- - .- a- ". i. . . . 45

m. 1-3. . . . . . 49

. 25. . . . . . . 52

m. 31-33.... . . 53

. 66...........54

57



Figure

23.

24.

25.

26.

27.

28.

29.

30.

Page

. . . 57

. . . 59

. . . 59

. . . 60

. . . 63

. . . 68

. . . 70

. . . 72

V

Liszt, "Mignons Lied" (1860), mm. 31-32

Liszt, "Mignons Lied" (1860), mm. 46-48

Liszt, "Mignons Lied" (1860), mm. 68-69

Liszt, "Mignons Lied" (1860), m. 77 .1..

Tchaikovsky, "Mignon's Lied," mm. 13-15

Wolf, "Mignon," mm. 5-12. . . . . . . .

Wolf, "Mignon," mm. 1-8 . . . . . ...

Wolf, "Mignon," mm. 32-34 . . . . ...



CHAPTER I

INTRODUCTION

The ultimate problem of Lied composition in the nine-

teenth century is the combining of a poem with music in a

way that the music enhances the poetry rather than detracts

from it. A poem is an independent, complete work in itself

with poetic-musical elements of its own. Once set to music,

the integral lyrical and structural aspects of a poem are

endangered by the naturally more dominant pLace of the music.

The extent to which the poetry is jeopardized by musical

demands can be seen by comparing settings of Johann Wolfgang

von Goethe's poem "Kennst du das Land" by composers of the

late eighteenth and nineteenth centuries.

Although there were numerable settings of "Kennst du das

Land" (approximately eighty-four) by nineteenth-century

composers, the following list of major composers of the song

suits the purposes of this paper. The composers are all of

major status, and their settings of the Goethe poem span a

period of time of sufficient length (1795-1888) to represent

nearly a century of Lied composition:

Willi Schuh, Goethe-Vertonungen: Ein Verzeichnis
(Zurich, 1952), cited in Jack M. Stein, Poem and Music in
the German Lied from Gluck to Hugo Wolf (Cambridge, Mass.,
1971), p. 35.
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Johann Friedrich Reichardt 1795

Ludwig van Beethoven 1810

Franz Peter Schubert 1815

Robert Schumann 1849

Franz Liszt 1841, 1860

Peter ~Ilyich Tchaikovsky 1874

Hugo Wolf 1888

Each setting is a reflection of the composer's indivi-

dual reading of the poem, and of his conception of the

character Mignon. However, considering the span of time over

which these settings were selected, each composer is repre-

sentative of the predominant musical style of his particular

era. Thus, these settings of "Kennst du das Land" reflect

not only individual interpretations, but also the development

of the Lied in light of a more general evolution of music in

the nineteenth century. These specific composers indicate

the shifting balance of the relationship of words and music

in the nineteenth-century Lied in the context of the style of

their particular generations.



CHAPTER II

LITERARY ASPECTS

Goethe's Poem "Kennst du das Land"

Goethe's poem "Mignon" ("Kennst du das Land") was written

in 1783 or 1784, and appeared originally at the beginning of

the fourth book of his autobiographically oriented novel

Wilhelm Meisters theatralische Sendung (Wilhelm Meister's

Theatrical Mission). This first version was completed in

1785 before Goethe's journey to Italy (1786-1788), but was

not published until 1911. After his return from Italy,

Goethe thoroughly revised and expanded the earlier version

and published it under the title of Wilhelm Meisters Lehrjahr

(Wilhelm Meister's Apprenticeship) in 1795.1 The poem stands

at the head of the third book in this novel, and it is from

this version that the poem in this paper is taken.

Before determining the effectiveness of a musical

setting of a poem, the poem must first be isolated as an

independent structure. Following is the text of the poem

with the English translation by Edith Braun and Waldo Lyman:

1Edwin H. Zeydel, editor, Goethe, The Lyrist, 2nd ed.,
No. 16 of University of North Carolina Studies in the Germanic
Languages and Literatures(Chapel Hill, North Carolina, 1955),
P. "1

3
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Kennst du das Land, wo die Zitronen blihn,
Im dunkeln Laub die Gold-Orangen glihn,
Ein Sanfter Wind vom blauen Himmel weht,
Die Myrte still und hoch der Lorbeer steht,
Kennst du es wohl?

Dahin! Dahin
Mocht' ich mit dir, o mein Geliebter, ziehn!

Kennst du das Haus, auf Saulen ruht sein Dach,
Es glanzt der Saal, es schimmert das Gemach,
Und Marmorbilder stehn und sehn mich an:
Was hat man dir, du armes Kind, getan?

Dahin! Dahin
Macht' ich mit dir, o mein Beschitzer, ziehn.

Kennst du den Berg und seinen Wolkensteg?
Das Maultier sucht im Nebel seinen Weg,
In H6hlen wohnt der Drachen alte Brut,
Es stiirzt der Fels und ciber ihn die Flut:
Kennst du ihn wohl?

Dahin! Dahin
Geht unser Weg, o Vater, lass uns ziehn!

Knowest thou the land where the lemons bloom;
In the dark foliage the gold oranges glow,
A gentle wind wafts from the azure sky,
The myrtle grows still, the laurel high,
Doest thou know it well?

Yonder! Yonder
I want to go with thee, oh my beloved.

Knowest thou the house? On columns rests its roof,
The hall is shining and the chamber gleams,
And marble statues stand and look at me:
What have they done, poor child, to thee?
Doest thou know it well?

Yonder! Yonder
I want to go with thee, oh my protector.

Knowest thou the mountain and its cloudy path?
The mule seeks in the fog its road;
In caverns sleeps the dragons' ancient brood,
The rock is falling, and over it the torrent,
Doest thou know it well?

Yonder! Yonder
Leads our road! Oh father, let us go!2:

2 Robert Schumann, 85 Songs (New York, n.d.), p. XXIII.
The line "Doest thou know it well?" has been altered by the
author. Braun and Lyman's translation is "Doest thou know
it perchance?"
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This translation by Edith Braun and Waldo Lyman was

chosen because the English is as literal as possible without

being pedantic. In order to maintain the clarity of the

text in a language other than the original, the metric

rhythm and rhyme of a poem are naturally sacrificed. The

result, however, is that the words and their context remain

those of the poet.

Henry Drinker's attempts to translate the iambic

pentameter and rhyme of the poem result in the creation of

new words which do not appear in the original poem; he

verbalizes images created in his own mind, not in Goethe's.

For example, Drinker translates the first two lines of the

second stanza in the following manner:

Kennst du das Haus, auf Sulen ruht sein Dach,
Know you the house, the columns at the door,

Es glanzt der Saal, es schimmert das Gemach,
The sparkling hall, the brightly polished floor,3

In an effort to produce a corresponding rhyme scheme, Drinker

inserts such words as "door" and "polished floor" which do

not appear in the poem. These words may be part of the image

created in the mind of the reader, but they are not Goethe's

words.

Other translators such as Robert Randolph Garran and

Anthony Hecht produce rhyming lyric lines, but, again, their

3Henry S. Drinker, Texts of the Solo Songs of Franz
Schubert in English Translation7(New York, 1951),~pp. 79-80.
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words conjure images foreign to those of the original poem.

Hecht, in particular, elaborates the first stanza with extra

words:

Know you the land where forest shadows fold
The lemon home in leaves, oranges struck with gold,
Where a young wind slips softly from blue air,
Laurel and myrtle weigh the atmosphere--
o do you know that land?

Yonder! Yonder
Would I with you, 0 my beloved, wander.4

The original poem easily becomes distorted through such free-

dom in translation. Garran even takes the liberty to change

the form of the poem by adding an extra " 'Tis there, 'tis

there!" 5 at its conclusion.

The Coffin, Delattre, and Singer version is designed

mainly as a literal translation for the singer, and is

oriented grammatically, rather than poetically. The trans-

lation by Philip L. Miller7 is concise and clear, often more

grammatically correct than the Braun and Lyman version.

However, Braun and Lyman manage to maintain the mood and

character of the poem with a more literarily beautiful choice

of words.

4Hubert Creekmore, editor, A Little Treasury of World
Poetry (New York, 1952), pp. 733-734.

5 Robert Randolph Garran, Schubert and Schumann, Songs
and Translations (Carlton, Victoria, 1971), p. 167.

6Berton Coffin, Pierre Delattre and Werner Singer,
Word-by-Word Translations of Songs and Arias, Part I--German
and French (New York, 1966), p. 27.

7Philip L. Miller, The Ring of Words, An Anthology of
Song Texts (New York, 1963) , p. 31.
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The meter of the poem is iambic pentameter with slight

variations in certain lines. Lines two through four are

straight iambic in all three stanzas. The first line is a

variant with the natural stress on the first syllable

"Kennst," while the last line in each stanza also has the

stress on the first word of the line. These syllables--

"Kennst," "Mdcht'," and "Geht"--are held over to fill out

the metric foot, while the following unstressed syllables

are passed over very rapidly.

There are three images presented by the three stanzas.

The first stanza describes a certain land and its country-

side. Stanza two depicts a stately home, and the third

stanza creates the image of a mountain scene.

It is interesting to note that Charles A. Williams, in

his article "Thomson's 'Summer' and Three Goethe Poems,"8

describes a close connection between two of James Thomson's

poems, "Summer" and "Liberty,'" and Goethe's "Kennst du das

Land." That Goethe knew these poems is supported by the

fact that Goethe mentioned the poet's name and these poems

in a conversation shortly before he died: "'Der Englische

Dichter Thomson schrieb ein sehr gutes Gedicht ber die

Jahreszeiten und ein sehr schlechtes uber die Freiheit."9

8 Charles A. Williams, "Thomson's 'Summer' and Three
Goethe Poems," The Journal of English and Germanic Philology,
XLVII (1948), 1-13.

9 "The English poet Thomson wrote a very good poem about
the seasons, and a very bad one about freedom." F. von
Biedermann, editor, Goethes Gespriche ohne die Gesprache mit
Eckermann, IV (Leipzig, n.., 436, cited in Williams,
"Thomson's 'Summer,' " p. 1.
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Arthur Kutscher, also recognizing the correspondence between

the poems, wrote, "Wunderbar ist es nur, dass man nie gefunden

hat, wie gross auch sonst der Einfluss Thomson auf Goethe

ist.~1

The similarities can be seen in these passages from the

poems:

James Thomson, "Summer" (1746)

Bear me, Pomona! to thy citron groves;
To where the lemon and the piercing lime,
With the deep orange, glowing thro' the green,
Their lighter glories blend. Lay me reclin'd
Beneath the spreading tamarind that shakes, 11
Fann'd by the breeze, its fever-cooling fruit.

Goethe, "Mignon" (1783 or 1784)

Kennst du das Land, wo die Zitronen bluhn,
Im dunkeln Laub die Gold-Orangen glihn,
Ein sanfter Wind vom blauen Himmel weht,
Die Myrte still und hoch der Lorbeer steht,
Kennst du es wohl?

Dahin! Dahin
Mbcht' ich mit dir, o mein Geliebter ziehn!

The first lines of each poem suggest an Italian scene

where there are citron groves. Pomona is, in Roman mythology,

the protecting goddess of the fruit of trees;12 Goethe

acknowledges "das Land" as Italy in the novel. In both poems,

the poet or singer is remote from the Italian locality which

he longs to visit.

10"It is strange that one never found how great the
influence of Thomson is on Goethe." Williams, "Thomson's
'Summer,' " p. 1

1 1 James Thomson, "Summer" in The Complete Poetical Works
of James Thomson, edited by J. L. Robertson (London,1908),p. 78.

1 2Clarence L. Barnhart, editor, The New Century Cyclo-
pedia of Names, III (New York, 1954), 3219.



9

The construction of the phrase "wo die Zitronen"

corresponds to "where the lemon," and the words "-Orangen"

and "glUhn" no doubt correspond to Thomson's line "With the

deep orange, glowing thro' the green." "Ein sanfter Wind"

reflects "Fann'd by the breeze," and both poems suggest an

appeal to someone to carry them to the place of which they

speak: "Bear me, Pomona, to . . ." and "Dahin! Dahin

mtcht' ich mit dir, o mein Geliebter, ziehn!"

Goethe originally used "grinen" in place of "dunkeln"

in Wilhelm Meisters theatralische Sendung. This broke up

the original triple "G" alliteration corresponding to

Thomson's line. Also in this original version of the poem,

we find "Gebieter" ("master") in the last line of each

stanza in place of the later "Geliebter," "Beschntzer," and

"Vater" ("beloved," "protector," and "father"). Perhaps this

alteration reflects a change in Goethe's conception of Mignon.

Thomson's poem "Liberty" may also have influenced

Goethe's writing of "Mignon." The fourth line of the third

stanza of "Mignon," "Es Stirzt der Fels und iber ihn die

Flut," is strikingly similar to the following lines from

Thomson's poem:

. . . the precipice frowned, dire;
White, down the rock, the rushing torrent dashed." 1 3

For the purposes of this paper, sections of each stanza

of the poem will be delineated for analysis. The first four

13 Thomson, "Liberty" in Poetical Works, cited in
Williams, "Thomson's 'Summer,' "tp. 13.
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poetic lines will be considered the main part of the verse,

while "Kennst du es wohl" is referred to as the "question"

section. The final two lines will be called the refrain or

the "Dahin" section.

The Poem in the Context of Wilhelm Meisters Lehrjahr

Wilhelm Meisters Lehrjahr concerns the life of Wilhelm,

the son of a prosperous merchant. Unsuited to a career in

business, Wilhelm travels as an agent for his father's firm,

and in the course of his travels he becomes attached to a

traveling troupe of actors who introduce him to the life of

the theater. Wilhelm's travels as an apprentice expose him

to the realities of life in general, and his association with

the young Mignon is a part of this initiation.

Wilhelm meets Mignon while she is working with a company

of acrobats. Mignon refuses to obey the master of the group,

and as the master threatens to beat Mignon, Wilhelm inter-

venes and pays the master in return for the custody of Mignon.

Mignon is so grateful that she adopts Wilhelm as her father

and protector.

Completely devoted to Wilhelm, Mignon travels on with

him and the troupe. At the point that the poem appears in

the novel, Mignon sings the song for Wilhelm, accompanied

on a zither by a mysterious harp-player. After Mignon's

song, Goethe gives some specifications in the novel as to

how the song was performed. He describes Mignon as having

begun each verse in a "solemn and stately manner," and that
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she conveyed an "irresistible yearning" at each repetition

of "Dahin." 1 4 Mignon tells Wilhelm that the land of which

she sings so yearningly is Italy, and that she is frozen in

the northern climate. This reference to the warmth of Italy

is an allusion to Goethe's own longing for this land of

beauty and art.

It is not until much later in the novel that we learn

of the circumstances that brought Mignon to the North. Her

home was in the vicinity of Milan, where she was kidnapped

from her parents by a company of acrobats. She describes

her recollection of the journey across the Alps in the third

stanza of the poem. This is probably a reference to Saint

Gotthard Pass,of which Goethe speaks in connection with a

trip to Switzerland in 1775.15

What Mignon does not know is that the harper is really

her high-born father by his own sister,whom he had married

without realizing her identity. Once the couple know this,

they separate and entrust Mignon to friends who promise to

rear her. Although she was too young to remember clearly,

Mignon recalls something of her original home about which

she reminisces in the second stanza of the poem.

14 Johann Wolfgang von Goethe, Vol. 1 of Wilhelm Meister-
Apprenticeship and Travels, translated by R. 0. Moon (London,
1947), p. 125.

1 5 Jack M. Stein, Poem and Music in the German Lied from
Gluck to Hugo Wolf (Cambridge, Mass., 1971), p. 42.
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Goethe possibly modeled his description of Mignon's

home after the Villa Rotonda in Vicenza, which was designed

by Palladio (1508-1580). This villa, which accurately fits

Goethe's description, is in the classic style,with its roof

resting upon columns with statues above.1 6

Having been kidnapped by the acrobats, Mignon disappears

from her second home, and her foster parents conclude that

she has drowned. This suggests the presence of water nearby

which could place the home on one of the northern Italian

lakes in the foothills of the Alps. This is equally likely

since Mignon was carried away through the Alps to Germany by

her abductors. 17 In the novel, Wilhelm's friends think that

Mignon's home was near Lake Maggiore, but as Brody and

Fowkes suggest, this area does not quite fit Goethe's

description in the poem.1 8

Although she does not know the exact circumstances of

her past, Mignon is tormented by the remembrances and yearn-

ings that she does have. Her psychological condition becomes

increasingly tense throughout the novel in connection with

this unresolved longing and with her innocent, but at the

same time, womanly feelings for Wilhelm. When she finds

Wilhelm seriously involved with a certain woman, Mignon

becomes distressed to the point of a fatal heart attack.

16The author is indebted to Professor Harold Heiberg of
the School of Music, North Texas State University, for this
illumination of the text of Goethe's poem.

17Ibid.
18 Elaine Brody and Robert A. Fowkes, The German Lied

and Its Poetry (New York, 1971), p. 41.
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Mignon is able to feel deeply--enough to kill her--

and this strong emotion is at the very core of the Romantic

spirit. Mignon becomes the symbol of that for which Romantic

writers and composers strove. As an apprentice in life,

Wilhelm happens into his relationship with Mignon which is

actually his encounter with art and its meaning in Romantic

terms. Mignon's youth, the mystery of her origins, and her

unpredictable personality are all qualities which the Romantics

tried to capture in their works.

That Mignon dies may further suggest the Romantic ideal

that this mysterious quality for which nineteenth-century

artists strove was ultimately unattainable. This is reflected

in an address to Wilhelm by one of the characters:

The yearning to see again her native land, and the
yearning for you, my friend, is, I might almost say,
the only earthly thing about her. She grasps at both
only in an infinite distance, both objects lie un-
attainable before this unique temperament.1 9

Ensuing chapters of this paper contain analyses of eight

musical settings of Mignon's song. Each is dealt with in

terms of the character Mignon, and in context of the develop-

ment of the Lied style throughout the nineteenth century.

1 9 Goethe, Wilhelm Meister, p. 447.



CHAPTER III

THE POEM IN EIGHT MUSICAL SETTINGS

Reichardt, Johann Friedrich

During the second half of the eighteenth century, the

chief center of song composition was Berlin, where Johann

Joachim Quantz (1697-1773), Karl Heinrich Graun (1704-1759),

and Karl Philip Emanuel Bach (1714-1788) were principal

composers. The members of this First Berlin School reacted

against the musical excess of the classical song, and so set

a trend toward a simpler style of composition in the charac-

ter of the folk song. This early development in the art

song, the volkstiimliche Lied, required compositional tech-

niques which emphasized the words of the text, and sought

a musico-poetic synthesis in song-writing.1

Toward this goal, composers of the Berlin School

required that their songs be strophic, a form through which

the poetic structure could be retained. Melodies were

simple and folk-like with no ornaments or repetition of

words, and derived from the poetic meter. Ideally, these

melodies could be played without accompaniment; the accompani-

ment that was there was sparse, and written merely as

1Forfurther information, see Frederick Sternfeld and
Egon Wellesz,editors, New Oxford History of Music, Vol. VII
(London, 1973), pp. 344-352.

14



15

background harmonic support. The volkstumliche Lied was

meant to be more sophisticated than folk song, but it still

was not as dramatic and operatic as the songs of the classic

era.2

These requirements of Lieder-composition were accepted

in the eighteenth century, but such restrictions eventually

caused some composers to break once again into the evolu-

tionary mainstream toward a more experimental and expansive

expression. Catalyzed by the availability of better litera-

ture, this new expressive trend was led by the late eighteenth-

century composers Johann Abraham Peter Schulz (1747-1800),

Johann Friedrich Reichardt (1752-1814), and Karl Friedrich

Zelter (1758-1832),who formed the Second Berlin School.

Johann Friedrich Reichardt was the first to set Goethe's

poem "Kennst du das Land"3 to music. When Wilhelm Meisters

Lehrjahre was first published in 1795, eight of the lyric

poems in the novel were accompanied by melodies composed by

Reichardt. Each melody was printed on oversized paper which

was folded into the book facing the page on which the poem

appeared.4 Only the melodic lines are printed in the novel.

Reichardt published all the songs with piano accompaniment

2Jack M. Stein, Poem and Music in the German Lied from
Gluck to Hugo Wolf (Cambridge, Mass., 1971), p. 32.

3Johann Friedrich Reichardt, "Mignon," Goethes Lieder,
Oden,Balladen und Romanzen mit Musik, edited by Herman Wetzel,
XXII (Berlin, n.d.), 37.

4Stein, Poem, p. 35.
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in 1809 as Oden, Balladen und Romanzen, and it is from this

collection that the song discussed in this paper is taken.5

The form of this setting is strophic. All three verses

are set to the same music with no syllabic alterations to

accomodate the musical design. Reichardt's repudiation of

the Italianate predisposition for repetition is illustrated

by his total adherence to the poetic text; he uses no word

repetitions for dramatic emphasis. The last phrase is the

most complex of the three harmonically and melodically, and

the fact that it is set off from the first two phrases by a

pause of two beats emphasizes the structure of the poetic

verse.

The strongest feature of Reichardt's setting is his

accurate and expressive coordination of music and poetry.

But this coordination suits the first verse of the poem more

closely than the second and third verses. Each verse carries

a different mood, but each is set to exactly the same music.

Naturally, there is a weakness in a strophic setting when

texture and form cannot be varied to accomodate slight changes

in text. For example, the slur and lift on "sanfter Wind"

(m. 9) hardly is as expressive on "Marmorbilder" in the

second verse. Reichardt has a strong sense for the musico-

poetic synthesis in his songs, but perhaps there is a slight

5 lbid. The difference in the original songs and those
published with accompaniment is negligible.
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inconsistency in his own words when he says, "I do not write

them [melodies] down until I feel that the grammatical,

logical, emotional, and musical accents are so closely

interwoven that the melody speaks properly and sings

pleasantly, and not just for one stanza, but for all of

them."6 The limitations of the strophic form are felt here

in the lack of variety in the three verses.

The iambic pentameter of the poem is illustrated well

by Reichardt's choice of 3/4 meter. The strict iambic meter

of lines two, three, and four are adhered to musically by

such devices as placing the stressed syllables on the

strong beat of the measure, elongating the note value, or

raising the pitch of the note. Often the poetic stress is

indicated by a combination of these devices (m. 15). Metri-

cally variant lines one and five are musically coordinated

with "Kennst" falling on the strong beat in both lines, and

"du" falling on the secondary beat (mm. 1, 16). The iambic

modification "wo die Citronen" (mm. 2-3) in line one and

"mocht' ich mit dir" (m. 20) in line five are all well set

by anacrusis eighth notes, none of which carry enough

musical accent to upset the poetic line.

Rhythmically and melodically the accompaniment generally

adheres to the vocal line. Between the last two phrases

6Stein, Poem, p. 32.
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(m. 16) there is a significant pause in the accompaniment

and the vocal line simultaneously which points up the

following question (See Figure 1) .

fj~jj~j771~ rimi i6 ~I L

Lor beer steht, kennst du es
Kind, e- tan? Kennst du esihn die Flit, kennst du ihn

AftwI-O

Fig. 1--Reichardt, "Mignon," mm. 15-17

After Mignon describes Italy in verse one, the rhythmic

pause for two beats gives her ample time to return to reality

for a moment as she asks her protector if he "knows it well."

The setting of this question is equally appropriate for

strophes two and three of the poem.

The tempo of Reichardt's song is left to the discretion

of the performer, who, ideally, will know enough about the

character Mignon to express her lyric simplicity which

Reichardt reflects in her setting. The marking "mit Affect"

means only that the piece should be sung "with emotion" or

"with affection," no doubt indicative of Mignon's innocent

yearning for the land she loves.
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Reichardt's melodic line is simple and flowing in its

lyricism. Each phrase arches melodically, gracefully

following the contours of the poetic lines. Basically, the

text is set syllabically, occasionally with only two eighths,

or, in the culminating phrase, two sixteenths on a syllable.

The opening question "Kennst du das Land" is appropriately

reflected in the questioning upward melodic leap of a fifth

on "Land." (See Figure 2).

Mit Affect.

4 - L& I la

1. Konnnst du das' Land, o ie Ci tro -nn bihi
2. Kennst du das Hans ? Auf Siu-len ruht soft Dach es8. Kennst du den Berg and sei-nen o - ken - steg Das
tit Add I F

Mad lied'
low

do
ILNei 1 TA

oz J:i-- f
v 

W 4- ft

Fig. 2--Reichardt, "Mignon," mm. 1-4

The questioning rise in the line suits the openings of

strophes two and three as well. The melody is mainly diatonic

with only a few main points of chromaticism. The most effec-

tive points are on "Myrte" (m. 13), and in the last phrase

when B-flat changes to B-natural on the return back to E-flat

major. (See Figure 3).



hin mbcht' ich mit dir, ... mein Ge -
hin in"cht' ich mit dir, o....... mciii Be -hin geht un-ser Weg? .O... Va - ter,

Fig. 3--Reichardt, "Mignon," mm. 20-21

The dissonance of D against C in that same phrase on "o

mein" (m. 21) further colors this final line.

The text of verse one is intensified by musical illus-

tration of certain words. For example, the melodic line

rises colorfully to a high point on "Citronen" (m. 3) in

the first eight-bar phrase, and on "Himmel" (m. 11) in the

second phrase, while the main climax occurs with the drive

to the appropriately high F on "hoch der Lorbeer" (m. 14).

The leap and lift on "sanfter" is a subtle illustration of

the gentle breeze. (See Figure 4). Although the effect of

the melodic line is not weakened by a change of text for

strophe two and three, it appears that the color of the

melody was written mainly with the text of verse one in

mind.

20
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glhn, em sanf - ter Wind vom.
mach,und Mar - mor - bit der
Weg; in Hoh - len wohnt der

Fig. 4--Reichardt, "Mignon," mm. 8-10

A hint of Reichardt's declamation is shown in his use

of appoggiaturas on "blihn," "Wind," and "weht" (mm. 4, 10,

12): the accompaniment drops out to give more emphasis to

these appoggiaturas. (See Figures 2 and 4). Again, this

emphasis is more meaningful for these monosyllabic words of

action in strophe one. The effect is weakened when the

appoggiaturas fall on syllables of a polysyllabic word such

as "Wolkensteg" (m. 4) and "Marmorbilder" (m. 10).

The harmonic progression in Reichardt's setting is

generally I-IV-V sprinkled with diatonic seventh and borrowed

seventh chords for color plus a few secondary dominants at

points of emphasis. For example, the vii 0 4 chord (m. 6)3

is a sparkling addition to an otherwise ordinary progression.

(See Figure 5).
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dunk - le n Laub die Gold:Oq- ,_O
glinzt der Saal, es schimmertdasC -
Maul - tier sucht im Ne -bel sei - nen

Fig. 5--Reichardt, "Mignon," mm. 4-7

Before "]Kennst du es wohl" there is a smooth modulation to

the dominant, B-flat major (mm. 11-16). This modulation and

the rolled chord at the climax at "Lorbeer" (m. 15) create

an anticipation of the following question. The second

"Dahin" is pointed up with even more exuberance than the

first by a passing modulation to G major (mm. 19-20), and

the phrase is then completed in the tonic E-flat. The smooth

modulation, rising melodic line, repeated notes, and chro-

maticism all form a "bridge to the musical and poetic climax

in the final phrase." 7

Goethe did not care for through-composed form3,which

he believed had operatic tendencies. He liked a simple

melody with simple harmony that sets the mood of the poem,

and that is easily adaptable to several strophes. Reichardt

obviously felt the same way, and, consequently, Goethe liked

Stein, Poem, p. 37.
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Reichardt's settings of his poems. Reichardt was not among

the greatest composers, but he was a key figure in the

development of form. He was more experimental and expansive

in his composition, and certainly more sensitive to literary

values than those before him.8

But perhaps even the Second Berlin School was, in the

end, too rigid in its requirements of the Lied. Perhaps

the on-going need for freedom of expression took a Beethoven

to break out of the tradition of the eighteenth century.

Beethoven, Ludwig van

The reaction of the Second Berlin School had led to a

more intimate synthesis of poetry and music at the end of

the eighteenth century. The volkstiimliche Lied had served

composers' purposes as a vehicle to forestall the use of

operatic devices in song. But the limitations which they

imposed upon themselves were too restrictive for the next

generation of composers. Ludwig van Beethoven's (1770-1827)

setting of "Kennst du das Land," composed in 1810,9 led the

Lied toward a more specifically musical interpretation,

sometimes at the expense of the exact poetic form.

Because Goethe preferred the simplicity of the settings

of his poem by the Second Berlin School composers, it is

not surprising that Goethe should say of Beethoven's setting:

8 Ibid., p. 32.

9 Ludwig van Beethoven, "Mignon," Sechs Gesange, Op. 75,
No. 1, in Ludwig van Beethovens Werke, ser. 23, Vol. 22, No. 219
(Ann Arbor, Mich., 1949), pp. 31-34.
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I cannot understand how Beethoven so thoroughly
misunderstood the poem as to through-compose it.
I should have thought that the divisions occurring
in each stanza at the same spot would be sufficient
to show the composer that I expected a simple song
from him, Mignon is a person who can sing a song,
but not an aria.1 0

But Goethe misunderstood the form of Beethoven's setting, for

it is not through-composed--rather, it is strophic. The

accompaniment varies slightly in the third verse, and there-

fore the form could more accurately be called varied strophic.

By careful examination of the three verses of the poem,

there is found a development of intensity of mood from the

"sanfter Wind" and "Myrte still" of the first verse to "es

schimmert das Gemach" and "Marmorbilder stehn" of the second

verse to the vigorous "Drachen alte Brut" and "es sturzt

der Fels" of the third verse. A sensitive reader and composer

could see the problem of setting all three verses to music

which may suit only one strophe of the poem. Beethoven

sensed the gradually rising energy through the poem, and

although he kept within traditional bounds of the strophic

form, he did vary and intensify the sonority of the setting

in a way that helps accomodate the changing moods within

Goethe's poem. The problem presented by this setting is

the added weight given to the musical aspect of composition.

10 Stein, Poem, pp. 53-54.

11
This misunderstanding could have been influenced by the

fact that Beethoven was controversial at the time anyway, and
besides, Goethe did not. hear this composition until he was past
sixty, see Frederick .W. Sternfeld, "The Musical Springs of
Goethe's Poetry," The Musical Quarterly, XXXV (October, 1949),
p. 511.
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Each verse has a 2/4 section followed by a 6/8 section,

and both meters carry the iambic pentameter and its varia-

tions well. However, the change to 6/8 meter for the last

line of poetry alters the coordination of accents slightly.

For example, the unstressed first syllable of "Geliebter"

receives a stronger accent than an accurate coordination of

poetic and musical accent requires. (See Figure 6).

ich mit dir, o mein C, - lieb r,

crese.

Fig. 6--Beethoven, "Mignon," mm. 20-22

The rhythmic patterns of the poetic lines are varied

in each verse; the second verse has more straight eighth

notes within the 2/4 section than the first verse with its

more urgent dotted rhythms (mm. 35-39). This slight altera-

tion suits the change in the stress on the words. In the

third verse, however, Beethoven places more stress on some

words which could use less stress in order to make a more

fluid line. For example, there is an unnecessarily strong

stress on "-steg." (See Figure 7).
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s" u e n V I e.. t g ? D a s M atu L h ie r s u h t mli

Fig. 7--Beethoven, "Mignon," mm. 67-69

There appears to be a slight discrimination here toward the

music, and a less strict setting of poetic accent.

Beethoven creates in his melodic line a sense of

dramatic musical expression not typical of the eighteenth-

century composers. The melodic line gradually rises not

only with the opening question, but through the entire first

poetic lines to "Lorbeer steht" (m. 12). The climb is very

subtle, for the melodic line rises one scale degree in each

line to the climactic F-natural on "Lorbeer." Also, the

highest note in each line falls on the weaker beat of the

measure, while the final F-natural is on the strong first

beat. Then the fermata at the question "Kennst du es wohl"

(mm. 16-17), enhances the excitement before the leap into

the 6/8 section.

Much of the interest of the song lies in Beethoven's

harmonic setting. After an opening in A major, the lowered

third introduces A minor, and this minor mode, along with the

!

"I
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triplets at "sanfter Wind," portrays the gentle breezes

(m. 8). Then a modulation to C major (m. 10), the relative

major of A minor, and a gradual crescendo supports the melodic

climax on "Lorbeer" (mm. 10-11). The two-measure interlude

which follows (mm. 14-15) anticipates the "Kennst du es wohl"

melodically and rhythmically, and the question is emphasized

by a modulation to E major, the dominant of A. The absence

of the triplet figure during this interlude and the fermata

on the last word of the question enhance the abrupt meter

change that follows.

The 6/8 section settles into the original A major. This

use of the major mode plus the increased tempo for the

"Dahin" section exemplifies the exuberance and enthusiasm

of the young Mignon in an almost frantic way. There is such

musical fervor in the first half of this 6/8 section that

it requires continuation and elaboration. Six "Dahin's"

are needed to carry the flight on, and to allow the line

to a resting point before returning to the 2/4 section of

the second verse.

There is no typical struggle in the harmonic shifting

in this setting. The harmonic changes are straightforward

and traditionally oriented. Only at the end of the 2/4

section with the pause on the dominant is there an instability,

and this leads well into the secure A major.

The accompaniment tends to dominate the vocal line in

the 6/8 section, especially rhythmically. One device used
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frequently by Beethoven is the off-beat accent. (See Figure

8).

Geschwinder.

Dain_dncht'

Fig. 8--Beethoven, "Mignon," mm. 18-19

He uses the accent on the weakest beats of 6/8, thus giving

an instrumental effect that is not an interpretation of the
12text. Repetition of the "Dahin" in the accompaniment

moves the phrase along into the repetition of the entire

line. Then a tonic pedal relaxes the phrase into the second

verse which is prefaced by one measure of startling chords

in a fanfare-like style. (See Figure 9).
The second verse is essentially the same musically as

verse one. However, at strophe two the dynamic marking is

i"Mit 

Nachdruck"--"with energy or vigor." This is quite a

contrast to the opening of verse one which is treated
"Ziemlich langsam"--"suitably slow. This marking for

12Stein, Poem, p. 56.

1 win
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Fig. 9--Beethoven, "Mignon," mm. 32-34

strophe one is appropriate in light of Goethe's description

of Mignon's song as "solemn and stately." But the change

of meter at each refrain, the alteration of the style of

verse two to a "vigorous" expression, and the return to the

character of verse one for the final verse cause a fragmenta-

tion in the song that upsets the musico-poetic balance. In

an effort to employ a substantial amount of musical variety

to the verses of the poem. Beethoven has shifted the balance

of words and tone toward the music.

Further intensity is added to the third verse by the

use of the A minor mode. The accompaniment increases in

sonority by stating the melody in octaves and outlining the

A minor chord in thirty-second notes (mm. 72-75), instead

of triplets. The swift accompaniment hastens the line along

and emphasizes the more dramatic text concerning the "dragons'
brood" and the treacherous journey over the Alps. The

final 6/8 section is extended as in the first two verses,
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but the final relaxation on "Dahin?" is carried through

the phrase to the concluding chords.

Beethoven represents a shift in Lied style toward a

stronger emphasis on the music over the words. Although

his setting is sensitive to the form of the poem, his

inclination toward a strongly musical interpretation of a

poem are evident in his stress on rhythmic devices, abrupt

meter changes and accompanimental interludes in the setting.

This departure from the trend of the Second Berlin School

to create a balance between words and music is indicative

of the changes in the nature of composition in the early

nineteenth century, brought on mainly by Beethoven himself.1 3

"His 'Kennst du das Land' is transitional: its ties with

what preceded are still clear, but equally prominent is

the move toward musical richness, which became the accepted

norm from Schubert on." 1 4

Schubert, Franz

There is a great difference between song before Franz

Schubert (1768-1824) and song after Schubert. In the

late eighteenth century, the poem was the main element of

song, with melody and harmony employed only to enhance

the text. Then Beethoven and Schubert transformed the

1 3 Stein, Poem, p. 54.
1 4 Ibid.



31

song form into a vehicle for musical expressivity unpre-

cedented in the history of song. Thus the relationship of

words and music became more critical. Tone expressivity

gained a superior position over the word in song because

composers had developed more effective means of communicating

poetic language into the "abstract sphere" of music.15

The poetry of the age also offered an unprecedented

means for musical expression. The literature of the Romantic

age concentrated on allusions instead of direct statement,

"on mood and intensity of the individual experience instead

of the philosophical rhetoric of previous periods." 1 6  Musi-

cians were stirred by the novels of Tieck and E. T. A.

Hoffmann, as well as by Goethe's. Characters like Mignon

became symbols of the Romantic spirit, and composers of the

nineteenth century turned to them often for inspiration. 17

At the beginning of the nineteenth century the art song

was reaching a high level of artistic quality. Schubert

was not an innovator--rather, he brought to song his affinity

for short lyric composition and a unique ability to express

quickly and compactly a mood of intense feeling within the

small form. Schubert, although he often set less than great

15Stein, Poem, p. 17.

16
Donald Ivey, Song--Anatomy, Imagery, and Styles

(New York, 1970), p. 189.

17Ibid.
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poetry, was able to respond to a poem if something in it

appealed to his senses. He did not respond as Reichardt

did, relegating the accompaniment to mere background:support;

neither did he "hug the words of his text one by one with

the intensity of later song-writers.,,18 Rather, Schubert

placed music on at least a more equal basis with poetry than

had been before. "In courtly eighteenth-century song the

words were a peg for the music. But the dawning of a new

German literature--the event of Goethe's and Schiller's fame--

meant a new relationship." 19

Schubert wrote his version of "Kennst du das Land" in

1815.20 He must have been satisfied with his setting for he

rewrote all the other Wilhelm Meister songs in 1826 with the

exception of "Kennst du das Land."

Stein suggests that in the initial compositions of the

Wilhelm Meister songs, Schubert did not take the poems from

the novel, but from the section, "Aus Wilhelm Meister," in

Goethe's lyrics. This is proven by the fact that Goethe

made changes in "Was hor' ich draussen vor dem Tor" before

he put the poem into the collected lyrics. Not only Schubert's

setting, but also Schumann's and Wolf's show these changes.

18Richard Capell, Schubert's Songs (New York, 1957), p.10.

19Ibid.

20 Franz Schubert, "Mignon," Op. 3.2, Franz SchubertsWerke, Ser. 20, Vol. XIV, No. 3 edited by Eusebius Mandyczewski
(New York, 1965), pp. 155-158.
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So the connection between the poems and the novel was probably

a loose one.2 1

Einstein states that Schubert read Wilhelm Meisters

Lehrjahr in the autumn of 1821.22 This could explain why

Schubert reset most of the songs.

The influence exerted by Beethoven on Schubert is

unmistakable. Beethoven's sphere of influence was very

strong at the time, and Schubert's setting of "Kennst du

das Land," composed five years after Beethoven's setting,

could easily have been affected by Beethoven's version.

The parallels between the two settings are described by

Einstein:

Since Schubert knew Beethoven's setting--it had been
published in 1810 as Op. 75, No. 2--and imitated it,his freedom of action was restricted. We find the
same choice of key, the same change of tempo (although
not of the time signature), the same melodic idiom.
Schubert even sets the second verse to the same musicof the first, only in the third, with its graphic
description . . . does he resort to the minor and topictorial allusion. And--such is the curse of
imitation--his refrain is even more exuberant thanBeethov n's, and in fact approaches the style of an
a rio so. 1

Schubert marks the refrain to his song "Etwas geschwinder."

This is the same increased tempo marking that Beethoven

indicates in his refrain (Beethoven changes the time signature

of the refrain to 6/8, while Schubert does not change).

21 Stein, Poem, p. 76.
2 2 Alfred9Einstein, Schubert, A Musical Portrait (New York,1951), p. 100.

23 Ibid., p. 106.
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The use of triplets in the Schubert setting is intro-

duced at "ein sanfter Wind," just as in Beethoven. This

continues through the refrain, and reflects the same waving

motion and "gentle breezes" as the Beethoven setting. The

three-measure piano interlude before the question "Kennst

du es wohl" (mm. 14-16) is reminiscent of Beethoven, and

also shows the interest in bringing importance to the accom-

paniment as well as to the vocal line. As Einstein mentions,

Schubert's melodic idiom is similar to Beethoven's in the

settings of this poem. Schubert uses a similar stepwise

rise in the opening melodic line. (See FiguresO 10and 11).

Zienilich laugsam.

Rennst du das Land,wo

P

Fig. 10--Beethoven, "Mignon," mm. 1-2
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Massig.

Kennst du das Land, wo
Kennst du das Haus? Auf

Fig. 11--Schubert, "Mignon," mm. 1-2

There are also differences in Schubert's and Beethoven's

melodic expression. First of all, Schubert's melodic style

is more tuneful than Beethoven's. For example, there is

more color in such phrases as "Gold-Orangen glUhn" and

"sanfter Wind." (See Figures 12 and 13).

Fig. 12 --Beethoven, "Mignon," mm. 6-8

Gold=O ran _ en Iu n , e la sa.af _ ter Wind vom

I AP
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Gold - 0 ran - gen
schim imert das. Ge

gehnemn sanf . ter. Wind vom
Sachund Mar . mor bil- der

3lam

Fig. 13--Schubert, "Mignon," mm. 6-9

While Beethoven uses the same melody for lines one and two,

Schubert varies the melodic material so that there is a

flow in the line through "Gold-Orangen gliihn." Beethoven

writes an ascending questioning line at "Kennst du es wohl"

(mm. 16-17), but Schubert further colors this question with

the effective opening interval of a tritone before he

ascends to "wohl." (See Figures 14 and 15).
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Keiinst du es wohi?

Uff V' .

Fig. 14--Beethoven, "Mignon," mm. 16-17

k s d s [
kennst du es wohi?
kennst dui es wohi?

Fig. 15--Schubert, "Mignon," mm. 17-18

In the case of the "Dahin" section, Schubert uses a

more flowing, sustained melody than in the first section,

just as Beethoven does. Both melodies conjure images of

Mignon's flight-to her homeland. But while Beethoven's

"Dahin" section reaches a climax in the repetition of the

poetic line., he relaxes the refrain by bringing the repeated

"Dahin's" down melodically, and extending the notes on the

E



38

syllable "Da-." Schubert, on the other hand, carried the

repeated "Dahin's" to an exuberant climax on the final note

of the section, a high A. Further indicative of Schubert's

heightened expression is the fact that he inflates Beethoven's

six-fold repetition of "Dahin" to an astounding eleven

repetitions.

Like ,Beethoven's, Schubert's setting is in the key of

A major. Schubert's modulation to C major before "ein sanfter

Wind" points up the growing excitement of Mignon in her

remembrances, while Beethoven saves the move for the con-

clusion of the fourth line. Then at the question "Kennst

du es wohl" he modulates to the dominant as Beethoven did

at this point.

The rising chromatic parallel thirds over a dominant

E pedal point gives a drama to the "Dahin" section which

could be overly exuberant. At the repetition of the phrase,

the five measures of broken chord sequences in D major relax

the mood temporarily. But the final repetitions of "Dahin"

combined with descending parallel thirds in the accompaniment

and the rising vocal line to the final A prove the dramatic

excess which Schubert leaves us with at this point. The

"Dahin" section ends in A major, and the change to the A

minor mode for the third verse is appropriate to its more

powerful imagery of the dragon's brood and the treacherous

Alps.
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That Schubert's setting sounds like an arioso is under-

standable when we know more about the development of his

style. Schubert's early song-writing contained an excess

of dramatization. He was drawn to texts such as the ballad

which lent itself to extended recitative-arioso-aria settings.

Also, his harmonic restlessness often drew attention to

itself, and away from the melody. Toward the period from

about 1815 to 1823 Schubert was moving away from this dramatic

excess, and concentrating more on strophic composition and

consistent musical texture. However, there was still some

dramatization as we see in "Kennst du das Land" which was

written during this period. Schubert gradually gained

tighter control although his melodies were still lyric. His

style approaches a synthesis of recitative and aria, which

was a feature of the later nineteenth-century style.24

It is suggested that the psycholocially rich Mignon

poem was set too early in Schubert's song-wri-ting career to

contain the synthesis of mood and musical illustration such

as in one of his later songs, i.e., "Der Leiermann." The

Mignon song shows his growing tunefulness, but it also shows

his inability to always grasp the depth of a Goethe poem.

It captures "a kind of wistfulness, which was certainly a

part of the character of the forsaken gypsy child, but (it

2 4Ivey, Song, p. 194.
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includes) as well a great deal of exuberance that cannot

have mirrored her psychological state."2 5

What Schubert did in this song was to address himself

to musical qualities: which he felt when he read the poem.

Surely, he borrowed external features from Beethoven's

setting; but what he added was his own ability to relate

his emotional response which he impulsively translated into

musical terms. With this approach to the importance of

musical expression, Schubert began to elevate music to a

level alongside the text, suggesting that the whole con-

ception was one. Although "Kennst du das Land" was an earlier

song that did not yet show the melding of music and text, it

shows the growing importance of the musical element. The

"Dahin" section is the clearest evidence of this; Schubert's

composition at this point is much longer and more elaborate.

Schubert pushed the balance between poem and music

further in the direction of musical dominance than did

Beethoven. He took what Beethoven offered in his setting

and added his own personal, individual style. At the same

time, Schubert's work was not directly related to that of

the Berlin School. "The true Schubertian song had no palpable

ancestor. It was the assemblage by some unexampled magnetism,

in a fortunate hour, of all the fiery particles of poetry and

music that were in the air." 2 6

251bid.

26Capell, Schubert's Songs, p. 31.
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Schumann, Robert

With the contribution of Beethoven and Schubert in the

early part of the nineteenth century, the Lied style was

fully matured by the time Robert Schumann (1810-1856) com-

posed his setting of "Kennst du das Land"2 7 in 1849.

Although Schumann was more literarily oriented than Schubert,

the role of music in song had reached such a level of

expression that the relationship between word and tone had

indeed become critical. The more complex harmonies, the

tendency toward more dramatically-conceived compositions,

and the more dynamic place of the piano in song all threatened

the humble role of music in the songs of the late eighteenth

century.

Robert Schumann wrote all of his Wilhelm Meister songs

in 1849 and published them as Opus 98a.28 This was long

after the Liederjahr in 1840, in which he wrote over half of

his songs. By then Schumann's style had undergone changes;

his songs were richer in texture, more complex harmonically,

musical declamation was more subordinate to the poetic line,

and he conceived his songs more dramatically.29 Schumann

retained the strophic form for "Kennst du das Land" but the

rest of the Wilhelm Meister songs are through-composed.

27 Robert Schumann, "Kennst du das Land," Op. 98a, No. 1,
Robert Schumanns Werke, Ser. 13, Vol. 4, edited by Clara
SchumannV(Farnborough, Hants., 1968), pp. 2-5.

2 8 "Kennst du das Land" also appears in the Lieder Album
fur die Jungend, Opus 79, No. 29.

Stein, Poem, p. 122.
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There is no apparent relationship between the Wilhelm

Meister songs and the novel. The music of "Kennst du das

Land" projects an atmosphere, a mood within the poem.

Although the song is more dramatically conceived than Goethe

intended, Schumann is able to capture an internal mood of

the psychology of Mignon in his music. And it is precisely

this psychological role that Schumann assumes in his music

which is one of his important contributions to the evolution

of the Lied style.

In his treatment of the synthesis of music and words,

Schumann does not settle for a mere description of mood as

we find in Schubert--rather, he projects a musical involvement

with mood.30 Instead of literal text illustration, he deals

with hastening movement and the exuberance of Mignon's flight.

Instead of merely furnishing a harmonic support for the voice

as did the composers of the Second Berlin School, Schumann's

piano accompaniment carries the movement forward in a dialogue

with the voice.

The elusiveness of Mignon's personality is fully captured

by Schumann in the mood of this setting. Her desire for

flight to Italy and her sense of frustration in this respect

are reflected in the restless harmony which is more complex

and expanded in this setting than in previous settings.

Schumann avoids strong cadences which might end the sense of

30 Ivey, Song, p. 200.
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movement and elusiveness, and thus the accompaniment obscures

the seams within the harmonic movement. "Nowhere in this

basically strophic format is there a sense of 'home,' and

even the few tentative arrivals at a key definition are

immediately frustrated by chromatically deceptive movements.

All of this is highly suggestive of the frustrations of

Mignon herself." 3 1

For the first time in the settings discussed in this

paper, the minor mode is used as the key; this setting is in

G minor. In the introduction a sense of brooding is projected

by the descending arpeggiated motive (m. 1) and a line of

large intervals. (See Figure 16).

Langsam, die beiden letzten Verse mit gesteigertem Ausdruck.(eJ\69.)

Fig. 16- -Schumann, "Mignon," mm. 1-4

The motive is reiterated at crucial points in the text such

as at "Zitronen bliihn" (in. 7) and at "Lorbeer" (in. 16), and

this adds continuity to the verse.

I1bid., p. 116.
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The kaleidoscopic harmonic palette is obvious from the

four-measure introduction. (See Figure 16). We encounter

immediately the combination of chromaticism andlarge leaps

plus the deceptive movement to a VI chord (m.3). Soon after

the voice enters, the G minor mode is weakened by the sug-

gestion of the relative major, G-flat, by means of a leading

tone secondary dominant (m. 6). Then Schumann introduces

a V/V in B-flat (m. 9), the resolution of which is avoided

by a movement to G minor (mm. 9-10). But the harmony tears

away from G minor chromatically and the evasion culminates

in the arrival of the subdominant on "Lorbeer" (m. 16).

Still there is no settling for the harmonic movement con-

tinues. Dominant chords give the hint of a reconfirmation of

G minor, but instead, we get G major (m. 19) just before

the refrain. This is not suggestive of tonic, but rather

of the dominant of C minor. A key center has still to be

closely established.

At the "Dahin" section there is the greatest amount of

harmonic ambiguity. As soon as there is evidence of a key,

Schumann avoids it. For example, the G major chord over the

C pedal implies C minor, but instead of resolving this

dominant feeling, Schumann launches directly into another

passing dominant, V/ii (m. 21). Again Schumann steers away

from a resolution to A minor by moving to a D major chord

(m. 22) and, likewise, to G major (m. 23). Finally, G minor

is re-established by an authentic cadence (mm. 26-27).
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The result of this type of harmonic movement is that

of a continuous effect. The overlapping of harmonic cadences

to avoid a key propels the work forward, producing a sense

of open phrasing. The final evasion occurs at the postlude.

The last chord is G minor, but the final melodic turn is up

to the D which is the dominant of the key,thus carrying the

elusiveness to the very end.

The piano accompaniment has reached a level now that

is more equal to that of the voice. The accompaniment is

more virtuosic, and its solo presence is felt in the form

of an introduction, interludes between verses, and the two-

measure postlude. There is more harmonic movement than vocal

display in the setting, and the result is that the voice and

piano have become interdependent.

Schumann binds the essentially syllabic vocal line

close to the text by use of declamation, particularly in the

opening lines. (See Figure 17).

Land, wo die i _ tro.nen ldfh'un, nu dunkelp Lanu die Gold. ran engli l'n,

b 75~,

Fig. 17--Schumann, "Mignon,Y" mm. 6-9
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He controls the declamation by his use of the rhythmic element;

the poetic meter is carefully coordinated with the use of

sixteenth and thirty-second notes. A sparse accompaniment

supports the first two poetic lines in declamatory style.

Then with a dramatic anacrusis (m. 9), the accompaniment

commences its harmonic journey in triplets at "ein sanfter

Wind" (Beethoven and Schubert both introduce the triplet at

this point in the text in their settings), while the voice

sweeps into a motive similar to that in the introductory

accompaniment. The climax of the phrase is effective if

the A is chosen rather than the optional E-flat (m. 12).

Instead of illustrating the word "hoch" by placing it on a

higher note, Schumann plays this word down vocally, and

begins the build toward the refrain through the "Kennst du

es wohl."

At the "Dahin" section the words fall expressly on

strong beats, whereas the lines of the verse open often on

the weak beat (mm. 5, 10). This use of strong beats in the

refrain is indicative of Mignon's affirmative desire to

leave for her homeland. But the basic elusiveness of Mignon's

psychological state, her uncertainty and insecurity are more

deeply reflected in the evasive accompaniment beneath the

vocal line. The refrain is stated twice, but without extensive

repetitions of "Dahin." This style remains far away from the

operatic tendencies of later composers. Schumann is able to

make his point without extended repetitions in this section.
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All three verses are identical. The interlude between

strophes one and two (mm. 27-30) is exactly like the intro-

duction while it is varied slightly before verse three

(mm. 53-54). At this point, Schumann introduces a deceptive

movement at "Ziehn" (m. 53) instead of an authentic cadence

as in the first interlude. The change appears to be an

effort to further the intensity and mood of evasion. The

only tempo and dynamic marking is at the beginning--"Langsam,

die beiden letzten Verse mit gesteigertem Ausdruck"--

"Slowly--both last verses with increased expression." Both

these devices are efforts to overcome the ever present

problem of the limitation of the strophic form.

The form of Schumann's setting is very compact and

concise in the tradition of Reichardt's strophic form. But

the setting is expanded musically, particularly in the piano

and the harmony. The concise musical reflection of Mignon's

psychological state is an indication of strong tendencies

toward a synthesis of word and tone. The Lied is, at this

point, farthest from the operatic style in the nineteenth

century, but it is not as overly simple as Reichardt.

Liszt, Franz

In the early part of the nineteenth century the ideals

of the Second Berlin School were still popular. Beethoven,

Schubert, and Schumann elaborated the strict musical idiom

of the earlier composers, but their style still retained a
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certain formal framework which precluded the expansiveness

and dramatic intensity that later composers incorporated

into their own style.

In the course of the comparison of the eight settings

of "Kennst du das Land" throughout the nineteenth century,

those of Franz Liszt (1811-1886) and Peter Ilyich Tchaikovsky

(1840-1893) show a clear development of a freer style in

the pursuit of a musico-poetic synthesis. The search for

a new expressive idiom led to the use of freer form, more

daring and colorful harmonies, and a trend toward a more

operatically dramatic vocal line.

Liszt wrote two settings of "Kennst du das Land"--the

first in 1841, and the second in 1860.32 The 1860 setting

is essentially the same as the 1841 version; only the major

differences in the 1860 setting will be discussed.

The composers who set this song before Liszt conceived

it with ideals of strophic form and a strong sense of tonality

in mind. As the nineteenth century progressed, harmonies

became increasingly charged, and form expanded with dramatic

intensity.

The freedom with which Liszt sets the 1841 "Kennst du

das Land" results in the alteration of the strophic form.

The second verse is altered enough to call it a varied

32
Franz Liszt, "Mignon's Lied," Lieder und Gesange inFranz Liszts Musikalische Werke, Ser. 7, Vol. 2, edited byFranz Liszt-Stiftung (Farnborough, Hants., 1966), pp. 23-30,68- 75 .
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strophe, but the free form of the third verse causes it to

be set apart from the other two. These attempts to express

the dramatic mood of the third verse leads to a departure

from the limited strophic form. The extended repetitions

in the final refrain further alters the form. A suggested

basic structure for the setting is:

A A B XX X y X' Coda

The X represents the "Dahin" section and the y stands for

a short section before the final refrain.

Instead of using long lyrical melodic phrases in his

setting, Liszt employs the symphonic device of the motive

as a unifying element which binds the text and the music.

The song opens with an introduction of the motive in the

accompaniment in F-sharp major. (See Figure 18).

IL I-%

r"Kennet 

du das Land, W6 die ZL tro n enbl~hn ', I'M

Fig. 18--Liszt, "Mignons Lied" (1841), mm. -- 3
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Melodically,the motive consists of an appoggiatura followed

by a descending leap of an augmented fourth. After the first

announcement of the motive, the voice follows with two repe-

titions of the same motive (mm. 1-3). Whereas Beethoven,

Schubert, and Schumann expressed the opening question with

an ascending melodic line, Liszt uses a descending line.

But then he adds a fermata after the first poetic line,

creating the pause for a reply after the question (m. 3).

After a colorful ascending chromatic sequence on "Gold-

Orangen glih'n" the first four-measure phrase is completed

with a modulation to A-sharp major which continues as

enharmonic B-flat major. The initial motive is repeated

another three times in B-flat major with the voice entering

on the second statement (mm. 7-9). A fermata after "Himmel

weht" continues the questioning effect before the chromatic

build through a crescendo to D major and leap to F-sharp

which form the climax of the entire period (mm. 9-11). The

colorful harmonies and the motive with rolled chords beneath

it present a pleasant background for Mignon's yearning

questions. So far the vocal line is relatively declamatory;

the repetitions both in the voice and the accompaniment are

dramatic devices--certainly a departure from any lingering

Second Berlin School aspirations.

The question "Kennst du es wohl" is emphasized by the

use of certain musical devices. When the voice enters with
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the question, the leap from "Kennst" to "du" is a diminished

fifth, the inversion of the augmented fourth in the main

motive. Also, the words "Kennst" and "wohl," which are the

stressed syllables of the line, are given emphasis by falling

on the beats containing rests in the accompaniment (m. 14).

The second question is a repetition of the first while the

third statement of the question is highlighted by a larger

leap of a minor sixth and appoggiatura on "du" (m. 17).

The augmentation of "wohl" proclaims the finality of the

question before the answer in following measures. Harmoni-

cally, Liszt adds even more intensity to the combination of

all these devices by evading the progression V-I in F-sharp

major--rather, he alternates between V7 and ii 0 chords

throughout these questioning measures (mm. 13-17).

There are several things which make the. following

"Dahin" section exciting. While accompaniment contained

primarily rolled chords for the first verse, at "Dahin" it

changes to arpeggiated chords in a triplet rhythm over a

tonic pedal, giving a more fluid movement to the line

(Beethoven, Schubert, and Schumann introduced the triplet

figure earlier in the verse). The repeated "Dahin's" ascend

by leap in a rhythmic sequence (mm. 20-21), again to a

sustained F-sharp which is the climax of the phrase.

Liszt repeats the refrain textually in verse one, but

the music changes. The melodic line builds to the F-sharp
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again by sequence, and then repeats this high note through
"dir" (m. 26). The accompaniment moves through a passing

modulation to G major at this point, and settles back to

F-sharp major at the repetition of "mit dir" (m. 28). The

German 6 chord (mm. 21, 25, 27), adds color to the refrain,

and, reiterated enharmonically as V 7 of G, leads effectively

into the passing modulation to G major. (See Figure 19).

141

hin mit

A 14,
An -1A

Elm 11 1 ta

d IMAM

1109
,Owl

,OwlOwl

Fig. 19--Liszt, "Mignons Lied" (1841), m. 25

The second verse is essentially the same as the first,

except for some variations to accommodate the change in text.

Musically, everything happens earlier in the second verse.

The main motive appears first this time in the voice rather

than in the accompaniment. (See Figure 20). It is as if

the introductory measure to verse one were placed a measure

later textually in verse two (mm. 31-33), while the melody of

the first verse, at "im dunkeln Laub die Gold-Orangen" (m. 4)

is also placed earlier textually in verse two.
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,' Kennst du das Haus? Auf

Fig. 20--Liszt, "Mignons Liedd" (1841), mm. 31-33

The modulation to B-flat occurs two measures earlier than

in verse one, this time by means of a German chord. The

descending line on "es schimmert das Gemacht" which outlines

the V7 chord, concludes on a low B-flat, gracefully carrying

the line to its conclusion.

The chords move solidly and chromatically as Mignon

asks herself, "was hat man dir,?" (mm. 40-42). The concluding

"du armes Kind, getan" (mm. 42-43) is spoken softly above

rests in the accompaniment as if Mignon recognized her

handicap as a child in this situation. The phrase cadences

in D minor instead of D major as in the first verse, thereby

emphasizing the poignancy of the text.

The refrain to the second verse is exactly the same as

that for the first verse. Even the transition into verse

three is the same, although the verse itself is completely

different.
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There are several dramatic changes structurally and
musically in verse three. First of all, the meter changes

from common meter to 6/4 which makes a flowing line, espe-

cially with the use of a triplet figure in the accompaniment.

The accompaniment becomes much more complex here as the

motive moves through the inner voices (mm. 63-65). The

accompaniment is carrying the line here while the vocal line

sustains a long chromatic ascension through the verse to the

D on "Es stiirzt" (m. 70).

Text-painting is much more evident in this verse than

in the other two verses. For example, during the scene of

the journey over the Alps, the sustained vocal line connotes

the cautious traveller while the chromatically hesitant

appoggiaturas in the accompaniment imaginatively paint the

dangerous path of the mule. (See Figure 21).

Ne . . be sei ._nen

Fig. 2 1--Liszt, "Mignons Liedd" (1841), m. 66.
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A change of mood occurs with a modulation to B-flat as the

text introduces the dragons' brood. The arpeggiated accom-

paniment conjures up images of the past in our imagination.

Then the rocks fall with the octave drop in the melody at

"Es sturzt der Fels" (m. 70). The agitated accompaniment

and increased sonority express the danger here. The forte

melodic descent by step in the vocal line illustrates the

rushing water, and the accompaniment picks up the flood by

moving gradually upward in an ascending and descending

arpeggiated motion (m. 72).

The refrain for the third verse is organized quite

differently from the other two verses. It begins in the

original F-sharp major in common meter, and the first "Kennst

du ihn wohl" is the same motive as in the other verses. The

second "Kennst du ihn wohl" is a departure melodically, and

is also extended into further repetitions of the opening

lines of the three verses: "Kennst du das Land," "Kennst

du das Haus," and "Kennst du den Berg" (mm. 77-80). The

vocal line descends melodically through these phrases, and

the final phrase begins pianissimo and concludes with a

relaxed rallentando to a low C-sharp (m. 81). This small

section is like a summary of what Mignon has recalled in

previous lines of the poem. The reflective mood of the line

is a striking contrast to the strong "Dahin" section which

follows.
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The accompaniment of this "Dahin" section changes to

dramatically extended arpeggios in sixteenths, rising chro-

matically as the mood rises toward "Geht unser Weg!" The

repetition of this phrase changes harmonically with a passing

modulation to A major (mm. 91-92). After the return to

tonic and a brief interlude, an eight-measure coda which is

made up of the phrases of the previous refrains is introduced:

"Dahin lass uns zieh'n," "Dahin geht unser Weg," "o Vater,"

"o mein Beschutzer," "Geliebter, dahin!" (mm. 95-100).

The bits of text are bound together by the crescendo, and

by the moving arpeggios and urgent broken chords in the

accompaniment. Set off by fermatas, the final two phrases

are left with sparse accompaniment, thereby emphasizing their

declamatory significance. The two-measure piano postlude

extends the softness of the coda through high ascending

chords.

The form of the 1860 setting is the same as the 1841

version; the changes occur within the form. The harmony

remains essentially the same also; both settings are in

F-sharp major.

The first obvious alteration is in the introduction.

Whereas the 1841 introduction was simply a statement of the

motive, the 1860 introduction is a long extended rising line

of single notes to the opening chord of the 1841 version.

(See Figure 22).
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una corda

Fig. 22--Liszt, "Mignons Lied" (1860), mm. 1-4

The principal alteration of Liszt's second setting is

the use of 6/4 meter rather than 4/4. The 6/4 meter pro-

duces a more flowing line. It is particularly more

expressive because there .are more subdivisions of the beat

in 6/4, and therefore more of a variety of note values to

express the speech rhythm of the text. "O mein Geliebter,

zieh'n" at the end of the refrain to verse on (mm. 31-32)

is particularly expressive rhythmically because of the

co-ordination of musical rhythm with the meter of the poetic

line. (See Figure 23).

dir, o meinGelieb.ter, ziehn!

A IMn. a tempo

0

Fig. 23--Liszt, "Mignons Lied" (1860), mm. 31-32

iro
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The modulation is to the major mediant, B-flat, as in

the first setting, but this time the modulation is achieved

through a colorful German which resolves to the V7 of

B-flat. The key signature of B-flat is added to this version

which does away with the abundant accidentals of 1841.

The meter is changed back to 4/4 at the question

"Kennst du es wohl." This effectively separates the question

from the more lyric 6/4 sections, giving the question a more

straight, declamatory sound with sparse accompaniment beneath.

There is a return to 6/4 at the "Dahin" section, bringing

back a liquid movement to the line, and the more dramatic,

freer sound. The section is underscored in triplets as in

the first setting.

The second verse begins with the voice and accompaniment

stating the motive simultaneously, whereas the voice enters

after the accompaniment introduced the motive in the 1841

setting. The ensuing melodic line is altered, and the

modulation to B-flat occurs a few words earlier on "Saulen"

(m. 39), rather than on "Dach." The modulation to D major

before "Kennst du es wohl" in verse two is accomplished

differently; it occurs through a C-sharp diminished seventh,

a chord on the leading tone of D major. (See Figure 24).

The cross relation of F-sharp soon after an F-natural gives

an abrupt movement into the question, as if Mignon were

suddenly jolted into reality for a moment before the question.
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Fig. 24--Liszt, "Mignons Lied" (1860), mm. 46-48

The third verse is altered in an interesting manner.

The voice takes on a different melody at the opening of the

verse. (See Figure 25).

Etas bewe ger.

Kennst du den Berg and seinen' olkensteg?
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Fig. 25--Liszt, "Mignons Lied" (1860), mm. 68-69
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It is the same rhythmically as the main motive, but the notes

are different. It becomes a subordinate melody to the main

motive which is in the accompaniment. The motive is hidden

in the accompaniment chords notation-wise (it is more clearly

notated in the 1841 setting), discernable by the accent

on the D (m. 68). The placement of the motive in the

accompaniment throughout this verse lends unity to this

section. The accompaniment at this point is even more

dramatic in this version with its vivid tremolo and the

sonorous illustration of the flood. (See Figure 26).

lane

Flut!

Fig. 26--Liszt, "Mignons Lied," (1860), m. 77

The same summary of text bits occurs before the refrain.

The coda also is the same except for a longer postlude at

the end and an extension of the vocal line with an added

final "Dahin!"

The detailed analyses of these Liszt songs is evidence

of the growing elaboration of the musical idiom in the mid-

nineteenth century. While Reichardt's melody can stand
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alone without the accompaniment, the melodies of the nine-

teenth-century composers were progressively more connected

with harmony. By the time of Liszt, the accompaniment had

gained prominence in the setting of this song.

Liszt did not aim for the concentrated intimacy of the

Lied composers before him; his conception of the Lied was

"more dramatic, broad, rhapsodic."33 The piano is not more

important than the vocal line, but it is more illustrative

of the mood of the text rather than serving to unify text

and music. The emphasis has clearly shifted to the importance

of the music over the words.

Tchaikovsky, Peter Ilyich

Tchaikovsky's setting of "Kennst du das Land" in 187434

is further evidence of the tendency for the freer, more

virtuosic idiom to permeate the song style of some later

nineteenth century composers. The freedom with which he

sets the song results in a further alteration of the poetic

structure to suit the demands of the music. The order of

the verses in this setting is arranged so that verse three

comes after verse one, and verse one is repeated at the end

of the song. The introduction is played again at the end

of the setting as a postlude, and this helps to balance the

33 Elain Brody and Robert A. Fowkes, The German Liedand Its Poetry (New York, 1971), p. 208.
34 Peter Ilyich Tchaikovsky, "Mignon's Lied," Six LiederOp. 25, No. 3 [Complete Works], Vol. 44 (Moscow, 1940-

pp. 113-119.
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piece musically. The order within the song can be illustrated

by the following diagram:

Introduction Al A B2 Al' Postlude (Introduction)

The A' section is a varied version of A, and is a setting of

verse three. Section B, the second verse, is set to com-

pletely different music; even the refrain is different,

represented by Y. The first verse is repeated with a varied

accompaniment and with the same refrain, except for a very

short extension at the end of the refrain. The digression

in the B section causes a discontinuity of strophic form

which places this form closer to a through-composed setting.

A more specific form designation would be a ternary structure

--ABA. This change in the formal pattern of the poem is

an obvious departure from a true synthesis of music and

text, and represents an expansion of musical demands.

The eight-measure introduction is an elaboration of

the musical element and, in length, is beyond any previous

setting of this song. The introduction opens in the key of

E-flat major and consists mainly of arpeggios and rolled

chords. The opening measure relates melodically to the main

vocal line and effectively serves as a prelude to the entrance

of the voice (m. 9). Other than the introduction and post-

lude, there are no more significant interludes for the piano

in this setting.
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The vocal line is basically syllabic, moving primarily

in eighth notes. The melody consists of a four-note motive

(mm. 12-14) which begins at the entrance of the voice and

gradually gains momentum as it ascends through the poetic

line to "hoch der Lorbeer steht." (See Figure 27).

creso.

W- L

cHnH laxoTaK Kap,ro.pHT no 3e.neHba .o ryCTo .. Tb
eiel Weht d e Myr.4he stIand hch der Lor-beer ste? k+ee

lw I U.

Fig. 27--Tchaikovsky, "Mignon's Lied," mm. 13-15

This dynamic movement in the vocal line lends a dramatic

element to Tchaikovsky's composition.

The color in the verse is provided basically by the

harmony. Much of the harmony centers around dominantly

functioning chords, implying a movement to chords other

I
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than tonic. For example, the voice first enters to arpeg-

giated dominant chords over a tonic pedal (m. 9). The bass

then descends chromatically (mm. 10-12). At the doubled

E-flat (m. 13) the bass descends slowly diatonically until

it reaches V/vi (m. 15), the dominant in C minor which

begins at "Kennst du es wohl." (See Figure 27). This

downward diatonic movement is in contrast to the upward

motion in the vocal line, and is a smooth and simple pre-

paration for the modulation. "Kennst du es wohl" is given

G minor emphasis and intensity is achieved by the reitera-

tion of a motive closely related to that of mm. 12-14.

The refrain is set in an exuberant manner in the tonic

E-flat, and the sixteenth notes in the accompaniment portray

the eagerness and excitement of Mignon's yearning to return

to her homeland. The climax of the section, one of the

examples of vocal drama in this setting, occurs in the

ascending line to the G-flat at "mit dir, o mein Geliebter,

zieh'n" (mm. 20-21). The accompaniment continues the

ascension as it moves through a passing two-measure modulation

to G-flat major, the borrowed III chord from the minor

(mm. 21-22). The harmony moves immediately back to the

dominant of E-flat as "Kennst du es wohl" is once again

repeated.

The next verse, which is the third verse of the poem,

is basically the same as verse one, except for some musical

variations. The vocal line is minimally varied, utilizing

r .



65

rhythmic displacement to accomodate the change in text.

While the bass line in the accompaniment is the same, the

upper voices now move in arpeggiated sixteenths. This

diminution quickens the pace and adds excitement to this

imaginative verse. The refrain is exactly the same as in

verse one.

The third verse (verse two of the poem) in the setting

is musically separated from the rest of the song. This

verse is in B-flat major, the dominant of the original key,

while all the other strophes are in E-flat. The verse

opens with an upward leap of a fourth (mm. 42-43), rather

than a sixth as in the other strophes, and the melodic

material is new. Thus, the B-flat section represents the

greatest departure within the setting. In previous settings

it is the third verse of the poem which serves as the vehicle

for digression within the form. Most composers have seen

the dramatic text of the third strophe as more condusive to

musical elaboration rather than the more solemn second strophe.

This verse is also a harmonic departure from the rest

of this setting. The verse opens not on tonic B-flat, but

on the ii7 chord which moves on to the dominant (m. 43).

This harmonic instability implies a vagueness as the pro-

gression moves on through several secondary dominants before

a tonic chord is reached (m. 49). A soft four-note motive

builds sequentially by thirds while in alternation with the

piano (mm. 51-53). At "mit dir" (mm. 53-54) the motive is
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intensified to a single rising third to the climactic forte

F. The accompaniment also answers this fragment before the

accented bass octaves majestically descend into the final

verse in E-flat. The shortened "Dahin" section in the third

verse produces an intensification with the subsequent early

return to the first strophe.

After this digression in the third verse, the first

verse is repeated melodically as before. The accompaniment

changes from eighths in the earlier statement of the verse

to sixteenths with the added sonority of inner voicing in

the repetition at the end of the song. The descending bass

line is the same but with octave doublings. The refrain is

repeated exactly as before, the only difference being the

extension of the final line with the additional "Ach, dahin."

The song is rounded out with the repetition of the introduction

as a postlude.

Tchaikovsky's treatment of the setting is very free.

He has a sense of musical form and balance with the repeti-

tion of the first verse at the end of the song. But this

rearrangement of the poetic form is only for satisfying the

composer's dramatic musical demands of the poem. There is

a sense of operatic style and mood illustration, but basically,

there is little attention given to the meaning of the text

itself; the integration of text and music is disregarded

for the musical expression. The most interesting aspect of
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the setting is the inversion of the second and third strophes

of the poem. That Tchaikovsky chooses to elaborate the

second verse is unusual considering that the third strophe

contains the most dynamic and dramatic text.

Wolf, Hugo

Hugo Wolf (1860-1903) represents the culminating point

in the development of the Lied. In the late nineteenth

century, Wolf drew together the formal Lied style of Schubert

and the dramatic devices of later composers into a fully-

developed Romantic style of his own. Influenced by late

Romantic actors' style of recitation, Wolf combined careful

declamation with the musical drama of opera. This melodic

language, the expanded harmony, and the prevalence of the

accompaniment were fused into a small, but complete musical

form.

Wolf first wrote "Kennst du das Land" in 1888.35 Per-

haps the piano was inadequate for his intentions, for he

wrote an orchestrated setting of the song in 1890. Since

the 1890 orchestral version was lost by Wolf himself, he

reorchestrated the Lied in 1893.36 The descending counter-

point in small notes on the first page of the Peters piano

35Hugo Wolf, "Mignon," Gedichte von Goethe I 9(Leipzig, n.d.), 27-33.
36
The first version was subsequently recovered by theVienna Hugo Wolf Verein. Both versions were published post-humously in 1904. Cited in Frank Walker, Hugo Wolf (New York,1952), p. 491
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version is a detail added from the orchestral score of

1893.37 (See Figure 28).

0a .00 a cr 0 O .

.. fina duniden Laub.~ die Gold - o - rangoen'ghin,

__r-10.0

Fig. 28--Wolf, "Mignon," mm. 5-12

At first glance, Wolf's setting of "Kennst du das

Land" appears to be overly expansive and complicated. But

close observation proves the song to be a very tightly

organized stophic setting; the subtle variety within each

stanza qualifies the setting as strophic variations. The

sections of the poem ar.eclearly defined through changes in

melody and accompaniment, harmony, and meter. This

37Ibid p. 246.
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diversification within the stanzas adds interest while all

the parts are held together by the use of motives, inter-

ludes, and the increased intensity of expression of Mignon's

character from stanza to stanza.

The verses are held together by a similar harmonic

pattern while each verse is organized within a framework

of changing meter. The basic harmonic structure and meter

changes are outlined below:

Key Meter

Introduction G-flat Major 3/4

First four poetic G-flat--E-flat Major 3/4
lines

"Ken:nst du es wohl" F Minor 9/8

"Dahin" section G-flat Major 9/8-3/4

In the first verse, the four-bar introduction in 3/4 meter

establishes the key of G-flat major. The first section is

comprised of the first four poetic lines in eight-bar phrases,

and punctuated with a modulation at mid-point to the altered

VI, E-flat major (m. 13). The second section, "Kennst du es

wohl," is set in F minor (although tonic is never heard)

while the meter is altered to a more animated 9/8. The

third part of the strophe, the "Dahin" section, is in the

original G-flat, and set in three bars of 9/8 and three bars

of 3/4.

The second strophe is the same harmonically as the first,

but in the third, more dramatic verse there are some
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alterations. The verse opens in a moody parallel F-sharp

minor instead of G-flat major (m. 78), and at the second

poetic line (m. 86), instead of E-flat major, there is a

modulation to D-sharp minor, the enharmonic of E-flat minor.

Finally, a four-bar extended interlude is interpolated into

this verse, and leads harmonically into the F minor question

section. The basic harmonic form is apparent, and the

tremolo in verse three is effective in expressing the more

intense text of that verse.

Another unifying factor is the use of a three-note

motive originating in the introduction, and consisting of

an ascending half step and return to the original note.

(See Figure 29).

kervortf

e r 0 d oco a ,p o cre 0.

Fig. 29--Wolf, "Mignon," mm. 1-8
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As it is taken up by the voice (m. 5), it appears simultan-

eously in the accompaniment at the interval of a third.

The motive reappears in the accompaniment in verses two and

three as well as in interludes, and acts as a binding prin-

ciple for the entire form.

Wolf copes with the problem of varied expression in a

strophic setting by increasing the musical and rhythmic

tension from verse to verse. Although the verses are similar

harmonically, there are melodic differences which help to

define the successive verses. The use of the motive in

verse one sets up a musical association with Mignon and the

land of her memories; its recurrence at points throughout

the setting are reminiscent of Wagner's Leitmotif. This

association creates a unity of the verses while variety is

achieved by specific text illustration within the single

verse-- for example, the colorful chromaticism on "Zitronen

bliihn" (mm. 7-8) and the rising line to "Gold-," followed

by a deep descent to "gliihn." (See Figure 28). The climactic

high note on "hoch" (m. 18) is typical of the illustration

of this word in previous settings.

The increased tension of the lines of the verse leads

into the "Kennst du es wohl" section. The "Belebt" marking,

the change to F minor, and the meter altered to 9/8 set up

an animated contrast to the preceding section. Marked

"Leidenschaftlich" in the accompaniment (m. 21), it calls

for a passionate expression of the two measures before the

_ - A e
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voice enters calmly ("Ruhiger") (M. 23) at "Kennst du es

wohl." The piano becomes animated again, and then settles

for the repetition of the question. The contrasting tempi

and dynamics create a passionate intensity that lead up to

the even more exuberant "Dahin" section.

The short, but compact "Dahin" section reaches a climax

quickly with a scalewise ascent to "dir" (m. 35) in the

accompaniment while the vocal line stretches in a syncopated

melodic sequence to the high A-flat. (See Figure 30).

Jeidensckaftlichk ingebend

Da - hint

.da - binlmicht.... ich mit

oIW' mw -.,P-- -

Fig. 30--Wolf, "Mignon," mm. 32-34

4
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The syncopation in the accompaniment and the accented lower

appoggiaturas in the rising bass line contribute to the

breathless movement in this section. The vocal line tapers

off at the end of the section, and this quasi-recitative

line is modified in each verse as if to reflect Mignon's

changing appeal to Wilhelm as loved one, protector, father

(mm. 35, 72, 113) .38The appearance of the three-note motive

in the interlude (mm. 37-38) relaxes the tension by recalling

the more peaceful earlier expression of the verse, and the

further tapering of the accompaniment anticipates the opening

of the second verse.

Verse two is similar to the first except for some

melodic and rhythmic changes. In an effort to vary the

strophes, Wolf does not use the motive in the voice--rather,

he keeps it in the accompaniment as a subtle symbol of

Mignon's memories. The rhythmic tension is increased with

the changed syncopation, and the added triplet on the first

beat of each measure. The question and "Dahin" sections are

the same as in verse one, creating the same passionate

contrast to the verse section.

The more dramatic third verse is bolstered by the

addition of new music which expresses the more vivid text.

The motive is, again, only in the accompaniment, not in the

38 Eric Sams, The Songs of Hugo Wolf (New York, 1962),
p. 125.
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voice, and the change to a minor mode is particularly

illustrative of the text. The tension of this strophe is

heightened over the other verses with the use of a tremolo

in the accompaniment in the verse section and a more urgent

dotted rhythm in the vocal line. This section is extended

by a new four-measure interlude in F minor which precedes

the return of the original interlude and question section

(mm. 95-98). The final difference in the third strophe is

an extension of the last phrase by a repetition of "lass uns

ziehn" and a pianissimo tapering of the entire song with two

final statements of the motive in a four-measure postlude.

The voice and piano in Wolf's setting are almost

completely independent of one another. Seldom is the vocal

line duplicated in the accompaniment, and the rhythm of

the voice is separate from the sometimes multiple layers of

rhythmic activity in the accompaniment (See Figure 30).

Yet, the vocal line cannot stand alone; it is inextricably

bound to the harmony and rhythmic movement beneath it. This

independence of the voice and accompaniment would seem to

imply that the setting is far removed from the more inte-

grated style of Schubert. But in its clear use of form,

this setting does suggest that of Schubert, and, furthermore,

the sparse use of repetition and close attention to the text

recall Reichardt's ideals. Wolf assimilates these musical

devices of previous composers, including the passionate drama-

tic element of Liszt and Wagner, and produces his own style of

music andpoetryina balanced, complete, original whole.
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Conclusion

The alternation in the balance of words and music in

the Lied throughout the nineteenth century is shown in these

eight settings of "Kennst du das Land." In attempting to

achieve a musico-poetic synthesis in this poem, composers

were faced with the basic problem of dealing with a strophic

form. The difficulty presented by the strophic form is

that of producing the dynamic quality contained in the

differing texts of the successive stanzas without seriously

endangering the structure of the poem itself. Some chose

to alter the form of the poem for the sake of musical demands,

and others chose to maintain the poem's integrity while

concentrating upon expression within each successive stanza.

While each stanza presents a separate image for expression,

the two sections of the poem which particularly lend them-

selves to musical elaboration are the "Dahin" section and

the dramatic text of the third stanza.

Reichardt retained the exact form of the poem in his

setting; each verse is set to the same music. Strict

adherence to the text was foremost in the minds of the members

of the Second Berlin School, often at the expense of musical

expressiveness; the sparse accompaniment and denial of

colorful illustration resulted in an overly tight control

of the musical aspect. Reichardt did expand musically at

the refrain, but the text suffers in this setting because
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he did not allow enough latitude to express the dynamic

progress within the poem as presented by the successive

stanzas.

The settings of Beethoven, Schubert, and Schumann

reflect the potential of the music for enhancing the text,

and the music began to occupy a more important position in

the development of the Lied style. Recognizing the changing

moods within the poem, Beethoven varied the rhythm of the

vocal line in each strophe and gradually increased the

sonority in the accompaniment from stanza to stanza. At

the "Dahin" section there is a change of meter, and the

third verse is written in a minor mode to further intensify

the text. Like Beethoven, Schubert chose to elaborate the

third, more dramatic verse by using a minor mode, while

Schumann set the entire song in A minor.

The encroaching musical factor is most apparent in

these composers' expansion of the "Dahin" section. This

section of the poem becomes a vehicle for expression

through means of elongated, lyric vocal lines, colorful

harmonies, and in the case of Beethoven and Schubert,

extensive repetition. Both Beethoven and Schubert increased

the tempo of the refrain, although Schubert did not change

the meter as did Beethoven. The music frequently dominates

the text in Beethoven's and Schubert's settings, but the

integrity of the poem is maintained except for a few excessive

repetitions in the refrain.
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Schumann more specifically focused upon the psychology

of Mignon, and his harmonic treatment in particular repre-

sents one of the most effective means of musical portrayal

of Mignon's illusive character. The accompaniment is brought

from mere background support to an equal level with the

voice, and is often heard now in the form of introductions,

interludes, and postludes. Although all the verses in

Schumann's setting are identical, the illusive quality in

the harmony strongly indicates a closer relationship of the

music to the text. The Lied style was at its height at

this point.

In the case of Liszt and Tchaikovsky, the tendency

toward vocal display and a more dominant accompaniment led

the Lied away from a musico-poetic synthesis once again

to an imbalance with more weight on the music. The motive

becomes an effective musical tool for identifying mood, and

operates as a unifying mechanism in Liszt's and Tchaikovsky's

settings, as well as in the later setting of Wolf. Whereas

Beethoven used a meter change to set off the "Dahin" section,

Liszt was the first to alter the meter at the third verse;

the meter change is from 4/4 to 6/4 in his 1841 version.

His 1860 version is set to a flowing 6/4 from the outset;

a change to a more declamatory 4/4 is reserved only for

"Kennst du es wohl." Text-painting of verse three is heaviest

in Liszt's settings, and strongly detracts from the vocal

line.
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Although repetition of text was employed by earlier

composers of this song, a certain formal framework was

maintained; the extent to which Liszt and Tchaikovsky

carried their repetitions altered the structure of the

entire poem. Liszt did not radically alter the poem until

the colorful third stanza. This stanza is set for the

first time to entirely different music in Liszt's song, while

the refrain is only a variation. It is the textual additions

which create the new form in both of his settings. Before

the final refrain, Liszt inserted a short summary of the

opening phrases of all the stanzas, and after the refrain

he added an eight-measure coda consisting of further

repetitions of previous text. The 1860 version concludes

with one final "Dahin" in the last measure. The extent of

musical alteration of this verse represents a dramatic

departure from the limited strict strophic setting.

Tchaikovsky altered the strophic form in an unusual

way. The positions of stanzas two and three are reversed

in his setting. Whereas the other composers chose to

elaborate the third verse of the poem, Tchaikovsky chose

the less dramatic second verse for his point of departure.

The setting is rounded out into a ternary form by the

varied repeat of the first stanza, and by the placement of

the introduction music as a postlude, thus creating the

longest of the eight settings.
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Liszt and Tchaikovsky created their versions of

"Mignon" in their own musically expressive style. But

their expansion of the musical element to the point of

drastically altering the original form of the poem seriously

jeopardized the fine musico-poetic balance achieved by

composers before them.

With Wolf's setting of "Kennst du das Land," the balance

of words and music in the Lied style shifted once again in

favor of the text, although not in as strict a context as

Reichardt's ideals. Wolf's setting can be viewed as a

synthesis of formal and technical devices of composers

before him--he maintained the stanzaic form of the poem as

did Schubert and Schumann, and he revived Reichardt's ideals

by relinquishing repetition for fidelity to the text.

Liszt's and Tchaikovsky's motive technique was employed by

Wolf likewise to create a unifying device for the stanzas,

while the declamatory element prevalent in the opera idiom

presented an intimate translation of the text into musical

terms.

All the stanzas in Wolf's setting are held together

by a basic harmonic structure, and individual sections

within each stanza are distinguished by harmony and meter

changes. Like Beethoven, he altered the meter of the refrain

for contrast; however, Wolf extended the meter change to

include the preceding "Kennst du es wohl." Stanza three
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was again the natural point for diversion into a minor mode

and varied melodic material as Beethoven was the first to

do.

The intimate relationship of the vocal line and the

accompaniment, although they are independent melodically

and rhythmically, meant a revived synthesis of text and

music in the Lied. Wolf's passionate lyricism did not

destroy the poetic line as it tended to do in Liszt--rather,

the innocently intense character of Mignon flows out of

the melody and harmony which are so closely bound together.

It is evident from the analyses of these eight settings

of "Kennst du das Land" that the total fusion of poetry and

music in the Lied is not possible. Both poem and music

must relinquish some of their autonomy. The result of their

combination is a song which is neither exactly the poem

nor entirely the music. Some lyric qualities of the poem

are naturally suppressed by the permanence of the rhythm

and melody of music. Reichardt's episodic musical view of

the Lied did not prevail in the nineteenth century. Sub-

sequent composers varied the strophes, sometimes drastically,

in order to translate their individual expression of the

poem into song.

The degree of rapport between word and tone in the
Lied varies greatly, and in memorable instances a
singleness of expression is achieved which over-
comes many of the obstacles imposed by the dif-
ferences in the two arts.3 9

39 Stein, Poem, p. 27.
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The superiority of Schumann's and Wolf's settings is

seen only in light of the definition of the Lied style--

that is, a vital expression of the text in musical terms

which does not detract noticeably from the text itself.

Ultimately, the development of the Lied--at a peak in

Schumann, and culminating once again in Wolf--led to a

poetically and musically balanced song form, and, in the

case of "Kennst du das Land," a record of the illusion and

intensity of the Romantic ideal.



BIBLIOGRAPHY

Books

Biedermann, F. von, Goethes Gesprache ohne die Gesprache mitEckermann (10 volumes), Leipzig, n.d.

Bielschowsky, A., The Life of Goethe (3 volumes), New York,
G. P. Putnam, 1905.

Brody, Elaine and Robert A. Fowkes, The German Lied and Its
Poetry, New York, New York University Press, 1971.

Capell, Richard, Schubert's Songs, New York, Macmillan, 1957.

Coffin, Berton, Pierre Delattre and Werner Singer, Word-by-Word Translations of Songs and Arias, Part I--German
and French, New York, The Scarecrow Press, 1966.

Creekmore, Hubert, editor, A Little Treasury of World Poetry,New York, Scribner's Sons, 1952.

Drinker, Henry S., Texts of the Solo Songs of Franz Schubertin English Translation, New York, The Association ofof American Colleges Arts Program, 1951.

Einstein, Alfred, Schubert, A Musical Portrait, New York,
Oxford University Press, 1951.

Garran, Robert Randolph, Schubert and Schumann, Songs andTranslations, Carlton, Victoria, Melbourne University
Press, 1971.

Goethe, Johann Wolfgang von, Gedenkausgabe der Werke, Briefeund Gesprache (27 volumes), edited by Ernst Beutler,
Zurich, Artemis-Verlag, 1950.

, Wilhelm Meister-.-Apprenticeship
and Travels (2 volumes), translated by R. 0. Moon,
London, G. T. Foulis, 1947.

Ivey, Donald, Song--Anatomy, Imagery, and Styles, New York,
The Free Press, 1970.

Lang, Paul H., Music in Western Civilization, New York,
W. W. Norton, 1941.

82



83

Miller, Philip L., The Ring of Words, An Anthology of Song
Texts, New York DoubleUday, 1963.

Porter, Ernest G., Schubert's Song Technique, London, D.
Dobson, 1961.

, The Songs of Schubert, London, William
an Norgate, 1937.

Reiss, Hans S., Goethe's Novels, London, Macmillan, 1969.

Sams, Eric, The Songs of Hugo Wolf, New York, Oxford Univer-
sity Press, 1962.

, The Songs of Robert Schumann, London, Methuen,
1969.

Schochow, Lilly and Maximilian, Franz Schubert, Die Texte
Seiner einstimmig komponierten LiederYandI ihre Dichter
(2 volumes), New York, Hildesheim, 1974.

Sears, Minnie Earl, editor, Song Index, New York, H. W.
Wilson, 1926.

Schuh, Willi, Goethe - Vertonungen: Ein Verzeichnis, Zurich
Artemis, 1952.

Smith, William James, editor, Granger's Index to Poetry,
6th ed., New York, H. W. Wilson, 1926.

Stein, Jack M., Poem and Music in the German Lied from Gluck
to Hugo Wolf,7Cambridge, Mass., Harvard University
Press, 1971.

Sternfeld, Frederick W., Goethe and Music, New York, The
New York Public Library, 1954.

Stevens, Denis, editor, A History of Song, New York, W. W.
Norton, 1960.

Walker, Frank, Hugo Wolf, New York, Alfred A. Knopf, 1952.

Zeydel, Edwin H., editor, Goethe, The Lyrist, 2nd ed., No. 16
of University of North Carolina Studies in the Germanic
Languages and Literatures, Chapel Hill, The University
of North Carolina Press, 1955.



84

Articles

Rolland, Romain, "Goethe's Interest in Music," Musical
Quarterly, XVII (1931), 157-194.

Stein, Jack M., "Musical Settings of the Songs from
'Wilhelm Meister,'" Comparative Literature, XXII
(1970), 125-146.

, "Was Goethe Wrong About the Nineteenth
Century Lied?" Publications of the Modern Language
Association, LXXVII (1962), 232-239.

Sternfeld, Frederick W., "The Musical Sources of Goethe's
Poetry," American-German Review, XV (1949), 16-23.

, "The Musical Springs of Goethe's
Poetry," Musical Quarterly, XXXV (1949), 511-527.

Treanor, Paul Arthur, Jr., "Goethe's Mignon Poems, Their
Literary Interpretation and the Musical Illustration of
Their Poetic Devices," Dissertation Abstracts, XXIV
(May, 1964), 4705-4706.

Walker, Ernest, "Goethe and Some Composers," The Musical
Times, LXXIII (1932), 497-502.

Williams, Charles A., "Thomson's 'Summer' and Three Goethe
Poems," Journal of English and Germanic Philology,
XLVII (1948), 1-13.

Music

Beethoven, Ludwig van, Ludwig van Beethovens Werke, Leipzig,
Breitkopf und Hartel, 1862-88; reprint ed., Ann Arbor,
Mich., J. W. Edwards, 1949.

Liszt, Franz, Franz Liszts Musikalische Werke, edited by
Franz Liszt-Stifhung, Leipzig, Breitkopf und Hartel,
1907-36; reprint ed., Farnborough, Hants., Gregg Press,
1966.

Reichardt, Johann Friedrich, Goethes Lieder, Oden, Balladen
und Romanzen mit Musik, edited by Herman Wetzel, Berlin,
VerlaganstaltHymnophon, n.d.

Schubert, Franz Peter, Franz Schuberts Werke, edited by
Eusenbius Mandyczewski, Leipzig, Breitkopf und Hartel,
1884-97; reprint ed., New York, Dover, 1965--.



85

Schumann, Robert, Robert Schumanns Werke, edited by Clara
Schumann, Leipzig, Breitkopf und Hirtel, 1879-93;
reprint ed., Farnborough, Hants., Gregg Press, 1968.

Schumann, Robert, 85 Songs, New York, International Music
Co., n.d.

Tchaikovsky, Peter Ilyich, [Complete Works], Moscow,
State Music Publishers, 1940--.

Wolf, Hugo, Gedichte von Goethe, Leipzig, C. F. Peters, n.d.

Encyclopedia Articles

Barnhart, Clarence L., editor, The New Century Cyclopedia
of Names (3 volumes), New York, Appleton-Century-
Crofts, 1954.

Blom, Eric, editor, Grove's Dictionary of Music and Musicians,
5th ed., (10 volumes), London, Macimillan, 1954.

Blume, Fiedrich, editor, Die Musik in Geschichte und Gegenwart
(15 volumes), Kassel, Brenreiter, 1949-73.

Sternfeld, Frederick and Egon Wellesz, editors, New Oxford
History of Music (4 volumes to date), Londoi~7Oxford
University Press, 1973.


