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Abstract 
This practice-based project investigates performing practices in the piano accompaniment 

ƻŦ /ŀǊƭ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎΦ ¢ƘŜ ǇǊƛƳŀǊȅ ƻǳǘŎƻƳŜǎ ƻŦ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ŀǊŜ ŀ ƭƛǾŜ ǊŜŎƛǘŀƭ ǇŜǊŦƻǊƳŀƴŎŜ 

and a written thesis commentary; recordings of the same repertoire are also incorporated in 

the written thesis as evidence of an earlier stage of this project that helped to prepare the 

way for the final recital.  

Existing research on Loewe places his music in its broader context but rarely 

considers performance issues directly. My practice-based research adopts an experimental 

approach whereby contextual issues, such as textual and musical analyses, are applied 

directly to the performance of specific ballads. The first chapter introduces the research 

context and the methodology which outlines the research strategy: exploration of music, 

text and relevant contextual matters, collaborative process and reflection approach. The 

second chapter considers the historical background of the ballad, the nineteenth-century 

literary and various other factors that influenced the development of the genre. The third 

chapter highlights the fundamental characteristics ƻŦ ǘƘŜ ǎǘȅƭŜ ƻŦ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ ŀƴŘ 

explores interpretative strategies.  

[ƻŜǿŜΩǎ ƻǳǘǇǳǘ ǿŀǎ ŀ ǎƛƎƴƛŦƛŎŀƴǘ ŦŀŎǘƻǊ ƛƴ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǘƘŜ ōŀƭƭŀŘ ŀǎ ŀ ƳǳǎƛŎŀƭ 

genre in the late eighteenth and early nineteenth century, and the fourth chapter thus 

ŜȄǇƭƻǊŜǎ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƭƛŦŜ ǿƛǘƘ ǇŀǊǘƛŎǳƭŀǊ ŦƻŎǳǎ ƻƴ Ƙƛǎ ŀōƛƭƛǘƛŜǎ ŀǎ ŀ ǎƛƴƎŜǊ ŀƴŘ ǇƛŀƴƛǎǘΣ ōǳǘ 

also on his improvisatory style and how it affects performance approaches. Chapter five 

examines the contextual aspects of the historically informed performance practice 

ƳƻǾŜƳŜƴǘ ŀƴŘ Ƙƻǿ ǎƻƳŜ ƻŦ ǘƘŜ ƳƻǾŜƳŜƴǘΩǎ ŦŀŎŜǘǎ Ŏŀƴ ŀǇǇƭȅ to the interpretation of 

[ƻŜǿŜΩǎ ōŀƭƭŀŘǎΦ !ƭƭ ŎƘŀǇǘŜǊǎ ŀǊŜ ƛƴǘŜǊƭŜŀǾŜŘ ǿƛǘƘ ŎŀǎŜ ǎǘǳŘƛŜǎ ƻŦ ǎǇŜŎƛŦƛŎ ŜȄŀƳǇƭŜǎ ŦǊƻƳ Ƴȅ 

experimental approach.  
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Chapter 1: Introduction 
This practice-based project presents a live recital performance accompanied by this written 

thesis commentary aiming to demonstrate the distinctive character of a number of Carl 

[ƻŜǿŜΩǎ (1796-1869) ballads and the important role of the accompanist, who is responsible 

for shaping the different sound worlds that emerge from these ballads. The German ballad 

is a significant type of art song in the nineteenth century. It is a marriage of music and 

poetry which saw a great development through the century, particularly as a result of the 

influence of Loewe, who was described (by Johann Vesque von Püttlingen)1 as the 

ΨƴƻǊŘŘŜǳǘǎŎƘŜƴ {ŎƘǳōŜǊǘΩ όΨbƻǊǘƘ DŜǊƳŀƴ {ŎƘǳōŜǊǘΩύ2 but is less well-known today.3 The 

ŘƛǎǘƛƴŎǘƛǾŜ ŦŜŀǘǳǊŜ ƻŦ [ƻŜǿŜΩǎ ballads is their exploration of complex and dramatic 

narratives. The method of interpretation in the present repertoire is based on particular 

characteristics, such as the significant character of the piano accompaniment as it has 

various roles. Specifically, with its different sound qualities, the piano accompaniment 

introduces scenes, it has the role of word-painting, it comments on the unfolding story, it 

represents characters of the story, the situations in which they are and the emotions they 

carry.  

The through-composed approach to form is also characteristic as it allows the series 

of events to be heard and understood clearly with the introduction of continuous new 

musical material where all images, colours and emotions of the text can be conveyed. 

Another feature is the presence of imitation of sounds and pictorialism and their 

elaboration in music that makes the story more vivid. CƛƴŀƭƭȅΣ [ƻŜǿŜΩǎ use of long 

introductions, embellishments, high and low tessituras, and detailed expressive indications 

gives his music an improvisational character. Even though these are common features with 

musical Romanticism, here they are specifically referred to as tools that can help to 

 
1 Johann Vesque von Püttlingen (1803-1883) was an Austrian composer and tenor singer who was acquainted 
with Loewe, as well as other famous composers of the time, such as Schubert, Schumann and Mendelssohn. 
wŜƛƴƘƻƭŘ {ƛŜǘȊΣ ŀƴŘ /ƘǊƛǎǘƻǇƘŜǊ IΦ DƛōōǎΣ άVesque von Püttlingen, JohannΣέ Grove Music Online, accessed May 
20, 2024, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000029262. 
2 Carl Loewe, Dr. Carl Loewe's Selbstbiographie, ed. C. H. Bitter (Berlin: W. Müller, 1870), 357. 
3 9ǿŀƴ ²ŜǎǘΣ ά[ƻŜǿŜΣ όWƻƘŀƴƴύ /ŀǊƭΣέ Grove Music Online, accessed Oct 5, 2019, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000016869. 
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communicate the textual narrative and do so in a more definite way than in instrumental 

Romantic music. 

All the above features are interrelated and give [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ ǘƘŜƛǊ narrative 

qualities. The text of the ballad often retells stories of legends, supernatural creatures, 

history, mythology,4 with epic, dramatic and lyric elements incorporated in their narratives, 

ŀƴŘ [ƻŜǿŜΩǎ ǎŜǘǘƛƴƎǎ ŦƛƴŘ ǳƴƛǉǳŜ ǿŀȅǎ ƻŦ ƘƛƎƘƭƛƎƘǘƛƴƎ ǘƘŜǎŜΦ When Loewe was singing his 

ballads accompanying himself on the piano, he was an appealing storyteller.5 His particular 

ǎǘǊŜƴƎǘƘ ǿŀǎ ǘƘŜ ŜȄǇƭƻƛǘŀǘƛƻƴ ƻŦ ǘƘŜ ΨŘǊŀƳŀǘƛŎ ŎƻƴǘŜƴǘΩ ƻŦ ŜŀŎƘ ōŀƭƭŀŘΣ6 which is apparent in 

his compositional style; this is a synthesis of a vocal line that portrays multiple personae and 

a sophisticated piano accompaniment that comments through a variety of techniques of 

sonic evocation on the story narrated by the singer. All these characteristics constitute the 

main differences between ballad and Lied and make ballad a distinctive genre. The musical 

ideas of Lied underline details of the text but they refer mainly to an individual lyric moment 

rather than an episodic, dramatic unfolding narrative. {ŎƘǳōŜǊǘΩǎ Gretchen am Spinnrade, 

whose compositional date (1814) has been described as the beginning of German Romantic 

Lied,7 has this distinctive recurrent accompaniment that represents the image of spinning 

wheel in the right hand (RH) ŀƴŘ DǊŜǘŎƘŜƴΩǎ ƘŜŀǊǘōŜŀǘ ƛƴ ǘƘŜ left hand (LH).  This is an 

example of an important Lied in which the narrative takes a different form, it distinguishes a 

moment, a meaning, and an emotion. There is less dramatic intensity in Lied compared to 

the ballad which, as already said, aims to emphasise the dramatic content.  

The features ƻŦ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ have been discussed in scholarly literature, 

particularly in German sources8 that explore the composer and his ballads, as well as English 

 
4 9ŘǿŀǊŘ CΦ YǊŀǾƛǘǘΣ ά¢ƘŜ .ŀƭƭŀŘ ŀǎ /ƻƴŎŜƛǾŜŘ ōȅ DŜǊƳŀƴƛŎ /ƻƳǇƻǎŜǊǎ ƻŦ ǘƘŜ [ŀǘŜ wƻƳŀƴǘƛŎ tŜǊƛƻŘΣέ Studies in 
Romanticism 12, no. 2 (Spring, 1973): 500. 
5 Lorraine Gorrell, The Nineteenth-Century German Lied (United States: Amadeus Press, 1993), 231. 
6 Ibid., 232. 
7 Norbert Böker-Heil et al., ά[ƛŜŘ,έ Grove Music Online, assessed Aug 21, 2021, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000016611. 
8 Loewe, Dr. Carl Loewe's Selbstbiographie; Max Runze, Carl Loewes Werke Gesamtausgabe der Balladen, 
Legenden, Lieder und Gesänge für eine Singstimme im Auftrage der Loeweschen Familie herausgegeben, vol. 
VIII (Leipzig: Breitkopf & Härtel, 1808); Robert Hanzlik, Carl Loewe - Balladenschule (Carl Loewes Sing - und 
Vortragslehre) Nach den Quellen zusammengestellt von Karl Anton. Neu herausgegeben, nach dem Manuskript 
des Händel-Hauses in Halle, im Auftrag der Internationalen Carl-Loewe-Gesellschaft (Germany: Löbejün, 2007); 
UlrƛŎƘ aŜǎǎǘƘŀƭŜǊΣ ά/ŀǊƭ [ƻŜǿŜ ƻŘŜǊ Řŀǎ ƎǊƻǖŜ aƛǎǎǾŜǊǎǘŅƴŘƴƛǎΣέ Musik & Ästhetic 21, no. 83 (2017): 5-20; 
Martin Plüddemann, Balladen und Gesänge für Bariton mit Pianoforte (Nürnberg: 1893) as quoted in Kravitt, 
ά¢ƘŜ .ŀƭƭŀŘ ŀǎ /ƻƴŎŜƛǾŜŘ ōȅ DŜǊƳŀƴƛŎ /ƻƳǇƻǎŜǊǎ ƻŦ ǘƘŜ [ŀǘŜ wƻƳŀƴǘƛŎ tŜǊƛƻŘΣέ Studies in Romanticism 12, 
no. 2 (Spring, 1973): 499-515Τ tƭǸŘŘŜƳŀƴƴΣ άYŀǊƭ [ƻŜǿŜέΣ Bayreuther Blätter 15 (1892): 318-336.  
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sources. The most significant of the English scholarly texts on Loewe are by Charlene Lotz, 

Dana Gooley, Michael Judd Sheranian, Maria Schors, and Jean Elaine Nora Mierowska.9 Lotz, 

for instance, alongside the examination of the historical context of the composer, the 

DŜǊƳŀƴ wƻƳŀƴǘƛŎ ōŀƭƭŀŘ ŀƴŘ [ƻŜǿŜΩǎ ŎƻƳǇƻǎƛǘƛƻƴŀƭ ǎǘȅƭŜΣ ŦƻŎǳǎŜǎ ŀƭǎƻ ƻƴ ǘƘŜ ǎȅƴƻǇǎƛǎ ƻŦ 

individual texts, textual and musical analysis, the sophisticated role of the piano 

accompaniment, the effect of musical features and what they depict (for example, time 

signature, key relationships, character development, dance-like elements and galloping 

ŦƛƎǳǊŜ ƛƴ Ψ9ǊƭƪǀƴƛƎΩΣ ǘƘŜ ƛƳƛǘŀǘƛƻƴ ƻŦ ƘƻǊƴ Ŏŀƭƭǎ ƛƴ ΨArchibald DouglasΩ that correlates with the 

topical discussion in the present projectύΦ [ƻǘȊΩǎ ƻōǎŜǊǾŀǘƛƻƴǎ ŀƴŘ ŀƴŀƭȅǎŜǎ ŀǊŜ ǾŀƭǳŀōƭŜ for 

this research project, as well as the performance suggestions which are demonstrated as 

annotated scores accompanied by explanatory notes.  

vǳƛǘŜ ŘƛŦŦŜǊŜƴǘ ŦǊƻƳ [ƻǘȊΩǎ ǊŜǎŜŀǊŎƘ ōǳǘ Ŝǉǳŀƭƭȅ ǾŀƭǳŀōƭŜ ƛǎ ǘƘŜ ƳŀǘŜǊƛŀƭ ǇǊŜǎŜƴǘŜŘ ƛƴ 

DƻƻƭŜȅΩǎ ōƻƻƪΣ Fantasies of Improvisation: Free Playing in Nineteenth Century Music. 

Focused on the practices of improvisation and musical style of the nineteenth century, the 

ŀǳǘƘƻǊ ǇǊŜǎŜƴǘǎ ŎŀǎŜ ǎǘǳŘƛŜǎ ƻŦ ǇŜǊŦƻǊƳŜǊǎΣ ƛƴŎƭǳŘƛƴƎ ŀ ŎƘŀǇǘŜǊ ƻƴ ά/ŀǊƭ [ƻŜǿŜΩǎ 

tŜǊŦƻǊƳŀǘƛǾŜ wƻƳŀƴǘƛŎƛǎƳΦέ tŀǊǘƛŎǳƭŀǊƭȅ ƛƳǇƻǊǘŀƴǘ ƛǎ ǘƘŜ ƛƴŦƻǊƳŀǘƛƻƴ ŀōƻǳǘ [ƻŜǿŜΩǎ ǎƪƛƭƭǎ ŀǎ 

improviser and his external and cultural motivations to improvise songs (trends of 

improvisation that were already taking place in Germany, such as Improvvisatori and poetry-

ƳǳǎƛŎ ƛƳǇǊƻǾƛǎŀǘƛƻƴύΣ ŀǎ ǿŜƭƭ ŀǎ ŜŘǳŎŀǘƛƻƴŀƭ ό¢ǸǊƪΩǎ ǘǊŀƛƴƛƴƎύ which will be discussed further 

in chapter 4. The muǎƛŎŀƭ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ ƛƳǇǊƻǾƛǎŜŘ ōŀƭƭŀŘǎ Ψ5ƛŜ ½ŀǳōŜǊƭŜƘǊƭƛƴƎΩ ŀƴŘ 

ΨWallhaideΩ, and the discussion about their compositional forms (strophic-ƭƛƪŜ ŦƻǊ Ψ5ƛŜ 

½ŀǳōŜǊƭŜƘǊƭƛƴƎΩ ŀƴŘ ǘƘǊƻǳƎƘ-composed for ΨWallhaideΩ) are also enlightening with regards to 

[ƻŜǿŜΩǎ ƛƳǇǊƻǾƛǎŀǘƛƻƴŀƭ ǎǘȅƭŜ ŀƴŘ Ƙƻǿ ǘƘƛǎ Ŏŀƴ ōŜ ƛƴŎƻǊǇƻǊŀǘŜŘ ƛƴ ǘƘŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ǘƘƛǎ 

repertoire in a live performance.  

Despite the helpful material that these sources offer to the present project, they 

leave space for further practice-based investigation. 9ǾŜƴ ǘƘƻǳƎƘ [ƻǘȊΩǎ ǿƻǊƪ addresses the 

practical implications of her research to some extent through her interpretative suggestions, 

 
9 /ƘŀǊƭŜƴŜ [ƻǘȊΣ ά¢ƘŜ !Ǌǘ .ŀƭƭŀŘǎ ƻŦ /ŀǊƭ [ƻŜǿŜΣέ (doctoral thesis, Texas Christian University, 2019); Dana 
Gooley, Fantasies of Improvisation: Free Playing in Nineteenth Century Music (New York: Oxford University 
Press, 2018), 116-мроΤ aƛŎƘŀŜƭ WǳŘŘ {ƘŜǊŀƴƛŀƴΣ άThe Ballade of Eighteenth and Nineteenth-Century Germany: 
! ¦ǎŜŦǳƭ ōǳǘ bŜƎƭŜŎǘŜŘ tŜŘŀƎƻƎƛŎŀƭ ¢ƻƻƭΣέ (doctoral thesis, The University of Arizona, 1998); Maria Schors, 
ά¢ƘŜ {ŎƻǘǘƛǎƘΣ 9ƴƎƭƛǎƘ ϧ bƻǊŘƛŎ ōŀƭƭŀŘǎΣέ (doctoral thesis, Bangor University, 2013); Jean Elaine Nora 
aƛŜǊƻǿǎƪŀΣ ά¢ƘŜ .ŀƭƭŀŘǎ ƻŦ /ŀǊƭ [ƻŜǿŜΥ 9ȄŀƳƛƴŜŘ ǿƛǘƘƛƴ ǘƘŜƛǊ /ǳƭǘǳǊŀƭΣ IǳƳŀƴ ŀƴŘ !ŜǎǘƘŜǘƛŎ /ƻƴǘŜȄǘΣέ 
(doctoral thesis, Rhodes University, 1989). 
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her work reflects a different viewpoint on how to approach performance compared to my 

performance research. The purpose of a practice-ōŀǎŜŘ ǊŜǎŜŀǊŎƘ ƛǎ ǘƻ ΨŜƴŀōƭŜ ǊŜǎŜŀǊŎƘŜǊǎ ǘƻ 

ǎƘŀǊŜ ǘƘŜ ǿŀȅǎ ƻŦ ƪƴƻǿƛƴƎ ǘƘŀǘ ŜƳŜǊƎŜ ƛƴ ǇǊŀŎǘƛŎŜΦΩ10 The main factor that makes the 

present project distinct and cannot be found in text-based research is the performance 

factor; it offers an opportunity to explore the practical implications of the research, and to 

draw it together specifically in the context of accompanimental performance of this 

repertoire. For instance, the presentation of an experimental performance that builds on 

aspects of improvisatory practice cannot be understood solely from the text; the topical 

theory that is examined through this thesis and, particularly, its effects in performance, or 

the sonic differences between modern and historical instruments, can only become 

apparent through the performance itself.  

To arrive at the point where this project ΨǎƘŀǊŜǎ ǘƘŜ ǿŀȅǎ ƻŦ ƪƴƻǿƛƴƎ ǘƘŀǘ ŜƳŜǊƎŜ ƛƴ 

practice,Ω11 I examined areas of the subject that were common in other scholarly literature 

(for example, the ballad and representative composers of the genre ς see chapter 2, and the 

ŎƻƴǘŜȄǘǳŀƭƛǎŀǘƛƻƴ ƻŦ [ƻŜǿŜΩǎ ƭƛŦŜ ŀƴŘ ǎǘȅƭŜ ς see chapter 4), but also areas that were rarely 

considered όŦƻǊ ŜȄŀƳǇƭŜΣ ƘƛǎǘƻǊƛŎŀƭ ǇŜǊŦƻǊƳŀƴŎŜ ƛƳǇƭƛŎŀǘƛƻƴǎ ƛƴ ƛƴǘŜǊǇǊŜǘƛƴƎ [ƻŜǿŜΩǎ 

ballads). Through the investigation of German sources that would help to better understand 

the composer and his work, the Carl Loewe Museum in Löbejün provided me with access to 

several German-language papers12 about the subject but also the contact information of 

Professor Ulrich Messthaler, an experienced ǇŜǊŦƻǊƳŜǊ ƻŦ [ƻŜǿŜΩǎ ƳǳǎƛŎ ǿƘƻƳ L 

interviewed on the 31st January 2023. This interview was a facet of this research that 

enriched my examination of Loewe as a composer and, particularly, as a performer. 

Information, for example, about vocal techniques of the period was valuable from a 

historical performance perspective as it ŎƻǳƭŘ ǊŜŦƭŜŎǘ ƻƴ [ƻŜǿŜΩǎ ǎƛƴƎƛƴƎ ǎǘȅƭŜ ƻŦ Ƙƛǎ ōŀƭƭŀŘǎ 

(this aspect is further discussed in the following chapters). One important element of this 

style was declamationΣ ŀƴ ŀǇǇǊƻŀŎƘ ǘƻ ŘǊŀƳŀǘƛŎ ǾƻŎŀƭ ŘŜƭƛǾŜǊȅ ǿƘƛŎƘ ǿŀǎ ǇƻǇǳƭŀǊ ƛƴ [ƻŜǿŜΩǎ 

time. This constituted a valuable expressive tool for my interpretative decisions, as it could 

 
10 WŀƳŜǎ .ǳƭƭŜȅ ŀƴŘ mȊŘŜƴ  ŀƘƛƴΣ Practice Research - Report 1: What is Practice Research? Practice Research 
Advisory Group UK (PRAG-UK) (London, 2021), 2, https://doi.org/10.23636/1347. 
11 Ibid. 
12 The two German papers were: aŜǎǎǘƘŀƭŜǊΣ ά/ŀǊƭ [ƻŜǿŜ ƻŘŜǊ Řŀǎ ƎǊƻǖŜ aƛǎǎǾŜǊǎǘŅƴŘƴƛǎέ and Hanzlik, Carl 
Loewe - Balladenschule (Carl Loewes Sing - und Vortragslehre) Nach den Quellen zusammengestellt von Karl 
Anton. Neu herausgegeben, nach dem Manuskript des Händel-Hauses in Halle, im Auftrag der Internationalen 
Carl-Loewe-Gesellschaft. 
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enrich narrative and be used in such a way to highlight the extreme emotions emerging 

from the different dramatic scenes of these ballads (further information about declamation 

is given in chapter 3). The information about the declamatory style of singing that I gained 

from my research, thus, was communicated to the singers and had a paramount role in our 

collaborations (for detailed explanation of collaborative process see 1.2. Methodology). 

Topic theory was another area I examined that helped primarily to understand the 

relationships between musical meaning and poetic meaning of this repertoire. In the same 

ǿŀȅ ǘƘŀǘ ǘƻǇƛŎ ǘƘŜƻǊȅ ǿƻǊƪŜŘ ŀǎ Ψŀ ǎƻǳǊŎŜ ƻŦ ƳŜŀƴƛƴƎ ŀƴŘ ƳŜŀƴǎ ƻŦ ŎƻƳƳǳƴƛŎŀǘƛƻƴ ƛƴ 

eighteenth-ŎŜƴǘǳǊȅ ƳǳǎƛŎΣΩ13 likewise it is used here, to help convey the distinctive style of 

this repertoire and highlight narrative. In terms of performance, the examination of topical 

figures (such as rhythmical and melodic figures) and their connotations were used as a tool 

of expressiveness which sometimes convey the literal meaning of the topic and sometimes 

go beyond it. !ƴƻǘƘŜǊ ŀǎǇŜŎǘ ǿŀǎ ǘƘŜ ƛƳǇǊƻǾƛǎŀǘƻǊȅ ŎƘŀǊŀŎǘŜǊ ƻŦ [ƻŜǿŜΩǎ ŎƻƳǇƻǎƛǘƛƻƴǎ that 

was interrelated with his ability as a self-accompanist, and its effects on performance. It was 

something that Messthaler not only wrote about in his paper, but that he also experienced 

ƛƴ Ƙƛǎ ŎŀǊŜŜǊ ŀǎ ǎƛƴƎŜǊ ǿƘƻ ŀŎŎƻƳǇŀƴƛŜŘ ƘƛƳǎŜƭŦ ƻƴ ǎƻƳŜ ƻŦ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ.14 These ideas 

(improvisation and self-accompaniment), which were drawn from historically informed 

performance, were crucial to help me bring out some of the improvisatory qualities of the 

music (see chapter 5).  

The value of experimentation, as described in the recent project of Paulo de Assis, is 

ǘƻ ΨŀŘǾŀƴŎŜ ƛƴƴƻǾŀǘƛǾŜ ǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜǎ Χ ǊŜǎƘŀǇŜ ǘƘƻǳƎƘǘǎ ŀƴŘ ǇǊŀŎǘƛŎŜǎΣ ǘƻ ƻǇŜǊŀǘŜ 

new distributions of the sensible, affording unpredictable reconfigurations of musical, 

artistic, social, and conceptual praŎǘƛŎŜǎΦΩ15 In this practice-based project, experimentation is 

one of the ways that the research uses to amplify the drama and expressiveness of the 

particular repertoire as understood today. Specifically, I incorporate some of the historically 

informed performance practice movementΩǎ ƛŘŜŀǎ in my research, not as a set of rules 

 
13 Danuta aƛǊƪŀΣ άLƴǘǊƻŘǳŎǘƛƻƴ,έ in The Oxford Handbook of Topic Theory (New York: Oxford University Press, 
2014), 1. ΨThe concept of topics was introduced into the vocabulary of music scholars by Leonard Ratner to 
account for cross-references between eighteenth-century styles and genresΦΩ aƛǊƪŀΣ άAbstract,έ in The Oxford 
Handbook of Topic Theory. 
14 /ƘŀǊŀŎǘŜǊƛǎǘƛŎ ŜȄŀƳǇƭŜ ƛǎ Ƙƛǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ [ƻŜǿŜΩǎ ΨIŜǊǊ hƭǳŦΦΩ άUlrich Messthaler, voice and piano - Carl 
Loewe Herr Oluf,έ ¸ƻǳ¢ǳōŜ ǾƛŘŜƻΣ 5:30, pƻǎǘŜŘ ōȅ άFestCordesSensibles,έ Jan 17, 2015, accessed Jan 1, 2023, 
https://www.youtube.com/watch?v=XAl7dmIqK68&list=PLzGXqKMac9wz7BCXG1lH7NrRGXr10kbr2&index=7. 
15 Paulo de Assis, Logic of Experimentation: Rethinking Music Performance Through Artistic Research (Leuven: 
Leuven University Press, 2018), 11, 12. 



6 
 

which should be followed systematically, but rather to experiment with them by selecting 

the elements that I evaluate as useful devices to help me convey the dramatic features of 

this music.  

One of these devices is the use of historical instruments. It should be clarified that 

the choice of performing on historical instruments does not imply that modern instruments 

are insufficient for this repertoire. On the contrary, it is the performing style that has a 

supreme role16 and, therefore, with the appropriate adjustments can be applied to any type 

of instrument, historical and modern. Lƴ ŀ ǊŜŎƻǊŘŜŘ ǎŜƳƛƴŀǊ ŀōƻǳǘ ά¢ƘŜ ŘŜŎŜǇǘƛǾŜ ǎƛƳǇƭƛŎƛǘȅ 

ƻŦ ƳǳǎƛŎŀƭ ƴƻǘŀǘƛƻƴέ17, .Ǌƻǿƴ ƴƻǘŜǎ ǘƘŀǘ Ψǎƻ ƳǳŎƘ ƻŦ ƳƻŘŜǊƴ ǇŜǊŦƻǊƳŀƴŎŜ ƻƴ ǇŜǊƛƻŘ 

instruments is just modern performance on period instruments.Ω CƻǊ ƘƛƳΣ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ 

ƭƛŜǎ ƛƴ ǘƘŜ ŀǘǘŜƳǇǘ ǘƻ ΨǊŜǇǊƻŘǳŎŜ ŀƴȅǘƘƛƴƎ ƻŦ ǘƘŜ ƻƭŘ ǊŜŀŘƛƴƎǎ ƻŦ ǘƘŜ ƴƻǘŀǘƛƻƴΣ ǘƘŜ ƘƛŘŘŜƴ 

ǘƘƛƴƎǎ ǘƘŀǘ ȅƻǳ ƘŀǾŜ ǘƻ ǊŜŀŘ ōŜǘǿŜŜƴ ǘƘŜ ƭƛƴŜǎΦΩ For this reason, I experimented with 

applying my ideas about interpretation in ΨWallhaideΩ on both instruments, a Viennese 

fortepiano (a Dennis Woolley copy of a 1795 Walter) and a Steinway model D grand piano18 

(as seen in the Ψwepertoire RecordingsΩ accompanying this commentary, 

Ψ²ŀƭƭƘŀƛŘŜψŦƻǊǘŜǇƛŀƴƻΦƳǇ3Ω ŀƴŘ Ψ²ŀƭƭƘŀƛŘŜψƳƻŘŜǊƴǇƛŀƴƻΦƳǇпΩ); likewise, the live 

performance will include a number of ballads played on a modern Bösendorfer grand piano 

(the latest ones, ΨOdins MeeresrittΩ ς 1854, ΨArchibald DouglasΩ ς 1858 and ΨTom der ReimerΩ 

ς 1867) so that the listener can experience the different colours of each instrument while 

the style remains the same.  

Exploring and applying some of the nineteenth-century piano performance practice 

techniques is another aspect of my approach to performance research in this project. 

Particularly distinct techniques for the present thesis are dislocation, unnotated 

 
16 Ψ! ǎŜƴǎŜ ƻŦ ǎǘȅƭŜΣΩ ŀǎ .ǊǳŎŜ IŀȅƴŜǎ ƴƻǘŜǎΣ ƛǎ ǘƘŜ ΨŘȅƴŀƳƛŎΩ ǘƘŀǘ ŎƻƴƴŜŎǘǎ ǘƘŜ ǾŀǊƛƻǳǎ ΨŦƻǊƳǎ ƻŦ ƘƛǎǘƻǊƛŎŀƭ 
ƳǳǎƛŎƪƛƴƎΩΣ ǿƘƛŎƘ ƛƴǾƻƭǾŜǎ ΨǇŜǊŦƻǊƳƛƴƎΣ ƛƴǎǘǊǳƳŜƴǘ ƳŀƪƛƴƎΣ ŜŘƛǘƛƴƎ ƳǳǎƛŎ ƻǊ ƳŀƪƛƴƎ ƛǘ ŀǾŀƛƭŀōƭŜ ǘƻ ƳǳǎƛŎƛŀƴǎΣ 
teaching musical performance and music history, studying music history, composing new pieces and analysing 
ŜȄƛǎǘƛƴƎ ƻƴŜǎΣ ŀƴŘ ǎƻ ƻƴΦΩ /ƭƛǾŜ .Ǌƻǿƴ ŀƭǎƻ ŜŎƘƻŜǎ ǘƘŀǘ Ψƛǘ ƛǎ ǇǊŜŎƛǎŜƭȅ ǘƘŜ ŦƛƴŜǊ ƴǳŀƴŎŜǎ ƻŦ ǇŜǊŦƻǊƳŀƴŎŜΣ ǿƘƛŎƘ 
are so little susceptible to verbal explanation, that make all the difference between one style of performance 
ŀƴŘ ŀƴƻǘƘŜǊΦΩ Bruce Haynes, ¢ƘŜ 9ƴŘ ƻŦ 9ŀǊƭȅ aǳǎƛŎΥ ! tŜǊƛƻŘ tŜǊŦƻǊƳŜǊΩǎ IƛǎǘƻǊȅ ƻŦ Music for the Twenty-First 
Century (Oxford: Oxford University Press, 2007), 13; Clive Brown, Classical and Romantic Performing Practice 
1750-1900 (Oxford: Oxford University Press, 2004), 2. 
17 Kronberg Academy, ά/ƭƛǾŜ .ǊƻǿƴΥ ά¢ƘŜ 5ŜŎŜǇǘƛǾŜ {ƛƳǇƭƛŎƛǘȅ ƻŦ aǳǎƛŎŀƭ bƻǘŀǘƛƻƴέ,έ ¸ƻǳ¢ǳōŜ ǾƛŘŜƻΣ нΥомΥпр, 
pƻǎǘŜŘ ōȅ άYƛǊƛƭƭ DŜǊǎǘŜƛƴ,έ hŎǘ нуΣ нлнм, accessed Feb 27, 2024, 
https://www.youtube.com/watch?v=d2BUt52zYCs. 
18 Both instruments are placed in the University of York where the recording took place on the 22nd of June 
2023. 
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arpeggiation, rhythmic alteration and tempo modification. In addition, I have annotated 

musical examples with specific interpretative decisions in the text where relevant. As José 

Antonio Bowen expressed, the purpose of studying and applying techniques (and similarly 

ǿƘŜƴ ǳǎƛƴƎ ŜŀǊƭƛŜǊ ǎǘȅƭŜǎ ŀƴŘ ƘƛǎǘƻǊƛŎŀƭ ƛƴǎǘǊǳƳŜƴǘǎύ ƛǎ ƴƻǘ ΨŦƻǊ ŎƻǊǊŜŎǘ ǇŜǊŦƻǊƳŀƴŎŜǎΣΩ ōǳǘ 

ǊŀǘƘŜǊ ŦƻǊ ΨǘƘŜ ƪƴƻǿƭŜŘƎŜ ƻŦ ƳƻǊŜ ŦƻǊƳǎ ƻŦ ŜȄǇǊŜǎǎƛƻƴΩ ǘƘŀǘ Ŏŀƴ Ψƻffer both new and truly 

ŀǳǘƘŜƴǘƛŎ ǇŜǊŦƻǊƳŀƴŎŜǎΦΩ19  

Working with these tools gave me new opportunities to experiment with the sounds 

of the piano, identify the imaginary scenarios of the text that come through playing and, 

therefore, communicate the narrative of these ballads in a clearer manner. This is also the 

reason why this project incorporates a number of prior recorded demonstrations of the 

repertoire alongside the live recital. These recordings come from a prior stage of the 

project, and represent my earlier attempts to convey the narrative of the songs through my 

accompaniment. Having heard and compared my recordings with late twentieth-century 

ǊŜŎƻǊŘƛƴƎǎ ƻŦ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ, I observed that both reflect the way nineteenth-century 

performing practices differ from the practices of well-known performers of the twentieth-

century20 (for example, Dietrich Fischer-Dieskau and Gerald Moore, and Thomas Quasthoff 

and Norman Shetler). Both of these recordings reflect the ideas of clarity and strict 

adherence to the given notation and, with regards to the present ǇǊƻƧŜŎǘΩǎ purpose, my 

recordings serve as evidence of an earlier stage of the research project; more specifically, 

they represent a first attempt at experimenting with historical instruments and practices, 

which helped to pave the way for the final recital. While the recordings demonstrate a more 

ΨƭƛǘŜǊŀƭΩ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴΣ ǘƘŜ ƭƛǾŜ ǊŜŎƛǘŀƭ ǿƛƭƭ ƛƭƭǳǎǘǊŀǘŜ ǘƘŜ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴ from that mode of 

performance to one that is more flexible and less dependent on strict adherence to the 

notation. 

The choice of presenting this repertoire on a historical piano is mainly based on my 

personal excitement of playing this instrument, which I first encountered at the beginning of 

my postgraduate studies. Although I have dedicated a large number of hours over the last 

year to work and study on this instrument, the skills and sense required to play a historical 

 
19 José Bowen, ά²Ƙȅ {ƘƻǳƭŘ tŜǊŦƻǊƳŜǊǎ {ǘǳŘȅ tŜǊŦƻǊƳŀƴŎŜΚ tŜǊŦƻǊƳŀƴŎŜ tǊŀŎǘƛŎŜ ǾŜǊǎǳǎ tŜǊŦƻǊƳŀƴŎŜ 
Analysis,έ Performance Practice Review 9, 1 (1996): 33, accessed Feb 15, 2024, 
doi:10.5642/perfpr.199609.01.03. 
20 Neal Peres Da Costa, Off the Record: Performing Practices in Romantic Piano Playing (New York: Oxford 
University Press Publication Date, c2012), IX-XIII. 
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piano are still relatively new to me. After more than 20 years of learning and playing on the 

modern piano, which has a much heavier action, it is hard to change to a lighter one, 

especially if access to the latter is limited. This decision on the one hand is challenging as the 

lack of familiarity with the instrument means exposure to risk, but on the other hand, it 

offers a different but important perspective in terms of exploring different colours, nuances, 

and sound effects. My attempt to learn more about historical instruments, as well as the 

musical style of the nineteenth century, was accompanied by lessons and discussions with 

accomplished instrumentalists in the field, including Peter Seymour, Steven Devine, Andrew 

Snedden, Mark Hutchinson, and Hilary Suckling. The areas that were covered in the lessons 

with them varied: exploring the historical instruments and understanding their actions (for 

example, lessons with Steven Devine and a guided tour led by him in the Finchcocks Charity 

collection of keyboard instruments); solving more pianistic technical issues; articulation; 

pedalling; characterisation of the music; and learning how to apply nineteenth-century 

piano performance practices. 

The following tables show the list of recordings (Table 1, fuller information about the 

recordings is given in Appendix 2) and a chronological list of the ballads (Table 2) included in 

the upcoming live recital.21 The specific ballads were chosen firstly because they represent 

ōŀƭƭŀŘǎ ŦǊƻƳ [ƻŜǿŜΩǎ ŘƛŦŦŜǊŜƴǘ ŎƻƳǇƻǎƛǘƛƻƴŀƭ ǇŜǊƛƻŘǎΣ ǎǘŀǊǘƛƴƎ ǿƛǘƘ ǘƘŜ ŜŀǊƭƛŜǎǘ ƛƴ муму ǳƴǘƛƭ 

the 1860s. Secondly, these ballads demonstrate a collection of different poets and different 

texts, based on Scottish, Nordic, and German literature.22 Thirdly, I had a personal desire to 

work on well-known but also lesser-known ballads and, lastly, to combine ballads of varying 

durations, from the very short ŦƻǳǊ ƳƛƴǳǘŜ ΨErlkönigΩ to the 25-minute long ΨWallhaideΩ. The 

 
21 I had access to three historical instruments [a modern reproduction of a 1820 Fritz fortepiano model at the 
The National Centre For Early Music in York where the live performance will take place, a Viennese fortepiano 
(a Dennis Woolley copy of a 1795 Walter), a grand piano by Erard London from c.1856 and a Steinway model D 
grand piano available at the University of York]Φ IƻǿŜǾŜǊΣ ǘƘŜ ǊŀƴƎŜ ƻŦ ǘƘŜ ŎƘƻǎŜƴ ōŀƭƭŀŘǎ όŜȄŎŜǇǘ ƻŦ Ψ9ŘǿŀǊŘΩΣ 
ΨDie nächtliche HeerschauΩΣ ΨIƻŎƘȊŜƛƭǘƭƛŜŘΩΣ Ψ5ŜǊ ½ŀǳōŜǊƭŜƘǊƭƛƴƎΩΣ ŀƴŘ ΨWallhaideΩ) required an instrument with 
a wider compass which meant that ²ŀƭǘŜǊΩǎ ŎƻǇȅ ǿŀǎ ƴƻǘ ŜƴƻǳƎƘ ǘƻ ǇŜǊŦƻǊƳ ŀƭƭ ǘƘŜ ōŀƭƭŀŘǎΦ ¢ƘŜ 9ǊŀǊŘ ǿŀǎ ƴƻǘ 
in a good condition at the time and even when later it was playable, it did not fit my purpose which was to 
experiment with different sound qualities that are quite remote from the qualities of a grand modern piano 
which the Erard recalls (particularly with its iron bars across the length of the instrument). Therefore, I decided 
to choose the Fritz copy as its compass was suitable but also because it had a complete set of pedals that the 
other two instruments lack, the una corda, moderator and sustain pedal which I found important in my 
experimentation with the sound qualities (ΨWallhaideΩ has been recorded on both modern and fortepiano in 
the Sir Jack Lyons Concert Hall, University of York, on the 22 June 2023). 
22 Specific focus on Scottish and Nordic ballads is SchorsΩǎ ǘƘŜǎƛǎ ƻƴ ά¢ƘŜ {ŎƻǘǘƛǎƘΣ 9ƴƎƭƛǎƘ ϧ bƻǊŘƛŎ ōŀƭƭŀŘǎέ 
(Bangor University, 2013). 
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purpose behind this was the desire to explore and compare the way in which the variety of 

scenes are presented in shorter ballads with those of ballads that last more than ten 

minutes.  

 

Recordings at the National Centre for Early 
Music (16 May 2023) 
Ψ9ŘǿŀǊŘΩ 

Ψ9ǊƭƪǀƴƛƎΩ 

ΨIŜǊǊ hƭǳŦΩ 

ΨDie nächtliche HeerschauΩ 

Ψ5ŜǊ ¢ƻŘǘŜƴǘŀƴȊΩ 

Ψ9ƭǾŜǊǎƘǀƘΩ 

ΨIƻŎƘȊŜƛǘƭƛŜŘΩ 

Ψ5ŜǊ ½ŀǳōŜǊƭŜƘǊƭƛƴƎΩ 

ΨArchibald DouglasΩ 

ΨTom der ReimerΩ 

ΨOdins MeeresrittΩ 

Recordings at the Sir Jack Lyons Concert 
Hall (22 June 2023) 
ΨWallhaideΩ ς fortepiano (audio only) 

ΨWallhaideΩ ς modern piano 

 

Table 1: The two set of recordings, one in the National Centre of Early Music (16 May 2023) and one in the Sir 
Jack Lyons Concert Hall (22 June 2023) 

https://drive.google.com/file/d/17bFLzHoAoz0tIuZOQK5ySgv7HkVVv1gE/view?usp=sharing
https://drive.google.com/file/d/10NhdianaXeLI1SUWRe9-PgXtVb2NypTs/view?usp=drive_link
https://drive.google.com/file/d/1Kg7vMZZFWNYKyWodEwlzvL2OUeOo_gDa/view?usp=sharing
https://drive.google.com/file/d/1xDaoA-jy1-j9VzN0D9rNmWjp-YWEr3TC/view?usp=drive_link
https://drive.google.com/file/d/1SbEVgfZV4cwq-O41qqetFU7KN6JE97oS/view?usp=drive_link
https://drive.google.com/file/d/1t_PFIbRWxrxq4EcOsDHnYFfjjzgY-e2Z/view?usp=drive_link
https://drive.google.com/file/d/1poL5HsiZIFxbDmiT2VdWOg44XMHSKre6/view?usp=drive_link
https://drive.google.com/file/d/1B2Q6SPSlkdqsrfBMyUJg3vuhylVZWCBx/view?usp=drive_link
https://drive.google.com/file/d/16RYCw54VyZLLJNQcdcX1aYwd-WYN8M4o/view?usp=drive_link
https://drive.google.com/file/d/12TI8C5x102JB-qGPIlLotNlRR6qmA4M4/view?usp=drive_link
https://drive.google.com/file/d/1dPp25XJYaT_hcnSOk7LmLjbzj_hL0WUl/view?usp=drive_link
https://drive.google.com/file/d/1xTHzBC5NJengqiUJvH8Cg-zrX-G0_tHx/view?usp=drive_link
https://drive.google.com/file/d/166E99lD655Onn3e7dO7hqgC9JQvab8TV/view?usp=sharing
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Ballad/ Poet 

Composition 
date/ 

Publication 
date 

Synopsis 

Ψ9ŘǿŀǊŘΩ ƻǇΦ мΣ ƴƻΦ м 
Johann Gottfried Herder (1744-1803)  
After Scottish text 

1818/ 1824 A mother is asking her son Edward three times about the blood on his sword. At 
first, he claims that he killed his hawk, then his horse but finally admits that he 
killed his father. After that, Edward announces he is leaving and will never 
return, and at the end when his mother asks what she will get from his 
ŘŜǇŀǊǘǳǊŜΣ 9ŘǿŀǊŘ ǊŜǇƭƛŜǎ Ψŀ ŎǳǊǎŜ ŦǊƻƳ ƘŜƭƭΩ ŀǎ ƘŜ ǊŜǾŜŀƭǎ ƘŜǊ ƛƴǾƻƭǾŜƳŜƴǘ ƛƴ 
the murder. 

Ψ9ǊƭƪǀƴƛƎΩ ƻǇΦ мΣ ƴƻΦ о 
Johann Wolfgang von Goethe (1749-1832) 

1818/ 1824 ¢ƘŜ ōŀƭƭŀŘ ōŜƎƛƴǎ ǿƛǘƘ ǘƘŜ ǎƻǳƴŘ ƻŦ ΨǊǳǎǘƭƛƴƎ ƭŜŀǾŜǎΩ23 and the image of a father 
and a son riding fast. Based fundamentally on questions and answers, Loewe 
distinguishes the three main characters, giving particular emphasis on Erlkönig 
as he represents the supernatural figure in this ballad. Emotions are built on the 
dangerous nature of Erlkönig and his effect on the son, who at the end is dead. 

ΨWallhaideΩ op. 6 
Carl Theodor Körner (1791-1813) 

1819/ 1826 The poem tells the love story of a girl, Wallhaide, and her beloved young knight, 
Rudolph, a relationship that her father did not approve. However, Wallhaide 
rests her hope on the same faith and hope her ancestor (Wallhaid) showed in 
the story she begins to narrate. Although this separated story sounds very 
ǎƛƳƛƭŀǊ ǘƻ ²ŀƭƭƘŀƛŘŜΩǎ ǎǘƻǊȅΣ ǘƘŜ ŘƛŦŦŜǊŜƴŎŜ ƛǎ ǘƘŀǘ ǘƘŜ Ŏƻǳƴǘ ό²ŀƭƭƘŀƛŘΩǎ ŦŀǘƘŜǊύ 
after orderiƴƎ ƘŜǊ ƭƻǾŜǊΩǎ ŘŜŀǘƘΣ ƪƛƭƭŜŘ Ƙƛǎ ŘŀǳƎƘǘŜǊ ǘƻƻΦ ²ŀƭƭƘŀƛŘΩǎ ǎǇƛǊƛǘ ŎƻǳƭŘ 
not find rest, and through the last part of the ballad and the next encounter of 
the two lovers, the listener understands that the two stories meet and that the 
end is going to be dramatic, as Wallhaide is a spirit and Rudolph sinks into the 
grave with her. 

 
23 ά9ǊƭƪǀƴƛƎΣ hǇ м bƻ оΣέ The Hyperion Records, 2011, accessed Oct 10, 2021, https://www.hyperion-records.co.uk/dw.asp?dc=W2534_GBAJY0605308. Notes by Richard 
Wigmore (2011). 
 

https://www.hyperion-records.co.uk/dw.asp?dc=W2534_GBAJY0605308
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Ballad/ Poet 

Composition 
date/ 

Publication 
date 

Synopsis 

ΨIŜǊǊ hƭǳŦΩ ƻǇΦ нΣ ƴƻΦ н 
Johann Gottfried Herder 
After Danish text 

1821/ 1824 It is the tale of a rider, Herr Oluf, who was invited by a supernatural woman, the  
9ǊƭƪǀƴƛƎΩǎ ŘŀǳƎƘǘŜǊΣ ōǳǘ ƘŜ ŎƻǳƭŘ ƴƻǘ ƛƳŀƎƛƴŜ ǘƘŜ Ǌǳƛƴ ŎŀǳǎŜŘ ōȅ Ƙƛǎ ŘŜƴƛŀƭΦ 
[ƻŜǿŜΩǎ ǎŜǘǘƛƴƎ ƛǎ ǊŜƳŀǊƪŀōƭŜΣ distinguishing clearly the riding figure from the 
ŜƭǾŜǎΩ ŘŀƴŎŜΣ ǎƘƻǿƛƴƎ ǘƘŜ ǿŀǊƴƛƴƎǎΣ ŜǎǘŀōƭƛǎƘƛƴƎ ǘƘŜ ŎǳǊǎŜΣ ŀƴŘ ŎƻƴƴŜŎǘƛƴƎ ǘƘŜ 
trembling mother with the dramatic bride who finds her bridegroom dead. 

Ψ9ƭǾŜǊǎƘǀƘΩ ƻǇΦ оΣ ƴƻΦ н 
Johann Gottfried Herder  
After Danish text 

1825/ 1825 .ŀǎŜŘ ƻƴ ǘƘŜ 5ŀƴƛǎƘ ǘŜȄǘ Ψ9ƭǾŜǊ IǄȅΩ ǘƘƛǎ ōŀƭƭŀŘ ǿŀǎ ǘǊŀƴǎƭŀǘŜŘ ƛƴ DŜǊƳŀƴ ōȅ 
Herder. The plot begins with the character of the story, a warrior, lying down in 
Elvershöh which geographically is a suburb in Norway. While his eyes started 
drooping, two maidens appeared singing to him with silvery tone and spreading 
their magical sound towards all the participants of that landscape (fish, birds). 
The maidens wanted, through their song, to teach the warrior how to use magic 
and become powerful. The warrior sat silent, and the maidens took his reaction 
as an insult and, therefore, they wanted to kill him. 

Ψ5ŜǊ ½ŀǳōŜǊƭŜƘǊƭƛƴƎΩ ƻǇΦ нл ƴƻΦ н 
Johann Wolfgang von Goethe  

1832/ 1832 The old sorcerer leaves his workshop behind and his apprentice with some tasks 
to complete. Being tired of the tasks, the apprentice uses magic he is not fully 
trained into the broom to carry out the tasks for him. The result was the 
ǿƻǊƪǎƘƻǇ ŦƭƻƻŘŜŘ ōȅ ǿŀǘŜǊΦ ²ƘŜƴ ŀƭƭ Ǝƻǘ ŜƴǘƛǊŜƭȅ ƻǳǘ ƻŦ ǘƘŜ ŀǇǇǊŜƴǘƛŎŜΩǎ 
control, the old sorcerer returns and breaks the magic. 

ΨIƻŎƘȊŜƛǘƭƛŜŘΩ ƻǇΦ нлΣ ƴƻΦ м 
Johann Wolfgang von Goethe  

1832/ 1832 The celebratory character of a marriage is clearly depicted in the opening and 
end of this ballad. As the text progresses, the music becomes busier expressing 
the party the little dwarfs are organising. 

ΨDie nächtliche HeerschauΩ op. 23 
Joseph Christian Freiherr von Zedlitz  

1832/ 1833 It is a ballad based on the feeling of avenge. The poem refers to the year of 1812 
ǿƘŜƴ bŀǇƻƭŜƻƴ ƛƴǾŀŘŜŘ wǳǎǎƛŀ ŀƴŘ ōŜŎŀǳǎŜ ƻŦ ǘƘŜ ΨDŜƴŜǊŀƭ ²ƛƴǘŜǊΩΣ ŀƳƻƴƎǎǘ 



12 
 

Ballad/ Poet 

Composition 
date/ 

Publication 
date 

Synopsis 

other factors, French soldiers, as well as soldiers from other campaigns, were 
killed.24 

Ψ5ŜǊ ¢ƻŘǘŜƴǘŀƴȊΩ ƻǇΦ пп ƴƻΦ о 
Johann Wolfgang von Goethe  

1835/ 1835 The tower keeper is watching over the cemetery at night while the dead come 
out of their graves dancing. Stealing a shirt from one of the dead, the tower man 
is running into the church. The skeleton who owns the shirt runs after him, but 
the church bell strikes one oΩ clock and the skeleton falls and smashes into the 
churchyard. 

ΨOdins MeeresrittΩ op. 118 
Aloys Wilhelm Schreiber (1761-1841) 

-/ 1854 A call in the middle of the night wakes up the blacksmith Oluf. It is a knight who 
wants Oluf to shoe his horse so that he can arrive to Norway by the sunrise. Oluf 
ŦƛƴŘǎ ǘƘŜ ƪƴƛƎƘǘΩǎ ǊŜǉǳŜǎǘ ƛƳǇƻǎǎƛōƭŜ ōǳǘ ƘŜ Řoes as he was asked. Then Oluf 
realises that the knight is God Odin who at the end bids farewell and rides fast 
to the bloody battle. 

ΨArchibald DouglasΩ op. 128 
Theodor Fontane (1819-1898) 
Based on Scottish story 

-/ 1858 The story demonstrates Douglas after his seven years exile by King James, who 
Ŏŀǎǘ ƘƛƳ ƻǳǘ ƴƻǘ ōŜŎŀǳǎŜ ƻŦ Ƙƛǎ ƻǿƴ ŀŎǘǎ ōǳǘ ōŜŎŀǳǎŜ ƻŦ Ƙƛǎ ōǊƻǘƘŜǊǎΩ ŦǊŀǳŘΦ ¢ƘŜ 
ŦǳƴŘŀƳŜƴǘŀƭ ƳŜŀƴƛƴƎ ƛǎ 5ƻǳƎƭŀǎΩǎ ŘŜǎƛǊŜ ǘƻ ǊŜǘǳǊƴ ǘƻ Ƙƛǎ ŦŀǘƘŜǊƭŀƴŘ ŀƴŘ ŦƻǊ 
which he must beg King James for forgiveness. By recalling the joyful times they 
spent together in Linlithgow Castle, Douglas is trying to move the King who at 
ǘƘŜ ŜƴŘ ƛǎ ǘƻǳŎƘŜŘ ōȅ 5ƻǳƎƭŀǎΩǎ ƭƻǾŜ ŦƻǊ Ƙƛǎ ŎƻǳƴǘǊȅ ŀƴŘ ŦƻǊƎƛǾŜǎ ƘƛƳΦ 

ΨTom der ReimerΩ op. 135 
Theodor Fontane  
After Scottish text 

-/ 1867 It is an old Scottish ballad based on the tale of a man, Tom, who entrapped by a 
tempting lady, the Queen of Elves, and exchanged seven years to serve her for 
one kiss. 

Table 2: The ballads of the present research project presented chronologically

 
24 άDie nächtliche Heerschau, WoO11 No 2Σέ The Hyperion Records, 2003, accessed Oct 10, 2021, https://www.hyperion-records.co.uk/dw.asp?dc=W3251_GBAJY0310826. 

Notes by Graham Johnson (2003). 
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1.2 Methodology 

The body of this research project is made up of two parts; the first is a live performance of 

12 ƻŦ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎΣ ƎƛǾŜƴ ƻƴ мо !ǳƎǳǎǘ нлнп ƛƴ ¢ƘŜ bŀǘƛƻƴŀƭ /ŜƴǘǊŜ CƻǊ 9ŀǊƭȅ aǳǎƛŎ ƛƴ 

York, and the second is a written commentary where I describe how and why specific 

performing choices have been made, set in broader historical, scholarly and interpretive 

contexts. The methodology is subdivided into two main components: (1) exploration of 

ƳǳǎƛŎΣ ǘŜȄǘ ŀƴŘ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ŎƻƴǘŜȄǘΣ and (2) collaborative process and reflective 

approach. 

1.2.1 9ȄǇƭƻǊŀǘƛƻƴ ƻŦ ƳǳǎƛŎΣ ǘŜȄǘ ŀƴŘ ŎƻƳǇƻǎŜǊΩǎ ŎƻƴǘŜȄǘ 

Part of the first component was to conduct close readings of the music and the text. An 

important element was to consider the shape of each narrative and the key emotional 

moments, while testing different explanations for specific expressive notation. Furthermore, 

contextual exploration of the composer was done through documented works such as C. H. 

.ƛǘǘŜǊ ŀōƻǳǘ [ƻŜǿŜΩǎ ŀǳǘƻōƛƻƎǊŀǇƘȅΣ 9ǿŀƴ ²ŜǎǘΩǎ ŀǊǘƛŎƭŜ ŀōƻǳǘ ǘƘŜ ŎƻƳǇƻǎŜǊΣ ŀƴŘ !ƭōŜǊǘ 

.ŀŎƘΩǎ ōƻƻƪ The art ballad, Loewe and Schubert.25 Conducting close readings of the music 

score gave indications, not only about the music notation, but also about the text which is 

distinctive in a ballad. As the text was always in German, access to an accurate translation 

was necessary, and at the same time any relevant information regarding the poet and, 

potentially, the relation between poet and composer would help to better understand the 

context of the text. LiederNet archive26 and Oxford Lieder27 were the main sources I used for 

translations. Particularly preferable was the LiederNet archive because it is a growing 

collection since 1995 focused on songs, alongside choral music, and it is easily searchable. 

Something that adds to the knowledge of the reader is the information about different 

composers applied to the same text, as well as any clarification related to any word 

 
25 Loewe, Dr. Carl Loewe's Selbstbiographie; ²ŜǎǘΣ ά[ƻŜǿŜΣ (Johann) Carl.έ 
26 Emily Ezust, May 24, 1995, accessed Oct 10, 2019, https://www.lieder.net/. 
27 Oxford International Song Festival, 2002, accessed Oct 10, 2019, https://www.oxfordlieder.co.uk. 
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ŀƭǘŜǊŀǘƛƻƴǎ ōȅ ŎƻƳǇƻǎŜǊǎ όŜΦƎΦΣ ƛƴ Ψ9ŘǿŀǊŘΩ [ƻŜǿŜ ƳŀƪŜs ǘƘŜ ŦƻƭƭƻǿƛƴƎ ŎƘŀƴƎŜΥ Ψ{ƻ ƘŜǊǊƭƛŎƘ 

sonst, so ǎŎƘǀƴΗΩ ƛƴǎǘŜŀŘ ƻŦ Ψ{ƻ ƘŜǊǊƭƛŎƘ sonst und ǎŎƘǀƴΗΩύΦ28 

Compared to the LiederNet archive, Oxford Lieder does not offer translations of all 

ǘƘƛǎ ǊŜǇŜǊǘƻƛǊŜΩǎ ǘŜȄǘǎΤ ǘƘŜ ƻƴƭȅ ōŀƭƭŀŘǎ ŀǾŀƛƭŀōƭŜ ŦƻǊ ǘǊŀƴǎƭŀǘƛƻƴ ǿŜǊŜ Ψ9ǊƭƪǀƴƛƎΩΣ ΨOdins 

MeeresrittΩΣ Ψ5ŜǊ ½ŀǳōŜǊƭŜƘǊƭƛƴƎΩΣ ΨIŜǊǊ hƭǳŦΩ ŀƴŘ ΨTom der ReimerΩ; for this reason, Oxford 

Lieder database was mainly used as an extra comparable source. However, it is focused on 

art song and the Lieder festival based in Oxford (UK) for young artists and public scholarship 

events.29 The database provides each song, not only with translation, but also with 

suggested performances. Nonetheless, there were instances that English translations were 

ƴƻǘ ŀǾŀƛƭŀōƭŜΣ ŦƻǊ ŜȄŀƳǇƭŜΣ Ψ9ƭǾŜǊǎƘǀƘΩΣ Ψ5ŜǊ ¢ƻŘǘŜƴǘŀƴȊΩΣ ŀƴŘ ΨWallhaideΩ. In this case, I 

ǘǳǊƴŜŘ ǘƻ ŎƻƭƭŜŀƎǳŜǎ ŀƴŘ ƴƻƴ ŎƻƭƭŜŀƎǳŜǎ ǿƘƻ ǿŜǊŜ ŦƭǳŜƴǘ ƛƴ DŜǊƳŀƴ ό{ǘǳŀǊǘ hΩIŀǊŀΣ aŀǊƛŀ 

Koullepou), and to German dictionaries, such as PONS dictionary,30 or other software, such 

as DeepL Translator.31 Additional information about the text and its meaning was obtained 

ŦǊƻƳ [ƻŜǿŜΩǎ ǇǳōƭƛǎƘŜǊ aŀȄ wǳƴȊŜ ŀƴŘ Ƙƛǎ ōƻƻƪ Carl Loewes Werke Gesamtausgabe der 

Balladen, Legenden, Lieder und Gesänge für eine Singstimme im Auftrage der Loeweschen 

Familie herausgegeben (Carl LoeweΩs complete edition works of ballads, legends, songs and 

chants for a singing voice published on behalf of the Loewe family). 32 wǳƴȊŜΩǎ ǿƻǊƪ ŀǎ ǿŜƭƭ 

ŀǎ ǘƘŜ ŎƻƳǇƛƭŜŘ ǎƻǳǊŎŜǎ ŀōƻǳǘ [ƻŜǿŜΩǎ ǎƛƴƎƛƴƎ ŀƴŘ ǇŜǊŦƻǊƳŀƴŎŜ ǘŜŀŎƘƛƴƎ ōȅ YŀǊƭ !ƴǘƻƴ 

(edited by Robert Hanzlik) provided valuable evidence with regards to the significance of 

text for both singer and accompanist.33 

1.2.2 Collaborative process and reflection approach 

As discussed in the introduction, the exploration of areas, specifically, of the improvisational 

style of this music and how to approach it experimentally, required a particular type of 

 
28 WŜƴƴƛŦŜǊ wƻƴȅŀƪΣ ά¢ƘŜ [ƛŜŘŜǊbŜǘ !ǊŎƘƛǾŜΣέ Nineteenth-Century Music Review 18, no. 3 (2021): 619-620, 
accessed Feb 22, 2024 https://doi.org/10.1017/S1479409820000531Τ YŜƭƭȅ 5Ŝŀƴ IŀƴǎŜƴΣ ά9ŘǿŀǊŘΣέ The 
LiederNet Archive, 2010, accessed Oct 15, 2019, https://www.lieder.net/lieder/get_text.html?TextId=70544. 
29 wƻƴȅŀƪΣ ά¢ƘŜ [ƛŜŘŜǊbŜǘ !ǊŎƘƛǾŜΣέ 622. 
30 PONS dictionary, 2001, accessed Oct 1, 2019, https://en.pons.com/translate.   
31 DeepL Translator, 2017, accessed Sep 6, 2020, https://www.deepl.com/en/translator. 
32 Runze, Carl Loewes Werke Gesamtausgabe der Balladen, Legenden, Lieder und Gesänge für eine Singstimme 
im Auftrage der Loeweschen Familie herausgegeben, vol. VIII. 
33 Hanzlik, Carl Loewe - Balladenschule (Carl Loewes Sing - und Vortragslehre) Nach den Quellen 
zusammengestellt von Karl Anton. Neu herausgegeben, nach dem Manuskript des Händel-Hauses in Halle, im 
Auftrag der Internationalen Carl-Loewe-Gesellschaft. 

https://doi.org/10.1017/S1479409820000531
https://www.deepl.com/en/translator
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collaboration. The collaborative process had an important role in the practical part of this 

research because it reflects the moments when the interpretative decisions were made with 

the singers ό{ǘǳŀǊǘ hΩ IŀǊŀ ŀƴŘ WŜǎǎ 5ŀƴŘȅύ.  

As Paul Roe presents in his thesis, there are different models of collaboration, such 

as coordination (involves meetings with exchange of information and participants can be 

involved to a minimum), cooperation/ partnership (requires a quite high level of 

commitment and a collaborative effort by the participants without necessarily a shared 

power), integration (involves very close collaboration with shared responsibility), distributed 

collaboration (has an informal setting where shared views are exchanged), and 

complementarity collaboration (is a collaboration based on the distinct division of labour 

determined on specialisation).34 ¢ƘŜȅ ŀǊŜ ŀƭƭ ǾŜǊȅ ǎƛƳƛƭŀǊ ōǳǘ ǘƘŜȅ ŘƛŦŦŜǊ ƛƴ ǘƘŜ ΨŘŜƎǊŜŜ ƻŦ 

ƛƴǘŜƴǘΣ ƛƴǘŜǊŜǎǘ ŀƴŘ ƛƴǾƻƭǾŜƳŜƴǘΦΩ35 From all the models provided, the present research 

project aims to reflect an integrative approach of collaboration. After an examination of this 

model through the studies of Patricia Montiel-Overall36 and Vera John-Steiner37, Roe defines 

it as: 

Χ the most involved and intense. Participants are involved in shared 

thinking, shared planning and shared creation. Collaborators share 

responsibility, and conceptualisation is a joint initiative. Partners 

work closely together and develop a synergy that allows them create 

together. The distinguishing characteristic of this model is that 

partners expand their individual potential and create jointly what 

would be beyond their capacity individually. 

These partnerships are the most intensely productive, with 

innovative and new forms often resulting from the interactions. In 

some cases these collaborations can result in a transformation of the 

domain, with new practices and concepts emerging. These 

relationships require prolonged periods of committed activity and 

 
34 Paul Roe, άA Phenomenology of Collaboration in Contemporary Composition and PerformanceΣέ (doctoral 
thesis, University of York, 2007), 24-28. 
35 Ibid., 24. 
36 Patricia Montiel-Overall, ά¢ƻǿŀǊŘ ŀ ¢ƘŜƻǊȅ ƻŦ /ƻƭƭŀōƻǊŀǘƛƻƴ ŦƻǊ ¢ŜŀŎƘŜǊǎ ŀƴŘ [ƛōǊŀǊƛŀƴǎΣέ School Library 
Media Research 8 (2005): 24-48, https://www.jstor.org/stable/3137976. 
37 Vera John-Steiner, Creative Collaboration (Oxford: Oxford University Press, 2000). 
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thrive on risk-taking, dialogue and shared vision. They are motivated 

by the desire to transform current knowledge, styles or artistic 

approaches into new versions.38  

In this research project, the collaboration between myself and the singers was based 

on the discussion and the practical application of the following matters: how the overall plot 

and its fundamental meaning should be conveyed to the listener; keywords in connection 

with particular emotions; characterisation; emphasising different characters with different 

emotions in different places; and how narrativity and declamation can be emphasised. 

!ŘŘƛǘƛƻƴŀƭƭȅΣ [ƻŜǿŜΩǎ ŎƻƳƳŜƴǘǎ ŀǎ ŘƻŎǳƳŜƴǘŜŘ ƛƴ IŀƴȊƭƛƪΩǎ ōƻƻƪ Carl Loewe - 

Balladenschule offered to our rehearsals some useful insights on how the composer would 

have approached the text and how some particular musical indications would have been 

used to convey the story-ǘŜƭƭƛƴƎΦ !ƴ ŜȄŀƳǇƭŜ ƛǎ [ƻŜǿŜΩǎ ǎǳƎƎŜǎǘƛƻƴ ǘƘŀǘ ǘƘŜ ǎƛƴƎŜǊ ŀƴŘ 

pianist should imagine the characters performing while taking into account their situation, 

their emotions, at the specific moment of the plot. This led us to experimenting with the 

possibilities given by such suggestions and concluding to our own independent decisions (as 

occurs in the later discussion on case studies). 

Collaboration, as other researchers39 on the subject have stated, it consists of 

different aspects: respect, trust, interdependence, accountability, communication (including 

non-verbal communication), dialogue, support and risk taking. Throughout her practice-

based PhD, Heather Roche articulates her own view of collaboration as: 

Χ ŀ ŎǊŜŀǘƛǾŜ ǇǊŀŎǘƛŎŜ ǘƘŀǘ ŜƴƎŀƎŜǎ ǿƛǘƘ ǘƘŜ ǿƻǊƪ ŀƴŘ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ 

between collaborators in order to create. This is a kind of symbiotic 

ǊŜƭŀǘƛƻƴǎƘƛǇ Χ Lǘ ƛǎ ŀ ǇǊŀŎǘƛŎŜ ǘƘŀǘ ƛǎ ŦƻŎǳǎŜŘ ƻƴ ŘƛŀƭƻƎǳŜΣ ǘƘŜ ǾŜǊȅ 

process of collaborating and commitment to goals that are 

determined by the collaborators. Trust is developed. Humour is 

 
38 wƻŜΣ άA Phenomenology of Collaboration in Contemporary Composition and PŜǊŦƻǊƳŀƴŎŜΣέ 25, 27. 
39 John-Steiner, Creative Collaboration (Oxford: Oxford University Press, 2000); Heather Roche, ά5ƛŀƭƻƎǳŜ ŀƴŘ 
/ƻƭƭŀōƻǊŀǘƛƻƴ ƛƴ ǘƘŜ /ǊŜŀǘƛƻƴ ƻŦ bŜǿ ²ƻǊƪǎ ŦƻǊ /ƭŀǊƛƴŜǘΣέ (doctoral thesis, University of Huddersfield, 2011); 
Bruce Ellis Benson, The Improvisation of Musical Dialogue: A Phenomenology of Music (United Kingdom: 
Cambridge University Press, 2003); Wendy Dixon, ά{ƛƴƎƛƴƎ ǘƘŜ bƻǘŀǘƛƻƴΥ !ƴ !ǳǘƻŜǘƘƴƻƎǊŀǇƘȅ ƻŦ ŀ tǊƻŦŜǎǎƛƻƴŀƭ 
Singer in a Performer-Composer Collaboration during the Creation of a New Song-/ȅŎƭŜΣέ (doctoral thesis, 
Conservatorium of Sydney, University of Sydney, 2022). 
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shared. Communication and a focus on the very process of engaging 

with each other as artists is the ground...40 

The above values are significant in a collaboration, and especially in this case where I had to 

collaborate with two different singers under two different circumstances. Due to a more 

flexible schedule, Stuart and I followed the integrative approach of collaboration where time 

was spent on discussion on the matters mentioned above. Part of the discussions was to 

listen and be open to the opinions and ideas of each other of a more creative way of 

performing. Exchange of knowledge was also an important part of the collaboration mainly 

ōŜŎŀǳǎŜ ōŜƛƴƎ ŀǿŀǊŜ ƻŦ ŜŀŎƘ ƻǘƘŜǊΩǎ ǊƻƭŜ ǿƻǳƭŘ ƳŀƪŜ ǳǎ ōŜǘǘŜǊ ŜǉǳƛǇǇŜŘΣ ǇŀǊǘƛŎǳƭŀǊƭȅΣ ƛƴ 

this case where Loewe many times was simultaneously the singer and accompanist. 

wŜǎǇŜŎǘƛƴƎ ŀƴŘ ǘǊǳǎǘƛƴƎ {ǘǳŀǊǘΩǎ ƪƴƻǿƭŜŘƎŜ ŀōƻǳǘ ǎƛƴƎƛƴƎ ǎǘȅle of this period and how as a 

singer he views the important declamatory qualities of the ballad, supported my decisions 

with regards to the responsive role of the accompanist.  

Quite different from the collaboration with Stuart was my collaboration with Jess 

(with whom I worked on ΨWallhaideΩ). Her limited availability allowed me to make a virtue of 

necessity by experimenting with a different kind of collaborative process. It was more of a 

ŎƻƳǇƭŜƳŜƴǘŀǊƛǘȅ ŎƻƭƭŀōƻǊŀǘƛƻƴΣ ΨǘƘŜ Ƴƻǎǘ ǿƛŘŜƭȅ ǇǊŀŎǘƛŎŜŘ ŦƻǊƳΩΣ ŀǎ WƻƘƴ-Steiner calls it, 

ǿƘƛŎƘ Ψƛǎ ŎƘŀǊacterised by a division of labor based on complementary expertise, disciplinary 

knowledge, roles, and temperament. Participants negotiate their goals and strive for a 

ŎƻƳƳƻƴ ǾƛǎƛƻƴΦΩ41 Independent work preceded the actual collaboration. From a personal 

point of view, I tried to apply ideas and concepts discussed in other rehearsals with Stuart as 

a base line of common issues found in a collaboration, for example, making sure that I 

understand the text, how the plot unfolds, the change of the scenes, the important parts of 

it and how the piano responds to them etc. Alongside the independent work, trust was the 

most important element in this collaboration. Without having collaborated with Jess before 

and knowing that the only rehearsal time available was just before the recording time (same 

day, 22nd ƻŦ WǳƴŜ нлноύΣ L ƘŀŘ ǘƻ Ǉǳǘ ǘǊǳǎǘ ƛƴ WŜǎǎΩǎ ǇǊƻŦŜǎǎƛƻƴŀƭƛǎƳ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜ ŀǎ ŀ 

singer who had made recordings before, but also her experience of collaborating with 

different musicians. Although there was the risk of the piano having a more directive role, I 

 
40 Roche, ά5ƛŀƭƻƎǳŜ ŀƴŘ /ƻƭƭŀōƻǊŀǘƛƻƴ ƛƴ ǘƘŜ /ǊŜŀǘƛƻƴ ƻŦ bŜǿ ²ƻǊƪǎ ŦƻǊ /ƭŀǊƛƴŜǘΣέ 11. 
41 John-Steiner, ά¢ƘǊƻǳƎƘ /ƻƳƳǳƴƛǘƛŜǎΣέ ƛƴ Creative Collaboration (Oxford: Oxford University Press, 2000), 
198. 
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had in mind that this is an improvisational work. As with Jazz music, where improvisation is 

ǎǳōǎǘŀƴǘƛŀƭΣ ΨƳǳǎƛŎƛŀƴǎ ƛƴǎǇƛǊŜ ŜŀŎƘ ƻǘƘŜǊ ǘƻ ǘǊŀƴǎŎŜƴŘ ǊƻǳǘƛƴŜ ǇǊŀŎǘƛŎŜ ŀƴŘ ǇǊƻǇŜƭ 

ƛƴƴƻǾŀǘƛǾŜ ŀŎǘƛƻƴΦΩ42 To achieve this, it is necessary to develop a different type of 

collaborative communication, non-verbal communication. As F. A. Seddon explains, a 

collaborative non-ǾŜǊōŀƭ ŎƻƳƳǳƴƛŎŀǘƛƻƴ ƘŀǇǇŜƴǎ ΨǿƘŜƴ ŎƻƳƳǳƴƛŎŀǘƛƻƴ ǿŀǎ ŎƻƴǾŜȅŜŘ 

exclusively through musical interaction and focused on creative exchanges. This non-verbal 

creative musical communication requires empathetic attunement to occur and provides the 

potential vehicle for empathetic creativity to emerge through spontaneous musical 

ǳǘǘŜǊŀƴŎŜǎΦΩ43  

On a personal level, both experiences of collaboration demonstrated the level of 

development which occurs through interaction and interdependence. Collaboration aims to 

ǊŜŀŎƘ ǘƘŜ ƳǳǎƛŎŀƭ ŎǊŜŀǘƛƻƴ ƻŦ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ ōǳǘΣ ǘƘǊƻǳƎƘ ŎƻƭƭŀōƻǊŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ǎƛƴƎŜrs, 

the goal is to develop an interpretation of this repertoire that makes space for 

ŜȄǇŜǊƛƳŜƴǘŀǘƛƻƴΦ !ǎ {Ŏƻǘǘ 5Φ IŀǊǊƛǎƻƴ ƴƻǘŜǎΣ ΨǇǊŀŎǘƛŎŜ-based research enables practitioners 

ǘƻ ǊŜŦƭŜŎǘ ƻƴ ǿƘŀǘ ǘƘŜȅ Řƻ ŀƴŘ ǎƘŀǊŜ ƛǘ ǿƛǘƘ ƻǘƘŜǊǎΣΩ44 therefore reflection is a kind of 

natural outcome in a practice-based research. Likewise, reflection is an important feature in 

the present performance-based research as it demonstrates the way of processing my 

practice-based experience to produce this final thesis. Reflection can be divided into two 

types, self-observation, and self-ǊŜŦƭŜŎǘƛƻƴΦ Ψ{ŜƭŦ-observation collects factual data of what is 

happening at the time of research whereas self-reflection gathers introspective data 

ǊŜǇǊŜǎŜƴǘƛƴƎ ȅƻǳǊ ǇǊŜǎŜƴǘ ǇŜǊǎǇŜŎǘƛǾŜǎΦΩ45 The purpose of both self-observation and self-

reflection is to help the researcher establish a deeper understanding of the different issues 

within research. Rearranging information and emotional orientations during reflection is a 

process that aims to provide new insights.46 

 
42 wƻŜΣ άA Phenomenology of Collaboration in Contemporary Composition and PerformanceΣέ 29. 
43 F. A. Seddon, άaƻŘŜǎ ƻŦ /ƻƳƳǳƴƛŎŀǘƛƻƴ ŘǳǊƛƴƎ WŀȊȊ LƳǇǊƻǾƛǎŀǘƛƻƴΣέ British Journal of Music Education 22, 

no. 1 (2005): 54, accessed Feb 12, 2024. doi:10.1017/S0265051704005984. 
44 WŀƴŜ DƛƴǎōƻǊƎΣ άwŜǎŜŀǊŎƘ {ƪƛƭƭǎ ƛƴ tǊŀŎǘƛŎŜΥ [ŜŀǊƴƛƴƎ ŀƴŘ ¢ŜŀŎƘƛƴƎ tǊŀŎǘƛŎŜ-.ŀǎŜŘ wŜǎŜŀǊŎƘ ŀǘ wb/aΣέ ƛƴ 
Research and Research Education in Music Performance and Pedagogy, ed. Scott D. Harrison (Dordrecht; New 
York: Springer, [2014]), 82. 
45 Heewon Chang, ά/ƻƭƭŜŎǘƛƴƎ {ŜƭŦ-Observational and Self-Reflective Data,έ in Autoethnography as method, 
(London: Routledge, 2016), 89-90, accessed 20 Feb, 2024, https://doi -
org.libproxy.york.ac.uk/10.4324/9781315433370.  
46 wƻŜΣ άA Phenomenology of Collaboration in Contemporary Composition and PerformanceΣέ 101. 
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The use of reflection within the present study follows the steps of plan, act, observe, 

reflect, and plan again. The following table 3 of process indicates the different periods when 

experimentation of the different areas was carried out, particularly, in rehearsals.47 The 

effects of each step of the process were observed, and the reflection of these effects 

intended to produce another plan which, in turn, would present a more active exploration 

of experience. Each step is connected to the next one and all together aim to build 

interpretative suggestions that represent the style of this repertoire. 

  

 

 

 

 

 

 

 

 

 

 

 

 
47 G. Gibbs, Learning by Doing: A Guide to Teaching and Learning Methods (Oxford: Further Education Unit, 
Oxford Polytechnic, 1988), n.p.  
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Table 3: Table of process indicating the different periods of experimentation

The focus on marrying 
music and text 
showed that I was 
following precisely the 
music score without 
necessarilly conveying 
the element of 
narrative.

Incorporating ideas 
from topic theory and 
from the concept of 
pictorialism was a tool 
that could allow me to 
better express 
narrative.

I experimented with 
historical instruments 
and applied some of 
the pianistic 
performance practices 
of the nineteenth 
century.

I recorded most of the 
ballads on the 
fortepiano and I 
observed that 
narrative and topics 
were communicated 
differently compared 
to a modern piano, 
offering different 
experiences. However, 
I was relying more on 
the instrument as a 
source able to 
communicate the 
style and less on my 
interpretative 
decisions.  

I experimented with 
improvisational ideas 
to emphasise the 
improvisational style 
of the music. Although 
this was a very new 
area of exploration for 
me, there was an 
attempt to explore 
quasi improvisational 
evidence through 
recomposition of 
some of the ballads. 

I started exploring 
more in depth the 
nineteenth-century 
piano performance 
practices and applied 
them in my 
performance, and this 
helped me express the 
improvisational style.
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Chapter 2: The ballad in historical context 

2.1 Origins and historical background 

¢ƘŜ ǘŜǊƳ ΨōŀƭƭŀŘΩ Ŏŀƴ ǊŜŦŜǊ ǘƻ a range of overlapping concepts; therefore, the following 

ǇŀǊŀƎǊŀǇƘǎ ǇǊŜǎŜƴǘ ǘƘŜ ōŀƭƭŀŘΩǎ ƻǊƛƎƛƴǎ ŀƴŘ ŎƻƴŎŜǇǘǎ ǘƘŀǘ Ŏŀƴ ŘŜŦƛƴŜ ƛǘ ŀǎ a different type of 

song. The following two chapters set up a roadmap which begins with the historical context 

of the ballad and leads to the development of the nineteenth-century ballad. An important 

part of this roadmap is the demonstration of how this examination informs performance 

decisions.  

While a range of possibilities have been put forward for the origin of the musical 

ballad; the most common view is that it comes from the Latin ballare which means to 

dance.48 However, Evelyn Kendrick Wells offers several other possible origins: 

όмύ ¢ƘŜ ŘŀƴŎŜΣ ōŜŎŀǳǎŜ ƻŦ ǘƘŜ ǊƘȅǘƘƳƛŎ ǊŜŦǊŀƛƴ Χ όнύ LƴŘƛǾƛŘǳŀƭ 

ǇƻŜǘǎΣ ŀƭǎƻ ƻŦ ǘƘŜ ŦƻƭƪΦ όоύ ¢ƘŜ ŎƻǳǊǘƭȅ ǇƻŜǘǎΣ ƻŦǘŜƴ ƳƛƴǎǘǊŜƭǎ Χ όпύ 

The monks, because the ballad stanza shows a metrical similarity 

to the Latin hymn, thus bespeaking some learning and skill, and 

ōŜŎŀǳǎŜ ǘƘŜ ŜŀǊƭƛŜǎǘ ǘŜȄǘΣ άWǳŘŀǎέ όноύΣ ƛǎ ǊŜƭƛƎƛƻǳǎ ƛƴ ǎǳōƧŜŎǘΦ49 

Carols have been also discussed as an additional possible origin. Wells and Leslie Shepard 

highlight possible connections between the religious subject matter of the carol genre and 

the spiritual material often seen in the ballad. Both religious carols and nineteenth-century 

ballads deal with unearthly characters or supernatural beings, and the stories of love or 

death which, according to Shepard, reflect the human spiritual situation.  

¢ƘŜ ǘŜǊƳ ΨōŀƭƭŀŘΩ referred in European literary culture to a popular or traditional 

song that emerged by the end of the thirteenth century and developed in 1700 and 1800 as 

musical accompaniment to village festivals.50 These popular songs fell into three broad 

categories; the first type of popular and traditional song was the minstrel ballad which 

 
48 Alan Bold, The Ballad (London: Methuen & Co. Ltd, 1979), 12. 
49 Evelyn Kendrick Wells, The Ballad Tree: A Study of British and American Ballads, their Folklore, Verse and 
Music, together with Sixty Traditional Ballads and their Tunes (New York: Ronald Press Co., 1950), 193. 
50 James tƻǊǘŜǊ Ŝǘ ŀƭΦΣ ά.ŀƭƭŀŘ,έ Grove Music Online, assessed Apr 15, 2024, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000001879. 
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emerged in the fifteenth century and offered various types of entertainment to different 

social classes. There were two types of minstrels, those with aristocratic background (similar 

to bards) and those who travelled ǘƻ Ƴŀƴȅ ǇƭŀŎŜǎ όΨjongleurΩύ ǎƛƴƎƛƴƎ ǘƘŜƛǊ ǎƻƴƎǎ ǘƻ ǘƘŜ 

public.51 Religious themes were the main subject matter, but topics of warriors, politics and 

other themes related to society started replacing religious topics. Minstrel ballad texts also 

included ideas from legends that were still in the process of formation, such as Robin Hood 

or themes from the Arthurian mythos.52 

The most significant characteristic of minstrels was their ability to not only compose, 

but also accompany their songs on the harp. Their further capability of inventing stanzas 

and developing their repertoire can demonstrate that minstrel ballad had an important 

ƛƳǇŀŎǘ ǘƻ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǘƘŜ ōŀƭƭŀŘ ŀǎ ŀ ƴŜǿ ƎŜƴǊŜΣ ŀǎ ǿŜƭƭ ŀǎ ǘƻ ǘƘŜ ōŀƭƭŀŘΩǎ 

development as a song of a high standard. Evidence of this is Thomas Percy, who strongly 

believed that the many heroic ballads in his Reliques, as well as the small narratives, were 

composed by those minstrels.53  

The second type was the broadside ballad which flourished between 1500 and 1700 

ŀƴŘ ŀǊƻǎŜ ŀǎ ŀ ŘŜǾŜƭƻǇŜŘ ŀƴŘ ǇǊƛƴǘŜŘ ǾŜǊǎƛƻƴ ƻŦ ǘƘŜ ƳƛƴǎǘǊŜƭǎΩ Ŧƻƭƪ ǘǊŀŘƛǘƛƻƴŀƭ ǎƻƴƎǎ ŀƴŘ 

ballads.54 Broadsides were originally newspapers presenting any kind of topic such as 

politics, religion, society, comic or romantic events, music, and any type of popular street 

literature.55 Later versions of it were the pamphlets, chapbooks or cheap-books and 

garlands, which included collections of songs and ballads. It is as if this new achievement 

was trying to approach the audience, rich or poor, and offer them the opportunity to feel 

that they are part of those news and, later on, part of the ballad concerts.56  

 
51 Leslie Shepard, The Broadside Ballad: A Study in Origins and Meaning, 39. 
52 Wells, The Ballad Tree: A Study of British and American Ballads, their Folklore, Verse and Music, together 
with Sixty Traditional Ballads and their Tunes, 207-209. 
53 Thomas Percy, ά!ƴ 9ǎǎŀȅ ƻƴ ǘƘŜ !ƴŎƛŜƴǘǎ aƛƴǎǘǊŜƭǎ ƛƴ 9ƴƎƭŀƴŘ,έ in Reliques of Ancient English Poetry. 
Consisting of Old Heroic Ballads, Songs, and Other Pieces of Our Earlier Poets, Together with Some Few of Later 
Date, vol. 1 (London: John Nichols, 1794), xxiii. 
54 The sixteenth century brought many changes in England, for example, the rapid growth of population and 
ǘƘŜ ƳƻƴŀǊŎƘȅ ŀŦǘŜǊ ǘƘŜ 9ƴƎƭƛǎƘ /ƘǳǊŎƘΩǎ ŘƛǾŜǊƎŜƴŎŜ ŦǊƻƳ ǘƘŜ ŎŀǘƘƻƭƛŎ /ƘǳǊŎƘΦ {ǳŎƘ ŦŀŎǘǎ ōǊƻǳƎƘǘ ǘƘŜ ƴŜŜŘ ƻŦ 
providing up to date news but at the same time remaining the folk and traditional tales and songs, and able to 
fulfil that need were the broadsides. 
55 Shepard, The Broadside Ballad: A Study in Origins and Meaning, 23. 
56 Ibid., 23. 
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¢ƘŜ ǘŜǊƳ ΨōŀƭƭŀŘΩ ōȅ ǘƘŀǘ ǘƛƳŜ όǎƛȄǘŜŜƴǘƘ ŎŜƴǘǳǊȅύ ƳŜŀƴǘ Ψany popular or topical 

ǾŜǊǎŜ ǘƘŀǘ ŎƻǳƭŘ ōŜ ǎǳƴƎ ǘƻ ŀ ƴŜǿ ƻǊ ƻƭŘ ǘǳƴŜΦΩ57 The broadside ballad started principally as 

the old ballad that was learnt orally, and which later took the form of a printed ballad.58 The 

first composers of broadside ballads appeared just after the decline of the minstrels, and 

they were courtiers, notable poets, or tavern poets. The subject matter focussed less on 

grand mythical narratives and more on localised current events, such as political opinions, 

which were often satirised by the broadside writer. The verse included detailed narrative 

but without a particular emphasis on important sections of the text.59 The texts, in turn, 

were printed and provided to the public in the form of large broadsheets/ broadsides. These 

ōŀƭƭŀŘǎ ǿŜǊŜ ǎǳƴƎ ƛƴ ŀ ŦŀƳƛƭƛŀǊ ƳŜƭƻŘȅΣ ŀƴŘ ΨƘŀǿƪŜŘ ƛƴ ǘƘŜ ǎǘǊŜŜǘǎ ƻǊ ǎƻƭŘ ŀǘ ǘƘŜ ǎǘŀƭƭǎ Χ ŀƴŘ 

ƻǘƘŜǊ ƎŀǘƘŜǊƛƴƎ ǇƭŀŎŜǎΦΩ60 

Although the subject matter seemed to be displaced from religious mysticism 

(minstrels) to the more material interests of everyday life, older sources were not 

completely abandoned.61 Ballads continued to combine dramatic events in the past with 

present ones, and this gave them a poetic and metaphysical quality.62 This is, in fact, linked 

ǿƛǘƘ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ ŀƴŘΣ ƛƴ ǇŀǊǘƛŎǳƭŀǊΣ ǘƘŜ ǎǳǇŜǊƴŀǘǳǊŀƭ ŜƭŜƳŜƴǘǎ represented in his 

accompaniments and how they constitute part of the performance decisions.   

The third main category was the old German tradition of the eighteenth and 

nineteenth-century Bänkelsänger.63 The Bänkelsänger were well-known itinerant 

performers who travelled with their troupe to various festivals and sang different tales. The 

text of the chosen tales was lurid most of the time, narrating crimes, misfortunes, battles 

and human disaster, and their presentation was meant to be realistic as if they were 

historically informed.64 The melodies were inspired by familiar melodies, or from the 

 
57 Ibid., 47. 
58 Ibid., 48. 
59 Wells, The Ballad Tree: A Study of British and American Ballads, their Folklore, Verse and Music, together 
with Sixty Traditional Ballads and their Tunes, 209, 211-214; Porter Ŝǘ ŀƭΦΣ ά.ŀƭƭŀŘΦέ 
60 Wells, The Ballad Tree: A Study of British and American Ballads, their Folklore, Verse and Music, together 
with Sixty Traditional Ballads and their Tunes, 211. 
61 Shepard, The Broadside Ballad: A Study in Origins and Meaning, 48. 
62 Ibid., 54. 
63 DǊŀƘŀƳ WƻƘƴǎƻƴΣ 9ǊƛŎ {ŀƳǎΣ ŀƴŘ bƛŎƘƻƭŀǎ ¢ŜƳǇŜǊƭŜȅΣ ά!Ǌǘ .ŀƭƭŀŘΣ мфǘƘ- and 20th-ŎŜƴǘǳǊȅΣέ  Grove Music 
Online, assessed Mar 15, 2022,  
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001.  
64 Sammy K. McLean, The Bänkelsang and the Work of Bertolt Brecht, 15, 20, 23. 

https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001
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ƳŜƭƻŘƛŜǎ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘ ǿŀǎ ǇƭŀȅƛƴƎΦ aǳǎƛŎ ŀƴŘ ǘŜȄǘ ŎǊŜŀǘŜŘ ŎƻƴǘǊŀǎǘ ŀǎ ǘƘŜȅ ΨƻŦǘŜƴ ǿƻǊƪŜŘ 

ŀƎŀƛƴǎǘ ŜŀŎƘ ƻǘƘŜǊ ǊŀǘƘŜǊ ǘƘŀƴ ǿƛǘƘ ŜŀŎƘ ƻǘƘŜǊ ǘƻ ŦƻǊƳ ŀƴ ƛƴǘŜƎǊŀƭ ǿƘƻƭŜΦΩ65 

The Bänkelsänger and his troupe carried with them props, such as a bench, a 

pointer, picture sheets illustrating the story and musical instrument(s), most commonly a 

hand organ.66 The hand organ opened the performance while the audience was taking place 

around the bench. As a background, behind the bench, there were picture sheets related to 

the lyrics. The purpose of this setup was to create the atmosphere of the plot, which was 

then introduced by the singer, accompanied by the instrument. This sort of environment 

ŎƻƴǘƛƴǳŜŘ ƭŀǘŜǊ ōȅ ǘƘŜ ǊŜǎǘ ƻŦ ǘƘŜ ǘǊƻǳǇŜΩǎ ƳŜƳōŜǊǎ ŀƴŘ ǘƘŜ ƻǾŜǊŀƭƭ ǇŜǊŦƻǊƳŀƴŎŜ ƛƴŎƭǳŘŜŘ 

more similar ballads, while in between the hand organ was filling any gaps, often by playing 

more sentimental songs.67  

This set up has been an inspiration to the present thesis and, particularly, to the 

staging decisions of the live recital but also in the recorded videos. The idea is to use, 

instead of picture sheets, the projector as a background that accompanies the music, which 

will illustrate text translations but also images that correspond to the text meanings of each 

ballad. As in the case of the Bänkelsänger and his troupe, this staging idea supports the 

atmosphere of each story and provides the audience with extra tools that will help them to 

better understand the plot.  

2.2 Literature 

As already seen, English-language ballad tradition had an impact in the development of the 

nineteenth-century German ballad. Many of the Romantic German writers, such as J. W. von 

Goethe, G. A. Bürger and J. C. F. von Schiller, were inspired by English poetry and English 

ōŀƭƭŀŘǎΣ ƴƻǘŀōƭȅ WŀƳŜǎ aŀŎǇƘŜǊǎƻƴΩǎ Ossian ŀƴŘ .ƛǎƘƻǇ ¢ƘƻƳŀǎ tŜǊŎȅΩǎ Reliques of Ancient 

 
 As A. B. .ŀŎƘ ŜȄǇƭŀƛƴǎΣ ŀƴ ŀǎǎǳƳǇǘƛƻƴ ǘƘŀǘ Ŏŀƴ ōŜ ƳŀŘŜ ǊŜƎŀǊŘƛƴƎ ǘƘŜ ƻǊƛƎƛƴ ƻŦ ǘƘƻǎŜ ōŀƭƭŀŘǎΩ ǘŜȄǘǎΣ ƛǎ ǘƘŀǘ 
they were a result of improvisation and ideas emerged from people who were highly imaginative. Albert B. 
Bach, The Art Ballad, Loewe and Schubert (London: K. Paul, Trench, TrǸbner & Co., 1897), 34. 
65 McLean, The Bänkelsang and the Work of Bertolt Brecht, 67. 
66 !ŘƻƭŦ {ǇŀƳŜǊΣ ά.ŅƴƪŜƭǎŀƴƎέ Die deutsche Volkskunde, Vol. 2 (Berlin: Herbert Stubenrauch 
Verlagsbuchhandlung, 1935), 450, quoted in McLean, The Bänkelsang and the Work of Bertolt Brecht (Paris: 
Mouton & Co. N. V., 1972), 23. In the eighteenth century, Viennese Bänkelsang was using violin and harp. 
Those were replaced in the nineteenth century by the hand organ which had a specific timbre, with melodic 
possibilities of setting the scene for melancholic singing. McLean, The Bänkelsang and the Work of Bertolt 
Brecht, 9, 15. 
67 Ibid., 17, 18. 
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English poetry. Reliques, which was published in 1765, includes English and Scottish ballads 

ŀƴŘ ƘŀŘ ŀƴ ƛƳǇƻǊǘŀƴǘ ƛƳǇŀŎǘ ƻƴ ǘƘŜ DŜǊƳŀƴ ōŀƭƭŀŘΩǎ ŘŜǾŜƭƻǇƳŜƴǘΦ Many of the texts of 

ǘƘƻǎŜ ōŀƭƭŀŘǎ ŀǊŜ {ŎƻǘǘƛǎƘ όǎǳŎƘ ŀǎ Ψ9ŘǿŀǊŘΩύ ŀƴŘ ŀǊŜ ōŀǎŜŘ ƻƴ ǘƘŜ ŎǳƭǘǳǊŜ ƻŦ ǘƘŜ {ŎƻǘǘƛǎƘ 

borders, their history, topography, and poetic tradition.68 The border ballads, therefore, 

inherited a range of poetic themes, some of them focused on the past and the sense of 

national pride and some others focused on exploring the romantic sense influenced by the 

scenery of Liddesdale and Eskdale which were considered the regions of the border ballad.  

Scottish literary poetry emerged during the fifteenth century and often interacted 

with folk poetry. This body of poetry is full of examples of evocations of the supernatural 

and alternative realities which, with the addition of the nature element, created an 

imaginative concept that stimulated many Romantics.69 Their texts often refer to 

supernatural themes, riddles and spells, and present humans associated with unearthly 

ŎǊŜŀǘǳǊŜǎΦ 9ȄŀƳǇƭŜǎ ŀǊŜ CǊŀƴŎƛǎ WŀƳŜǎ /ƘƛƭŘΩǎ ŀƴǘƘƻƭƻƎȅ ƻŦ ōŀƭƭŀŘǎΣ The English and Popular 

Ballads, which was published by the end of the nineteenth century and includes Thomas 

Rhymer, Tam Lin, Hind Etin, Clerk Colvill, The Great Silkie of Sule Skerry, and The Queen of 

9ƭŦƭŀƴŘΩǎ bƻǳǊƛŎŜΦ70 Likewise dramatic and closely linked with the supernatural component 

are the Danish ballads.71    

Two distinctive movements within literature that emerged in Germany during the 

late eighteenth century were Volkslieder (folk song) and Sturm und Drang (storm and 

stress), both of which played an important role in the formation of the Romantic ballad. 

Gottfried Herder and his Stimmen der Völker in Liedern (Voices of the people in songs) 

(1788-уфύΣ ŀƭƻƴƎǎƛŘŜ tŜǊŎȅΩǎ ReliquesΣ ƘŀŘ ŀ ǎƛƎƴƛŦƛŎŀƴǘ ƛƴŦƭǳŜƴŎŜ ƻƴ ƻǘƘŜǊ ǇƻŜǘǎΩ ŀǘǘŜƴǘƛƻƴ 

towards Volkslied.72 As Andrea Lindmayr-Brandl notes, this new turn towards folk materials 

can be explained by the combination of the Enlightenment interest in collecting and editing 

popular literature, for example, fairy tales and popular songs, and the arrival of early 

 
68 CƭŜƳƳƛƴƎ DΦ !ƴŘŜǊǎŜƴΣ ΨhǊŀƭ ¢ǊŀŘƛǘƛƻƴ ƛƴ 9ƴƎƭŀƴŘ ƛƴ ǘƘŜ 9ƛƎƘǘŜŜƴǘƘ /ŜƴǘǳǊȅΥ ά[ƻǊŘ [ƻǾŜƭέ ό/ƘƛƭŘ bƻΦ тр!ύΩΣ ƛƴ 
Flemming G. Andersen, Otto Holzapfel, and Thomas Pettitt (eds.), The Ballad as Narrative: Studies in the Ballad 
Traditions of England, Scotland, Germany and Denmark (Odense, 1982), 59. Quoted in Nick Groom, ά¢ƘŜ .ŀƭƭŀŘ 
and Literary Antiquarianism,έ in The Making of PercyΩs Reliques, 28, accessed Sep 12, 2022, 
https://doi.org/10.1093/acprof:oso/9780198184591.003.0002.  
69 Wells, The Ballad Tree: A Study of British and American Ballads, their Folklore, Verse and Music, together 
with Sixty Traditional Ballads and their Tunes, 74-76. 
70 Porter Ŝǘ ŀƭΦΣ ά.ŀƭƭŀŘΦέ 
71 Ibid. 
72 Anneliese Landau, The Lied: The Unfolding of its Style (United States: University Press of America, 1980), 59. 
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German nationalism as a political movement ǿƘƛŎƘ ΨŎƻƴŎŜƴǘǊŀǘŜŘ ƻƴ ŎǳƭǘǳǊŜ ŀƴŘ ŦƻǎǘŜǊŜŘ 

scientific and intellectual interest in history, tradition, folklore and popular language as a 

ǎȅƳōƻƭ ƻŦ ǘȅǇƛŎŀƭ DŜǊƳŀƴƴŜǎǎΦΩ73  

During this period German poetry was also exploring new ways of experiencing 

emotions. Sturm und Drang and its turbulent character emerged as a way to provide the 

ǇƻŜǘǎ ǿƛǘƘ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ŜȄǇǊŜǎǎƛƴƎ ŀƴ ǳƴƭƛƳƛǘŜŘ ǊŀƴƎŜ ƻŦ ŜƳƻǘƛƻƴǎΣ ΨƛƳƳŜŘƛŀŎȅ ƻŦ 

ŜȄǇǊŜǎǎƛƻƴΩΤ ƛǘ ǿŀǎ ǘƘŜ ƳŜŘƛǳƳ ΨŎŀǇŀōƭŜ ƻŦ ŀǊǘƛŎǳƭŀǘƛƴƎ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ǇǎȅŎƘƻƭƻƎȅ ƻŦ ŜŀŎƘ 

poet so that others could understand and share Ƙƛǎ ǇǊƛǾŀǘŜ Ƨƻȅ ƻǊ ǎƻǊǊƻǿΦΩ74  

2.3 The emergence of the Romantic ballad 

In the nineteenth-century German artistic and literary theory, the ǘŜǊƳ ΨōŀƭƭŀŘΩ ǿŀǎ ŘŜŦƛƴŜŘ 

ŀǎ ΨƭŀǊƎŜǊ ŜǇƛŎ ǘȅǇŜǎ ƻŦ ǇƻŜǘǊȅΣ ŀƴŘ ŜǎǇŜŎƛŀƭƭȅ ǘƘƻǎŜ ǿƘƛŎƘ ŘŜǇƛŎǘ ŘŜŜŘǎ ŦǊƻƳ ǘƘŜ ǿƻǊƭŘ ƻŦ 

ƪƴƛƎƘǘǎΣ ŀŘǾŜƴǘǳǊŜǎΩ75 ƻǊ ƛǘ ǿŀǎ ŜȄǇƭŀƛƴŜŘ ŀǎ ŀ ǎƻƴƎ ǘƘŀǘ ΨŜǎǇŜŎƛŀƭƭȅ ǎƛƴŎŜ .ǸǊƎŜǊΣ ŀǇǇǊƻŀŎƘŜǎ 

ŘǊŀƳŀ ƳƻǊŜ ǘƘŀƴ ƭȅǊƛŎƛǎƳΩΦ76 Based on accomplished examples by composers of the time, 

Gustav Schilling gave the following expanded definition of the ballad:77   

Χ ¢ƘŜ ƳǳǎƛŎŀƭ ŎƻƳǇƻǎƛǘƛƻƴΣ ǿƘƛŎƘ ǿŜ ŀǊŜ ǇŀǊǘƛŎǳƭŀǊƭȅ ŎƻƴŎŜǊƴŜŘ 

with here, has nothing unique on the whole: like all vocal music, it 

must be completely appropriate to the poem. Those stanzas, at least 

most of them, that have to be accompanied by special music are 

primarily to blame for the fact that we have now almost completely 

put the B. [ballad] aside. André the father [Johann André] was the 

ŦƛǊǎǘ ǘƻ ŎƻƳǇƻǎŜ .ǸǊƎŜǊΩǎ ά[ŜƴƻǊŜέΦ Iƛǎ ŎƻƳǇƻǎƛǘƛƻƴ ǿŀǎ ŜǾƛŘŜƴŎŜ ƻŦ 

 
73 Andrea Lindmayr-Brandl, ά¢ƘŜ aƻŘŜǊƴ LƴǾŜƴǘƛƻƴ ƻŦ ǘƘŜ Ψ¢ŜƴƻǊƭƛŜŘΩΥ ! IƛǎǘƻǊƛƻƎǊŀǇƘȅ ƻŦ ǘƘŜ 9ŀǊƭȅ DŜǊƳŀƴ 
Lied Setting,έ Early Music History, 32 (Cambridge: University Press, 2013), 123. 
74 Margaret Mahony Stoljar, ά¢ƘŜ ¦ǎŜ ƻŦ tƻŜǘǊȅ ŀƴŘ ǘƘŜ ¦ǎŜ ƻŦ {ƻƴƎ,έ Lƴ Poetry and Song in Late Eighteenth 
Century Germany: A Study in the Musical Sturm und Drang (London; Dover, N.H.: Croom Helm, 1985), 17-19. 
75 Translation is mine. hǊƛƎƛƴŀƭ ǘŜȄǘΥ ΨƎǊǀǖŜǊŜǊ ŜǇƛǎŎƘŜǊ 5ƛŎƘǘǳƴƎǎŀǊǘŜƴ ƛƴ ±ŜǊǎŜƴΣ ǳƴŘ ǾƻǊǸƎƭƛŎƘ ǎƻƭŎƘŜǊΣ ǿŜƭŎƘŜ 
¢ƘŀǘŜƴ ŀǳǎ ŘŜǊ wƛǘǘŜǊǿŜƭǘΣ !ōŜƴǘƘŜǳŜǊΣ ŘŀǊǎǘŜƭƭǘŜƴΣ ƎŜōǊŀǳŎƘǘΦΩ Johann Georg Sulzer, Allgemeine Theorie der 
schönen Künste in Einzeln: nach alphabetischer Ordnung der Kunstwörter auf einander folgenden, Artikeln 
abgehandelt, vol. 4 (Leipzig: Verlag, 1794), 113. 
76 hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ƛŜ ŘŜǳǘǎŎƘŜ .ŀƭƭŀŘŜ ƴŅƘŜǊǘ ǎƛŎƘΣ ōŜǎƻƴŘŜǊǎ ǎŜƛǘ .ǸǊƎŜǊΣ ƳŜƘǊ ŘŜƳ 5ǊŀƳŀ ŀƭǎ ŘŜƳ [ȅǊƛǎŎƘŜƴΣ 
ǎƻ Řŀǖ Ƴŀƴ ǎƛŜ Ƙƛƴ ǳƴŘ ǿƛŜŘŜǊ ǎƻƎŀǊ ŀǳŦ ŘƛŜ .ǸƘƴŜ ōǊƛƴƎŜƴ ƪƻƴƴǘŜΦΩ DǳǎǘŀǾ {ŎƘƛƭƭƛƴƎΣ Encyclopädie der 
gesammten musikalischen Wissenschaften, oder, Universal-Lexicon der Tonkunst, vol. 1 (F. H. Köhler, 1835), 
413. 
77 {ƘŜǊŀƴƛŀƴΣ άThe Ballade of Eighteenth and Nineteenth-Century Germany: A Useful but Neglected 
tŜŘŀƎƻƎƛŎŀƭ ¢ƻƻƭΣέ 14, 15. 
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a lot of thought, and anyone who had a powerful, comfortable hand 

in playing the piano could, with the singer, whose lungs were clearly 

being used here, contribute his bit to the enjoyment of the listeners. 

Several composers followed him in this style; the greatest master 

among them was Zumsteeg, from whom a not inconsiderable 

number of the most excellent ballads were published, including 

ά[ŜƴƻǊŜέ ŦƻǊ ǘƘŜ ǎŜŎƻƴŘ ǘƛƳŜ Χ !ƴŘ ǎƻΣ ŀƳƻƴƎ ǘƘŜ ƴŜǿŜǎǘ ōŀƭƭŀŘ 

composers, Loewe is the only one who knows how to write with skill 

in this style.78  

These attempts to define the ballad as a distinct genre could not exclude the 

comparison with the already developed Lied. Views on this comparison were expressed in 

the late nineteenth century by Martin Plüddemann (an admirer of Loewe) who articulated a 

distinction between Lied and ballad in the following terms:  

The ballad, as poetry, is already strictly separated from all other 

types of poetry, namely fundamentally different from the song, and 

this difference is also clear enough in genuine ballads, which we 

would like to call only those of Loewe (Zumsteeg was only a pioneer). 

The ballads that have appeared since Loewe have too much of an 

ƛƴƴŜǊ ŀŦŦƛƴƛǘȅ ǿƛǘƘ ǘƘŜ [ƛŜŘΦ 9ǾŜƴ ǎƻƳŜ ƻŦ {ŎƘǳōŜǊǘΩǎΣ {ŎƘǳƳŀƴƴΩǎ 

ŀƴŘ [ƛǎȊǘΩǎ ƎǊŜŀǘ ōŀƭƭŀŘǎ Ŏŀƴƴƻǘ ōŜ ŎƻƳǇƭŜǘŜƭȅ ŀōǎƻƭǾŜŘ ŦǊƻƳ ǘƘƛǎ 

accusation; strictly speaking, they are all too lyrical, too song-like.79  

 
78 Translation is mine. hǊƛƎƛƴŀƭ ǘŜȄǘΥ ΨΦΦ. Die musikalische Composition derselben, welche und hier besonders 
angeht, hat im Ganzen nichts Eigenthümliches: sie muß wie alle Vocalmusik dem Gedichte vollkommen 
angemessen senn. Diejenigen Stanzen, wenigstens den meisten, eine besondere Musik untergelegt werden 
müsse, sind vorzüglich Schuld daran, daß wir die B. nun fast ganz zur Seite gelegt haben. André der Vater war 
ŘŜǊ 9ǊǎǘŜΣ ŘŜǊ .ǸǊƎŜǊΩǎ ά[ŜƴƻǊŜέ ŘǳǊŎƘŀǳǎ ŎƻƳǇƻƴƛǊǘŜΦ {ŜƛƴŜ /ƻƳǇƻǎƛǘƛƻƴ ȊŜǳƎǘŜ Ǿƻƴ ǾƛŜƭŜǊ ¦ŜōŜǊƭŜƎǳƴƎΣ ǳƴŘ 
wer eine kraftvolle, geläufige Hand im Pianofortespiel hatte, der vermochte wohl, mit dem Sänger, bessen 
Lunge hier seht in Anspruch genommen wurde, zum Vergnügen der Zuhörer sein Scherflein beizutragen. Ihm 
folgten mehrere Componisten in diesem Style; der größte Meister darunter was Zumsteeg, von dem eine nicht 
ǳƴōŜǘǊŅŎƘǘƭƛŎƘŜ ½ŀƘƭ ŘŜǊ ǾƻǊǘǊŜŦŦƭƛŎƘǎǘŜƴ .ŀƭƭŀŘŜƴ ŜǊǎŎƘƛŜƴΣ ŀǳŎƘ ŘƛŜ ά[ŜƴƻǊŜέ ȊǳƳ ȊǿŜƛǘŜƴ aŀƭŜΤ ōŜǎǎŜǊ ŀƭǎ 
ŘƛŜǎŜ ŀōŜǊ ǎƛƴŘ ǎŜƛƴŜ ά9ǊǿŀǊǘǳƴƎέΣ ά{ŜƘƴǎǳŎƘǘέΣ ǳƴŘ ŜƴŘƭƛŎƘ Řŀǎ ƴƻƴ Ǉƭǳǎ ǳƭǘǊŀ άŘƛŜ ǇŦŀǊǊŜǊǎ ¢ƻŎƘǘŜǊ Ǿƻƴ 
¢ŀǳōŜƴƘŀƴƴΦέ bŀch Zumsteeg ist die Zeit der größeren Ballade bei und immer mehr verschwunden; auf einen 
bleibenden Werth dürfen unter den jüngeren nur die Balladen von Seckendorf und Göthe rechnen, deren 
meisterhafte Musik auf die erste wie die leßte Stanze paßt, wie z. .Φ άwƛǘǘŜǊ hƭǳŦέΣ άŘŜǊ 9ǊƭƪǀƴƛƎέ ǳΦȊΦ ¦ƴŘ ǎƻ ƛǎǘ 
unter den neuesten Ballade=Componisten auch nur Löwe der einzige, der in diesem Style mit Geschick zu 
ǎŎƘǊŜƛōŜƴ ǿŜƛǖΦΩ {ŎƘƛƭƭƛƴƎΣ Encyclopädie der gesammten musikalischen Wissenschaften, oder, Universal-Lexicon 
der Tonkunst, 413. 
79 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ƛŜ .ŀƭƭŀŘŜ ƛǎǘ ǎŎƘƻƴ ŀƭǎ 5ƛŎƘǘǳƴƎ ǎǘǊŜƴƎ ƎŜǎŎƘƛŜŘŜƴ Ǿƻƴ ŀƭƭŜƴ ŀƴŘŜǊŜƴ 
Arten der Poesie, namentlich fundamental verschieden vom Liede, und dieser Unterschied prägt sich denn 



28 
 

¢ǿƻ ȅŜŀǊǎ ƭŀǘŜǊΣ ƛƴ муфпΣ tƘƛƭƛǇǇ {Ǉƛǘǘŀ ŎƻƳǇŀǊŜŘ {ŎƘǳōŜǊǘΩǎ ŀƴŘ [ƻŜǿŜΩǎ Ψ9ǊƭƪǀƴƛƎΩΣ ŀƴŘ 

ǇŀǊǘƛŎǳƭŀǊƭȅ ǉǳŜǎǘƛƻƴŜŘ ǿƘŜǘƘŜǊ {ŎƘǳōŜǊǘΩǎ ǎŜǘǘƛƴƎ Ŏŀƴ ōŜ ŎŀƭƭŜŘ ŀ ōŀƭƭŀŘΥ 

The answer can only be in the negative Χ Revenge and tempest, a 

soundless something in frenzied rage, fair dream images, women 

and loveliness fantastically chasing each other, increasing 

excitement, finally a break and disappointed awakening. A ballad 

could emerge from this elemental flood, but it is never such a ballad 

itself. If Schubert had thought it was, he simply would not have 

understood the poem Χ Lƴ ǘƘŜ Ψ9ǊƭƪǀƴƛƎΩΣ ŀ ǎŜƴǎŜ ƻŦ ǳǊƎŜƴŎȅ ǇǊŜǾŀƛƭǎ 

so strongly that it powerfully pulls everything down into its depths. 

That is not allowed in a ballad; why else would it tell us of pain and 

pleasure, of action and suffering, of the attunement and struggle of 

opposing beings?80 

In order to clarify further the distinctions between the genres of ballad and Lied, it is 

useful ǘƻ ŜȄŀƳƛƴŜ ǘƘŜ ǘŜǊƳ ΨƎŜƴǊŜΩΣ ǿƘƛŎƘ ŘŜŦƛƴŜǎ Ψŀ ŎƭŀǎǎΣ ŀ ǘȅǇŜ ƻǊ ŎŀǘŜƎƻǊȅΩ ƻŦ ŀ ǿƻǊƪ ƻŦ 

art.81 /ŀǊƭ 5ŀƘƭƘŀǳǎ ƴƻǘŜǎ ǘƘŀǘ ǘƘŜ ƎŜƴǊŜ ǊŜŦŜǊǊŜŘ ǘƻ Ψŀ ǿƻǊƪ ώǘƘŀǘϐ ŜȄŜƳǇƭƛŦƛŜŘ ŀ ǘȅǇŜΣ 

ŦŜŜŘƛƴƎ ƻƴ ǘƘŜ ƘƛǎǘƻǊƛŎŀƭ ǎǳōǎǘŀƴŎŜ ƻŦ ǘƘƛǎ ǘȅǇŜΩ ŀƴŘΣ ƛǘǎ ŀǎǎƻŎƛŀǘƛƻƴ ǿƛǘƘ ŀ ǎǇŜŎƛŦƛŎ ǘȅǇŜΣ 

 
auch bei echten Balladen, als welche wir einzig die von Loewe (Zumsteeg war nur Bahnbrecher) bezeichnen 
möchten, deutlich genug aus. Was seit Loewe an Balladen erschienen, hat eben zu viel innere Verwandtschaft 
mit dem Liede. Selbst einige grossartige BallŀŘŜƴ {ŎƘǳōŜǊǘΩǎΣ {ŎƘǳƳŀƴƴΩǎ ǳƴŘ [ƛǎȊǘΩǎ ǎƛƴŘ Ǿƻƴ ŘƛŜǎŜƳ ±ƻǊǿǳǊŦŜ 
ƴƛŎƘǘ ƎŀƴȊ ŦǊŜƛȊǳǎǇǊŜŎƘŜƴΣ ǎǘǊŜƴƎ ƎŜƴƻƳƳŜƴ ǎƛƴŘ ǎƛŜ ŀƭƭŜ Ȋǳ ƭȅǊƛǎŎƘΣ Ȋǳ ƭƛŜŘƳŅǎǎƛƎΦΩ tƭǸŘŘŜƳŀƴƴΣ άYŀǊƭ [ƻŜǿŜΣέ 
320. 
80 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ ΨbƻŎƘ ƘŜǳǘŜ ǎǘǊŜƛǘŜǘ Ƴŀƴ ŘŀǊǸōŜǊΣ ƻō {ŎƘǳōŜǊǘǎ ƻŘŜǊ [ƻŜǿŜΩǎ Ψ9ǊƭƪǀƴƛƎΩ 
ŘŜƴ ±ƻǊȊǳƎ ǾŜǊŘƛŜƴŜƴΦ 5ƛŜ CǊŀƎŜ ǿƛǊŘ ŦŀƭǎŎƘ ƎŜǎǘŜƭƭǘΤ ǎƛŜ ƳǸǖǘŜ ƭŀǳǘŜƴΥ Lǎǘ {ŎƘǳōŜǊǘǎ Ψ9ǊƭƪǀƴƛƎΩ ŜƛƴŜ .ŀƭƭŀŘŜΣ 
oder ist er es nicht? Die Antwort kann nur verneinend lauten, und damit ist jeder Vergleichung der Boden 
entzogen. Wass begreifen wir denn hier? Racht und Sturm, ein personloses etwas in rasender raft, holde 
Traumbilder, Frauen und Lieblichkeit phantastisch einander jagend, steigende Aufregung, endlich ein 
Abbrechen und enttäuschtes Erwachen. Aus dieser elementaren fluth konnte eine Ballade auftauchen, aber 
nimmer ist sie selbst schon eine solche. Hätte Schubert sie dafür gehalten, so hätte er einfach das Gedicht 
nicht verstanden gehabt. Wan beachte, daß dieses Stück 1815 geschrieben ist, während einer Zeit, da er 
ƎŜǊŀŘŜ ŘƛŜ ƳŜƛǎǘŜƴ .ŀƭƭŀŘŜƴ ŎƻƳǇƻƴƛǊǘŜΦ Dƛōǘ Ŝǎ ȊǿƛǎŎƘŜƴ ƛƘƴŜƴ ǳƴŘ ŘŜƳ Ψ9ǊƭƪǀƴƛƎΩ ŀǳŎƘ ƴǳǊ ŘƛŜ ƎŜǊƛƴƎǎǘŜ 
äußere und innere Verwandtschaft? Vollends wird man nach irgend einem an Zumsteeg anklingenden Zuge 
vergeblich suchen. Den reitativischen Schluß kann man nicht dafür ansehen; recitativartige Perioden kommen 
auch sonst in seinen voll-LƴǊƛǎŎƘŜƴ .ŜŦŅƴƎŜƴ ǾƻǊΦ Lƴ ŘŜƳ ƴǳǊ ǳƳ Ŝƛƴ WŀƘǊ ƧǸƴƎŜǊŜƴ Ψ²ŀƴŘŜǊŜǊΩ ȊǳƳ .ŜƛǎǇƛŜƭΣ 
der überhaupt ein leƘǊǊŜƛŎƘŜǎ DŜƎŜƴōƛƭŘ ȊǳƳ Ψ9ǊƭƪǀƴƛƎΩ ōƛŜǘŜǘΥ Ŝƛƴ ǎǘƛƭƭŜǎ 5ŀƘƛƴȊƛŜƘŜƴ ƛƳ !ōŜƴŘƭƛŎƘǘΣ Ŝƛƴ 
ŦŜƘƴŜƴŘŜǎ !ǳŦŀǘƘƳŜƴΣ Ŝƛƴ ǿŜƘƳǸǘƘƛƎŜǎ wŜƛƎŜƴ ǳƴŘ {ŎƘǿƛƴŘŜƴ ƘƻƭŘŜǊ 9ǊƛƴƴŜǊǳƴƎŜƴΦ LƳ Ψ9ǊƭƪǀƴƛƎΩ ǿŀƭǘŜǘ ŜƛƴŜ 
Drundempfindung so stark vor, daß sie allmächtig Alles in ihre TiŜŦŜ ƘƛƴŀōȊƛŜƘǘΦΩ tƘƛƭƛǇǇ {ǇƛǘǘŀΣ 
Musikgeschichtliche AufsŅtze (Berlin, GebrǸder Paetel, 1894), 427, 428, accessed 9 Oct, 2023, 
https://www.digitale-sammlungen.de/en/view/bsb11557038?page=,1. 
81 WƛƳ {ŀƳǎƻƴΣ άDŜƴǊŜΣέ Grove Music Online, accessed, Sep 13, 2022, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000040599. 

https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000040599.
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000040599.
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aimed to make it understandable to the listeners.82 For instance, if a piece of music was 

ŎŀƭƭŜŘ Ψ.ŀǊŎŀǊƻƭƭŜΩΣ ǘƘŜƴ ƛǘǎ ǘƛǘƭŜ ǊŜǇǊŜǎŜƴǘŜŘ ŀ ǎƻƭŜ ǘȅǇŜ ǿƛǘƘ ƛǘǎ ŜȄǇƭƛŎƛǘ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎΣ ƛƴ 

this case 6/8, accompanied with a distinct rhythm portraying the movement of the boat.83 

IŀǾƛƴƎ ǎŀƛŘ ǘƘŀǘΣ 5ŀƘƭƘŀǳǎ Ƙŀǎ ŀƭǎƻ ŘŜǎŎǊƛōŜŘ ǘƘŜ άǘƻƴŜέ ǘƘŀǘ ƛǎ ǊŜŎƻƎƴƛǎŀōƭŜ ƛƴ ŀ 

ƎŜƴǊŜ ŀƴŘ Ƙƻǿ ƛƳǇƻǊǘŀƴǘ ƛǘ ƛǎ ǊŜƎŀǊŘƛƴƎ ǘƘŜ ŀǳŘƛŜƴŎŜ ŀƴŘ ǘƘŜ άƳƻŘŜ ƻŦ ǇǊŜǎŜƴǘŀǘƛƻƴΦέ84 

Dahlhaus uses this information as an aspect significant to understand the distinction 

between Lied and ballad. He specifically notes that, 

A ballad is a sung narrative; in its mode of presentation the author 

directly addresses his audience. The ballad singer is a reciter or bard 

who presents a story to a circle of listeners. The underlying notion of 

the genre is that the audience perceives the author as a musical 

narrator; to separate the composer from the singer is to modify but 

ƴƻǘ ǘƻ ŀōŀƴŘƻƴ ǘƘƛǎ ƴƻǘƛƻƴ Χ ¦ƴƭƛƪŜ ǎǳƴƎ ƴŀǊǊŀǘƛǾŜΣ ŀ [ƛŜŘ ƛǎ ŀƴ 

utterance that is not directed ostentatiously at an audience but, in a 

manner of speaking, is overheard by the audience. Listeners are 

essential to the ballad, but incidental to the Lied.85 

As chapter 3 will illustrate, it is not only narrative that makes the ballad a genre, but 

how the narrative qualities are conveyed, and this is closely linked to the way of performing 

a ballad. Another characteristic element of a ballad that distinguishes it from Lied and 

overall, as a genre, is the way the text is set to music. The following paragraphs demonstrate 

the leading ballad composers, as well as the transformation of the ballad composition 

during nineteenth century. 

2.4 Leading ballad composers 

During the same period, there were three Schools which were particularly important, as 

they opened the way to the development of the nineteenth-century art song and, 

 
82 Carl Dahlhaus, Esthetics of Music, trans. William W. Austin (United Kingdom: Cambridge University Press, 
1982), 15. 
83 Ibid.Σ мрΤ aŀǳǊƛŎŜ WΦ 9Φ .ǊƻǿƴΣ ŀƴŘ YŜƴƴŜǘƘ [Φ IŀƳƛƭǘƻƴΣ ά.ŀǊŎŀǊƻƭƭŜΣέ Grove Music Online, assessed Sep 13, 
2022, https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000002021. 
84 Dahlhaus, Nineteenth-Century Music (United Kingdom: University of California Press, 1989), 105. 
85 Ibid., 105. 

https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000002021.
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000002021.
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specifically, the ballad. These were the so-called First and Second Berlin School and the 

Swabian.86 Franz Benda (1709-1786), Johann Friedrich Agricola (1720-1774), Carl Heinrich 

Graun (1702-1771), and C. P. E. Bach (1714-1788) were four of the most influential song 

composers of the First Berlin School in the late eighteenth century. The First Berlin School 

vocal music was set, mainly, in a strophic form; however, the increased popularity in 

composing Lieder and ballads made some composers approach strophic form differently. 

Sheranian mentions two examples of such composers: (1) August Bernhard Valentin Herbing 

(1735-1766) and his collection Musikalischer Versuch in Fabeln und Erzählungen des Herrn 

Professor GellertsΣ ǿƘƛŎƘ ŎƻƴǎƛǎǘŜŘ ƻŦ ΨǎǘƻǊƛŜǎ ŀƴŘ ŦŀōƭŜǎ ǎŜǘ ƭƛƪŜ ƻǇŜǊŀ ǎŎŜƴŜǎΣ ŀƴd were 

ǇŜǊƘŀǇǎ ǘƘŜ ŘƛǊŜŎǘ ŀƴǘŜŎŜŘŜƴǘ ƻŦ ǘƘŜ ŀǊǘ .ŀƭƭŀŘŜΩ ŀƴŘ ǳǎŜŘ ΨƳƻǊŜ ƛƳŀƎƛƴŀǘƛǾŜ ƘŀǊƳƻƴƛŜǎΦΩ 

(2) Christian Gottlob Neefe (1748-1798) and his Serenaten beim Klavier zu singen which 

demonstrated the idea of altering the accompaniment in a way that would support the text 

and would be of an equivalent importance to the vocal line.87 

bŜŜŦŜΩǎ ƛŘŜŀ ǿŀǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƳǇƻǊǘŀƴǘ ǎƻ ǘƘŀǘ ōy 1770 was further developed by 

the Second Berlin School. The three most significant composers of the Second Berlin School 

were Johann Abraham Peter Schulz (1747-1800), Johann Friedrich Reichardt (1752-I814) and 

Carl Friedrich Zelter (1758-1832). Reichardt and Zelter, specifically, demonstrated a 

willingness to explore compositional possibilities that were more advanced than the already 

known strophic form; for example, Reichardt used tripartite form and gave an important 

role to the accompaniment.88 By the same period, another approach of composing vocal 

music developed in the southern part of Germany. It was the Swabian School in Stuttgart  

and its pioneer composers Johann Rudolf Zumsteeg (1760-1802), Christian Friedrich 

Schubart (1739-1791) and Christoph Rheineck (1748-1797).89 The composers preferred texts 

from North German poets such as Bürger and Claudius, as well as from Swabian poets such 

as Schiller.  

 
86 {ƘŜǊŀƴƛŀƴΣ άThe Ballade of Eighteenth and Nineteenth-Century Germany: A Useful but Neglected 
Pedagogical ToolΣέ нпΤ SchorsΣ ά¢ƘŜ {ŎƻǘǘƛǎƘΣ 9ƴƎƭƛǎƘ ϧ bƻǊŘƛŎ ōŀƭƭŀŘǎΣέ 37. 
87 Ibid., 26.  
88 Ibid., 27, 28. 
89 !ǎ {ŎƘƻǊǎ ŎƭŀǊƛŦƛŜǎΣ ΨǘƘŜ ǘŜǊƳ ΨǎŎƘƻƻƭΩ  Ƴǳǎǘ ōŜ ŀǇǇƭƛŜŘ ǿƛǘƘ ǎǘǊƻƴƎ ǊŜǎŜǊǾŀǘƛƻƴǎΣ ŀǎ ǘƘŜ ŎƻƳǇƻǎŜǊǎ ŘƛŘ ƴƻǘ 
Ŧƻƭƭƻǿ ŎƻƳƳƻƴ ƳǳǎƛŎŀƭ ŀƴŘ ŀŜǎǘƘŜǘƛŎŀƭ ǇǊƛƴŎƛǇƭŜǎ ƛƴ ǘƘŜ ǎŀƳŜ ǿŀȅ ŀǎ ǘƘŜ .ŜǊƭƛƴ ŎƻƳǇƻǎŜǊǎ ŘƛŘΦΩ {ŎƘƻǊǎΣ ά¢ƘŜ 
{ŎƻǘǘƛǎƘΣ 9ƴƎƭƛǎƘ ϧ bƻǊŘƛŎ ōŀƭƭŀŘǎΣέ от. 
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Even though the Swabian School was more independent of rules and doctrines 

regarding the relationship between music and text,90 it was influenced to a certain extend 

by the Berlin Schools and their idea of setting music with one general mood rather than 

expressing every word of the text.91 Compositions by Schubart and Rheinecke depict this 

idea while Zumsteeg adopted the through-composed style. 92 As Sheranian explains, the 

experimentation with the through-ŎƻƳǇƻǎŜŘ ŀǇǇǊƻŀŎƘ ƻŦŦŜǊŜŘ ΨǎǘǊǳŎǘǳǊŀƭ ŦƭŜȄƛōƛƭƛǘȅΩ ƛƴ ǘƘŜ 

ōŀƭƭŀŘΣ ǿƛǘƘ ǿƘƛŎƘ ΨǘƘŜ ƪŜȅōƻŀǊŘ ŀǎǎǳƳŜǎ ƎǊŜŀǘŜǊ ǊŜǎǇƻƴǎƛōƛƭƛǘȅΣ ǘƘŜ ǊŜǉǳƛǎƛǘŜ ƘŀǊƳƻƴƛŎ 

experimentation, naturally leading to compositions of great imagination and influence.93 In 

½ǳƳǎǘŜŜƎΩǎ ǘƘǊƻǳƎƘ-composed ballads, the piano parts are so detailed that are able to 

express a variety of moods and effects of the text,94 ŀǎ ǿŜƭƭ ŀǎ Ψǘƻ ǊŜŦƭŜŎǘ ƛƴ ǘƘŜ ƳŜƭƻŘƛŎ ƭƛƴŜ 

both the overall mood and the individual words, without thereby neglecting a true 

ŎŀƴǘŀōƛƭŜΦΩ 95 Zumsteeg had the ability to switch from recitative and melody and vice versa so 

that the dramatic narrative is emphasisedΣ ŀƴŘ Ƙƛǎ Ǉƛŀƴƻ ŀŎŎƻƳǇŀƴƛƳŜƴǘǎ ǿŜǊŜ ΨƛƳŀƎƛƴŀǘƛǾŜ 

ŀƴŘ ƻŦǘŜƴ ƎǊƛǇǇƛƴƎ ōȅ ǘƘŜ ǎǘŀƴŘŀǊŘǎ ƻŦ ǘƘŜ ŎƻƴǘŜƳǇƻǊŀǊȅ ŀŎŎƻƳǇŀƴƛŜŘ ǎƻƴƎΦΩ96  

 
90 Rules and doctrines refer to one of the .ŜǊƭƛƴ {ŎƘƻƻƭΩǎ ǇǊƛƴŎƛǇƭŜǎ Ψ{ŀƴƎōŀǊƪŜƛǘΩ ǿƘƛŎƘΣ ŀǎ ŜȄǇƭŀƛƴŜŘ ōȅ {ŎƘƻǊǎΣ 
ƳŜŀƴǘ ǘƘŜ ΨŎƭƻǎŜƴŜǎǎ ōŜǘǿŜŜƴ ǿƻǊŘǎ ŀƴŘ ƳǳǎƛŎΦΩ Heinrich Wilhelm Schwab, Sangbarkeit, Popularität und 
Kunstlied: Studien zu Lied und Liedästhetik der mittleren Goethezeit 1770 ς 1814 (Regensburg, 1965), p. 19, 
quoted ƛƴ {ŎƘƻǊǎΣ ά¢ƘŜ {ŎƻǘǘƛǎƘΣ 9ƴƎƭƛǎƘ ϧ bƻǊŘƛŎ ōŀƭƭŀŘǎΣέ офΦ 
91 According to Schors, one general mood derived from an important major characteristic of the Second Berlin 
SchooƭΣ ΨΨ{ǇǊŀŎƘǎƪŜǇǎƛǎΩ όǎŎŜǇǘƛŎƛǎƳ ƻŦ ǎǇŜŜŎƘύΣ ŀ ǇƘƛƭƻǎƻǇƘȅ ƛƴǎǇƛǊŜŘ ōȅ LƳƳŀƴǳŜƭ YŀƴǘΣ WƻƘŀƴƴ DƻǘǘƭƛŜō CƛŎƘǘŜ 
and August Schelling. According to this philosophy, the medium of speech was ambiguous and incapable of 
exact communication. Thus, it was believed that only music was able to express the poetic idea in a clear way, 
while words were of mere ornamental value. The aim of the Berlin composers was therefore not to interpret 
single words, but to capture the overall fundamental emotion of a song, a certain emotion, in order to obtain 
ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ǿŀǎ ΨǇŜǊŦŜŎǘ ŀƴŘ ŎƻƳǇƭŜǘŜ ŀǎ ŀ ǿƘƻƭŜΩ ΦΦΦ ¢Ƙƛǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǎǇŜŜŎƘ ŀǎ ƛƴŦŜǊƛƻǊ ǘƻ ƳǳǎƛŎ 
determined their leading principles of composition: a melody which followed the natural ductus of speech, a 
rhythm that was determined by natural declamation and ς most importantly ς ǘƘŜ ŀǾƻƛŘŀƴŎŜ ƻŦ ǘƻƴŜ ǇŀƛƴǘƛƴƎΦΩ 
Schors statement is based on DŜǊƘŀǊŘ ±ƻƳ IƻŦŜΣ DƻŜǘƘŜǎ DŜŘŀƴƪŜ ŜƛƴŜǊ Ψ!Ǌǘ {ȅƳōƻƭƛƪ ŦǸǊǎ hƘǊΩ ǳƴŘ ǎŜƛƴŜ 
.ŜƎǊǸƴŘǳƴƎ ƛƳ ƳǳǎƛƪŅǎǘƘŜǘƛǎŎƘŜƴ 5ƛŀƭƻƎ Ƴƛǘ ½ŜƭǘŜǊΥ ±ŜǊǎǳŎƘ ŜƛƴŜǊ 5ŜǳǘǳƴƎ Σ ƛƴ IŜǊƳŀƴƴ WǳƴƎ όŜŘΦύΣ Eine Art 
Symbolik fürs Ohr: Johann Wolfgang von Goethe: Lyrik und Musik (Frankfurt am Main, New York, 2002), pp. 
19ς42, pp. 26ς7Σ ǉǳƻǘŜŘ ƛƴ {ŎƘƻǊǎΣ ά¢ƘŜ {ŎƻǘǘƛǎƘΣ 9ƴƎƭƛǎƘ ϧ bƻǊŘƛŎ ōŀƭƭŀŘǎΣέ пмΦ 
92 DǳƴǘŜǊ aŀƛŜǊΣ ά½ǳƳǎǘŜŜƎ ώ½ǳƳ {ǘŜŜƎϐΣ WƻƘŀƴƴ wǳŘƻƭŦΣέ Grove Music Online, assessed Feb 12, 2021, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000031067. 
93 {ƘŜǊŀƴƛŀƴΣ άThe Ballade of Eighteenth and Nineteenth-Century Germany: A Useful but Neglected 
Pedagogical ToolΣέ нфΦ 
94 Hsiao-Yun Kung, Carl Loewes Goethe-Vertonungen: eine Analyse ausgwählter Lieder im Vergleich mit der 
Berliner Liederschule und Franz Schubert (Marburg: Tectum, 2003, 26, accessed Oct 13, 2021, 
https://www.google.co.uk/books/edition/Carl_Loewes_Goethe_Vertonungen/2KUDn4JtVdYC?hl=en. 
95 aŀƛŜǊΣ ά½ǳƳǎǘŜŜƎ ώ½ǳƳ {ǘŜŜƎϐΣ WƻƘŀƴƴ wǳŘƻƭŦΣέ Grove Music Online, assessed Feb 12, 2021, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000031067. 
96 WƻƘƴǎƻƴΣ {ŀƳǎΣ ŀƴŘ ¢ŜƳǇŜǊƭŜȅΣ ά!Ǌǘ .ŀƭƭŀŘΣ мфǘƘ- and 20th-ŎŜƴǘǳǊȅΦέ 
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hƴŜ ƻŦ ǘƘŜ ŎƻƳǇƻǎŜǊǎ ǿƘƻ ǿŀǎ ŀǘǘǊŀŎǘŜŘ ōȅ ½ǳƳǎǘŜŜƎΩǎ ōŀƭƭŀŘǎ ǿŀǎ {ŎƘǳōŜǊǘΣ ǿƘƻ 

ǿŀǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƴŦƭǳŜƴŎŜŘ ōȅ ½ǳƳǎǘŜŜƎΩǎ ǳƴƛǉǳŜ ŎƻƳǇƻǎƛǘƛƻƴŀƭ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎΣ ǎǳŎƘ ŀǎ ǘƘŜ 

use of recitative, rhapsodic form, and the overall ability to capture the mood so evocatively. 

Schubert tried to follow these techniques in his ballads, especially those ballads composed 

between 1811 and 1816, and namely Hagars Klage (D5), Lied der Liebe (D109), Nachtgesang 

(D314), Ritter Toggenburg (D397), Die Erwartung (D159) and Skolie (D507), ballads that 

Zumsteeg set to music beforehand.97 Alongside Schubert, scholars refer to Loewe as the 

ƻǘƘŜǊ ŎƻƳǇƻǎŜǊ ǿƘƻ ǿŀǎ ƳǳŎƘ ƛƴŦƭǳŜƴŎŜŘ ōȅ ½ǳƳǎǘŜŜƎΩǎ ōŀƭƭŀŘǎΦ98 A more detailed 

discussion of Loewe and his work will follow, but it is important to mention that Loewe 

ŀǇǇŜŀǊǎ ǘƻ ƻǿŜ ƳǳŎƘ ƻŦ Ƙƛǎ ǎǳŎŎŜǎǎ ǘƻ ½ǳƳǎǘŜŜƎΩǎ  ōŀƭƭŀŘ ǎǘȅƭŜΤ [ƻŜǿŜΩǎ ŀŎƘƛŜǾŜƳŜƴǘ ǿŀǎ 

to blend strophic and repetitive style with more through-composed approach of different 

scenes, various sound worlds accompanied by recitative and arioso sections.99 

  

 
97 aŀƛŜǊΣ ά½ǳƳǎǘŜŜƎ ώ½ǳƳ {ǘŜŜƎϐΣ WƻƘŀƴƴ wǳŘƻƭŦέΤ wƻōŜǊǘ ²ƛƴǘŜǊΣ ά{ŎƘǳōŜǊǘΣ CǊŀƴȊΣέ Grove Music Online, 
assessed Feb 14, 2021, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000025109. 
98 WƻƘƴǎƻƴΣ {ŀƳǎΣ ŀƴŘ ¢ŜƳǇŜǊƭŜȅΣ ά!Ǌǘ .ŀƭƭŀŘΣ мфǘƘ- and 20th-ŎŜƴǘǳǊȅΦέ 
99 Ibid. 
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Chapter 3: Performing ballads: interpretative 

strategies 
All of the ballads presented in this thesis have very dramatic and, in some cases, 

unpredictable narratives, through which the listener experiences not just a moment but 

rather follows a plot. As Mieke Bal notes, 

a narrative text is a text in which an agent or subject conveys to an 

ŀŘŘǊŜǎǎŜŜ όάǘŜƭƭǎέ ǘƘŜ ǊŜŀŘŜǊΣ ǾƛŜǿŜǊΣ ƻǊ ƭƛǎǘŜƴŜǊύ ŀ ǎǘƻǊȅ ƛƴ ŀ 

medium, such as language, imagery, sound, buildings, or a 

combination thereof. A story is the content of that text and produces 

ŀ ǇŀǊǘƛŎǳƭŀǊ ƳŀƴƛŦŜǎǘŀǘƛƻƴΣ ƛƴŦƭŜŎǘƛƻƴΣ ŀƴŘ άŎƻƭƻǳǊƛƴƎέ ƻŦ ŀ ŦŀōǳƭŀΦ ! 

fabula is a series of logically and chronologically related events that 

are caused or experienced by actors.100   

The way the story presented in the ballad is distinct. Often based on texts of 

ǎǳǇŜǊƴŀǘǳǊŀƭƛǎƳ ŀƴŘ ƳȅǎǘŜǊȅΣ ΨŀǳŘŀŎƛƻǳǎ ǘŀƭŜǎ ƻŦ ŎƘƛǾŀƭǊƛŎ ƎŀƭƭŀƴǘǊȅΣΩ ΨǎǇƛǊƛǘǎΣ ƭŜƎŜƴŘǎΣ 

ŦŀƴǘŀǎǘƛŎ ŀƴŘ ŘŜƳƻƴƛŀŎŀƭ ǎǘƻǊƛŜǎΩ101, the narrative qualities in a ballad are blended with epic, 

dramatic and lyric elements. All the evolving dramatic situations of the text are traced by a 

ΨǎŜǊƛŀǘŜŘ ƳǳǎƛŎŀƭ ǎǘǊǳŎǘǳǊŜΩ ǿƘƛŎƘ ƛƴŎƭǳŘŜǎ ǘƘŜ ŘƛŦŦŜǊŜƴǘ ŎƻƴǘǊŀǎǘƛƴƎ ƳƻƻŘǎ ŀƴŘ ǘƘŜ 

ŎƘŀǊŀŎǘŜǊǎΩ ǾƛǾƛŘ representation, as well as their dialogue.102 In Lied, contrastingly, there is 

Ψone all-ǇŜǊǾŀǎƛǾŜ ƳƻƻŘ ŘŜǊƛǾŜŘ ŦǊƻƳ ǘƘŜ ǇƻŜƳΦΩ103 DƻƛƴƎ ōŀŎƪ ǘƻ {ǇƛǘǘŀΩǎ ǎǘŀǘŜƳŜƴǘΣ ƘŜ 

ǊŜŎƻƎƴƛǎŜǎ {ŎƘǳōŜǊǘΩǎ Ψ9ǊƭƪǀƴƛƎΩ ŀǎ ŀ [ƛŜŘΣ ōŜŎŀǳǎŜ ƘŜ ŦƛƴŘǎ that there is a basic feeling that 

prevails so strongly that it pulls everything down into its depths, something that does not 

characterise a ballad.104  

 
100 Mieke Bal, Narratology: Introduction to the Theory of Narrative, 4th ed. (Toronto: University of Toronto 
Press, 2017), 5. 
101 YǊŀǾƛǘǘΣ ά¢ƘŜ .ŀƭƭŀŘ ŀǎ /ƻƴŎŜƛǾŜŘ ōȅ DŜǊƳŀƴƛŎ /ƻƳǇƻǎŜǊǎ ƻŦ ǘƘŜ [ŀǘŜ wƻƳŀƴǘƛŎ tŜǊƛƻŘέΣ рллΦ 
102 Ibid., 501-502.  
103 !ǎ ǎǘŀǘŜŘ ōȅ 9Φ CΦ YǊŀǾƛǘǘΣ ŀǎǎǳƳƛƴƎ ǘƘŀǘ ǘƘƛǎ ƻōǎŜǊǾŀǘƛƻƴ ŎƻƳŜǎ ŦǊƻƳ tƭǸŘŘŜƳŀƴƴΩǎ ΨŎƻƴŎƭǳŘƛƴƎ ǊŜƳŀǊƪǎ ǘƻ 
his first volume of ballads, Balladen und Gesange (Nurnberg: Wilhelm Schmid, 1892), iii. The discussions by 
Plüddemann in his books of ballads (Vorwort and Nachwortύ ŀǊŜ ƻŦǘŜƴ Ƴƻǎǘ ƛƴǎǘǊǳŎǘƛǾŜΦΩ bƻ ŀŎŎŜǎǎ ŀǾŀƛƭŀōƭŜ ǘƻ 
this source. Ibid., рлмΦ aŀǊǘƛƴ tƭǸŘŘŜƳŀƴƴ ǿŀǎ ŀƴŘ ŀŘƳƛǊŜǊ ƻŦ [ƻŜǿŜ ǿƘƻ ƘŀŘ ŀƴ ƛƴŦƭǳŜƴŎŜ ƻƴ tƭǸŘŘŜƳŀƴƴΩǎ 
works. 
104 Translation is mine. hǊƛƎƛƴŀƭ ǘŜȄǘΥ ΨLƳ 9ǊƭƪǀƴƛƎ ǿŀƭǘŜǘ ŜƛƴŜ DǊǳƴŘŜƳǇŦƛƴŘǳƴƎ ǎƻ ǎǘŀǊǘ ǾƻǊΣŘŀǎǎ ǎƛŜ ŀƭƭƳŅŎƘǘƛƎ 
!ƭƭŜǎ ƛƴ ƛƘǊŜ ¢ƛŜŦŜ ƘƛƴŀōȊƛŜƘǘΦ 5ŀǎ ŘŀǊŦƴƛŎƘǘ  ǎŜƛƴ ƛƴ ŜƛƴŜǊ .ŀƭƭŀŘŜΦΩ {ǇƛǘǘŀΣ Musikgeschichtliche AufsŅtze, 428.  
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Fabula has an equally important role in a ballad. As Bal adds, the key elements of 

fabula are the event which defines the place(s) where something happens and their 

alteration, and the actor(s) who can be a person or any medium that is part of an event.105 It 

ŎƻǳƭŘ ōŜ ǎŀƛŘ ǘƘŀǘ ǘƘŜ ŀŎŎƻƳǇŀƴƛƳŜƴǘ ƻŦ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ ǊŜǇǊŜǎŜƴǘ ǘƘŜ event, and the 

singer represents the actor(s). However, in an attempt to communicate the dramatic 

narrative, Loewe sets the piano part with different possibilities, distinguished from the voice 

line, rendering it able to function as an extra layer of musical material as well as an extra 

layer of meaning.106 ¢ƘŜǊŜŦƻǊŜΣ ǿƘŜƴ ǇŜǊŦƻǊƳƛƴƎ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎΣ ǘƘŜ Ǉƛŀƴƻ ǇŀǊǘΣ Ƴƻǎǘ ƻŦ 

the time, is so rich that it can establish both event and actor(s)Σ ŀƴŘΣ ǇŀǊǘƛŎǳƭŀǊƭȅΣ ǘƘŜ ƭŀǘǘŜǊΩǎ 

emotional state. 

The narrative qualities have implications for performance. As Shepard comments, 

ǘƘŜ ǎƛƎƴƛŦƛŎŀƴŎŜ ǊŜƭƛŜǎ ƻƴ ǘƘŜ Ψmanner of singingΩ ŀƴŘ ƴƻǘ ƻƴ ǘƘŜ ǘŜȄǘΦ 107 ¢ƘŜ Ψmanner of 

singingΩ ǎƻƳŜƘƻǿ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ǘƘŜ άƳƻŘŜ ƻŦ ǇǊŜǎŜƴǘŀǘƛƻƴέ ǎǘŀǘŜŘ ōŜŦƻǊŜ ōȅ 5ŀƘƭƘŀǳǎΣ 

and are closely linked to the ōŀƭƭŀŘΩǎ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ǾŀƭǳŜΣ its use of complex unfolding 

narratives. The text is important, but the focus should be on how the performance can 

communicate the text, unfold the character behind the words and respond to the number 

of events that occur in the text. For that reason, two performance strategies are presented 

in the following paragraphs, and these are declamation and topic theory. 

3.1. Declamatory style 

Lƴ ƳǳǎƛŎΣ ŀƴŘ ǎǇŜŎƛŦƛŎŀƭƭȅ ǾƻŎŀƭ ƳǳǎƛŎΣ ŘŜŎƭŀƳŀǘƛƻƴ Ƙŀǎ ōŜŜƴ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ŀǎ ΨǘƘŜ ǊŜƭŀǘƛƻƴ 

ōŜǘǿŜŜƴ ǾŜǊōŀƭ ǎǘǊŜǎǎ ŀƴŘ ƳŜƭƻŘƛŎ ŀŎŎŜƴǘ ƛƴ ǘƘŜ ǎŜǘǘƛƴƎ ŀƴŘ ŘŜƭƛǾŜǊȅ ƻŦ ŀ ǘŜȄǘΦΩ108 It also 

refers to a particular mode of delivery which is characterised by intense expressivity, 

 
105 Bal, Narratology: Introduction to the Theory of Narrative, 5. 
106 Loewe and other composers of the same era had the possibility to compose such as accompaniments 
because the piano during that period had been through many changes in order to develop to an instrument 
that can be used in bigger concert halls. The fundamental aim of the piano makers was to develop the sound 
of the instrument, to make a piano flexible to create dynamics and its resonance to be able to produce extra 
colours and richness. Richard Burnett, Company of Pianos (Kent: Finchcocks Press, 2004), 53.   
107 Shepard, The Broadside Ballad: A Study in Origins and Meaning, 38. 
108 hǿŜƴ WŀƴŘŜǊ ŀƴŘ ¢ƛƳ /ŀǊǘŜǊΣ ά5ŜŎƭŀƳŀǘƛƻƴΣέ Grove Music Online, assessed Oct 11, 2022, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000007369. 
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exaggeration of speech and gestures.109 Declamation is closely linked to rhetoric and its five 

stages as formed by Greek and Roman writers, such as Aristotle, Cicero and Quintilian:110 

Inventio (invention of the idea), dispositio (presentation of the idea as an argument), 

elocutio (elaboration of the idea with stylistic features, for example, tropes and figures of 

speech), memoria (the commitment of speech to memory), pronunciatio (delivery which 

aims to teach, delight and move the listener).111 The most significant stage that involves a 

strong connection with declamation is pronunciatio. 

Readings of writers, such as Eric Van Tassel and Martha Elliott demonstrate that 

singing with a declamatory mode of delivery was a recognised strand of nineteenth-century 

vocal performance,112 but there were some tensions with other kinds of performance 

ǇǊŀŎǘƛŎŜǎΦ ±ŀƴ ¢ŀǎǎŜƭΣ ŜȄŀƳƛƴƛƴƎ ǊŜƳŀǊƪǎ ƻƴ WƻƘŀƴƴ aƛŎƘŀŜƭ ±ƻƎƭΩǎ όмтсу-1840) singing by 

Leopold von Sonnleithner (1797-1873), argues that the declamatory style was equally 

prevalent in this period as the lyrical way of singing Lieder.113 !ǎ ǎŜŜƴ ƛƴ ±ŀƴ ¢ŀǎǎŜƭΩǎ ŀǊǘƛŎƭŜΣ 

the main distinction between lyrical and dramatic way of singing is that the former refers to 

beautiful and emotionally expressive qualities whereas the latter aims to convey emotions 

and situations with a more exaggerated way that sometimes requires incorporation of more 

gestures, facial expressions, and extreme and sudden alterations.  

As the following case studies will illustrate, there is historical evidence for the 

ǇǊƛƴŎƛǇƭŜǎ ƻŦ ŘŜŎƭŀƳŀǘƛƻƴ ōŜƛƴƎ ǎƛƎƴƛŦƛŎŀƴǘ ƛƴ ǘƘŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ ǿƘƛŎƘ 

emerges from the writings of the composer himself and the reports of those around him.114 

 
109 aŀǊǘƛƴ YƴǳǎǘΣ άaǳǎƛŎΣ 5ǊŀƳŀΣ ŀƴŘ SprechgesangΥ !ōƻǳǘ wƛŎƘŀǊŘ ²ŀƎƴŜǊΩǎ /ǊŜŀǘƛǾŜ tǊƻŎŜǎǎΣέ 19th-Century 
Music 38, no. 3 (Spring 2015): 225, accessed Jan 13, 2024, 
ƘǘǘǇǎΥκκǿǿǿΦƧǎǘƻǊΦƻǊƎκǎǘŀōƭŜκмлΦмрнрκƴŎƳΦнлмрΦоуΦоΦнмфΤ YŜƴƴŜǘƘ aƻōōǎΣ ά{ǘƻǇǎ ŀƴŘ hǘƘŜǊ {ǇŜŎƛŀƭ 9ŦŦŜŎǘǎ 
ƻƴ ǘƘŜ 9ŀǊƭȅ tƛŀƴƻΣέ Early Music 12, no. 4 (Nov. 1984): 472-473, accessed Jan 12, 2024, 
http://www.jstor.org/stable/3137976. 
110 Blake Wilson, George J. Buelow, ŀƴŘ tŜǘŜǊ !Φ IƻȅǘΣ άwƘŜǘƻǊƛŎ ŀƴŘ aǳǎƛŎΣέ Grove Music Online, assessed Oct 
12, 2022. https://doi.org/10.1093/gmo/9781561592630. 
111 ²ƛƭǎƻƴ ŜǘΦŀƭΦΣ άwƘŜǘƻǊƛŎ ŀƴŘ aǳǎƛŎέΤ bƛŀ 9ƭƛȊŀōŜǘƘ [ŜǿƛǎΣ ά¢ƘŜ wƘŜǘƻǊƛŎ ƻŦ /ƭŀǎǎƛŎŀƭ tŜǊŦƻǊƳŀƴŎŜ tǊŀŎǘƛŎŜΥ 
DƛǾƛƴƎ Ψ[ƛŦŜ ǘƻ ǘƘŜ bƻǘŜǎΩ ƛƴ aƻȊŀǊǘϥǎ {ƻƴŀǘŀǎ ŦƻǊ ±ƛƻƭƛƴ ŀƴŘ YŜȅōƻŀǊŘΣέ όtƘ5 ŘƛǎǎŜǊǘŀǘƛƻƴΣ ¦ƴƛǾŜǊǎƛǘȅ ƻŦ ¸ƻǊƪΣ 
2007), 5. 
112 Eric Van Tassel, άΨ{ƻƳŜǘƘƛƴƎ ¦ǘǘŜǊƭȅ bŜǿΩΥ [ƛǎǘŜƴƛƴƎ ǘƻ {ŎƘǳōŜǊǘ [ƛŜŘŜǊΣ мΥ ±ƻƎƭ ŀƴŘ ǘƘŜ 5ŜŎƭŀƳŀǘƻǊȅ {ǘȅƭŜΣέ 
Early Music 25, no. 4 (1997): 702-714; Martha Elliott, Singing in Style: A Guide to Vocal Performance Practices, 
126-159 (New Haven: Yale University Press, 2006); Elliott, Singing in Style: A Guide to Vocal Performance 
Practices, 160-193.  
113 Van Tassel, άΨ{ƻƳŜǘƘƛƴƎ ¦ǘǘŜǊƭȅ bŜǿΩΥ [ƛǎǘŜƴƛƴƎ ǘƻ {ŎƘǳōŜǊǘ [ƛŜŘŜǊΣ мΥ ±ƻƎƭ ŀƴŘ ǘƘŜ 5ŜŎƭŀƳŀǘƻǊȅ {ǘȅƭŜΣέ 
704. 
114 Hanzlik, Carl Loewe - Balladenschule (Carl Loewes Sing - und Vortragslehre) Nach den Quellen 
zusammengestellt von Karl Anton. Neu herausgegeben, nach dem Manuskript des Händel-Hauses in Halle, im 
Auftrag der Internationalen Carl-Loewe-Gesellschaft, 1-100. 
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One way to examine the style itself is by looking at the singing treatises of the time, 

especially since Loewe was primarily a singer and a song composer. The model of 

declamatory performance in the nineteenth century was found in singing treatises, such as 

Manuel DŀǊŎƝŀΩǎ ɿŜǿ ǘǊŜŀǘƛǎŜ ƻƴ ǘƘŜ ŀǊǘ ƻŦ ǎƛƴƎƛƴƎΥ ɮ ŎƻƳǇŜƴŘƛƻǳǎ ƳŜǘƘƻŘ ƻŦ ƛƴǎǘǊǳŎǘƛƻƴΣ 

with examples and exercises for the cultivation of the voice (1800).115 Declamation was also 

ŘƛǎŎǳǎǎŜŘ ƛƴ ŜŀǊƭƛŜǊ ǎƛƴƎƛƴƎ ǘǊŜŀǘƛǎŜǎΣ ǎǳŎƘ ŀǎ !ƎǊƛŎƻƭŀΩǎ Introduction to the art of singing.116  

DŀǊŎƝŀΩǎ (1805-1906)117 name is often met in studies related to nineteenth-century 

performance practices; Neal Peres Da Costa, for instance, who claims that nineteenth piano 

ǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜǎ ŀǊŜ ŎƭƻǎŜƭȅ ƭƛƴƪŜŘ ǘƻ ǎƛƴƎƛƴƎΣ ŦƛƴŘǎ DŀǊŎƝŀΩǎ ǾƛŜǿǎ ƻƴ ǘƘŜ ǘƻǇƛŎ 

particularly enlightening.118 García sets out technical strategies for developing 

expressiveness which, combined with the lack of text looking at the detailed practical 

outworkings of the declamatory ideas in the nineteenth century, represent that period. 

Some of his significant quotes refer to the importance of the deliberately powerful 

pronunciation of consonants;119  

 
115 Manuel Garcia, DŀǊŎƛŀΩǎ bŜǿ ¢ǊŜŀǘƛǎŜ ƻƴ ǘƘŜ !Ǌǘ ƻŦ {ƛƴƎƛƴƎΥ ! /ƻƳǇŜƴŘƛƻǳǎ aŜǘƘƻŘ ƻŦ LƴǎǘǊǳŎǘƛƻƴΣ ǿƛǘƘ 
Examples and Exercises for the Cultivation of the Voice (Boston: Oliver Ditson Company, [187-?]). 
116 First publication was in 1757. J. Friedrich Agricola, Introduction to the art of Singing (1757), ed. and trans. 
Julianne C. Baird (Cambridge: Cambridge University Press, 1995), 163. 
117 Manuel Garcia was a baritone and singing teacher from Spain who investigated the voice and its 
physiological characteristics. He is most famous for his discovery of the laryngoscope (1855). García, even 
though a contemporary of Loewe, developed an academic status that had an impact on the nineteenth-
century singing world. Although the origins of the two men (Loewe in Germany and García in Spain, Paris and 
London) do not show any certain connection between them, both were influenced by the Italian singing 
method of the time. Loewe in his autobiography writes that when he was young, and influenced by his eldest 
brother, used to study the Italian school method of singing (Vincenzo Maria Righini). García, on the other hand, 
was the son of the renowned tenor of bel canto and singing teacher Manuel del Pópulo Vicente Rodríguez 
García (1775-1832). Both his father and his sister, Maria Malibran (1808-1836), built great careers in Italy 
where they inherited the Italian singing style, and which García (son) tried to develop through his research on 
ǇƘȅǎƛƻƭƻƎȅΦ !ǇǊƛƭ CƛǘȊƭȅƻƴΣ ŀƴŘ WŀƳŜǎ wŀŘƻƳǎƪƛΣ άDŀǊŎƛŀΣ aŀƴǳŜƭ όƛƛύΣέ Grove Music Online, assessed Nov 20, 
2023, https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-90000380458; Loewe, Dr. Carl Loewe's Selbstbiographie, 13-мпΤ WŀƳŜǎ wŀŘƻƳǎƪƛΣ άDŀǊŎƝŀΣ 
aŀƴǳŜƭ όƛύΣέ Grove Music Online, assessed Dec 7, 2023, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-90000380457; Radomski, ά9ǎǘŀōƭƛǎƘƛƴƎ ŀ /ŀǊŜŜǊΥ tŀǊƛǎ όмулт-1811) and Italy (1812-1816),έ 
in Manuel García 1775-1832: Chronicle of the Life of a Bel Canto Tenor at the Dawn of Romanticism (Oxford: 
hȄŦƻǊŘ ¦ƴƛǾŜǊǎƛǘȅ tǊŜǎǎΣ нлллύΣ млпΤ 9ƭƛȊŀōŜǘƘ CƻǊōŜǎΣ άaŀƭƛōǊŀƴ ώƴŞŜ DŀǊŎƝŀϐΣ aŀǊƛŀό-CŜƭƛŎƛŀύΣέ Grove Music 
Online, assessed Dec 7, 2023, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000017547; {ƛƴƎŜǊǎǇŀŎŜΣ άaŀƴǳŜƭ DŀǊŎƛŀ LLΥ ¢ƘŜ ά/ƻƭǳƳōǳǎ ƻŦ ǘƘŜ [ŀǊȅƴȄέΣέ 
https://singerspace.com/articles/introduction-the-singers-dilemma/, [accessed 7 Dec. 2023].  
118 Peres Da Costa, Off the Record: Performing Practices in Romantic Piano Playing, 194-195. 
119 Garcia, DŀǊŎƛŀΩǎ bŜǿ ¢ǊŜŀǘƛǎŜ ƻƴ ǘƘŜ !Ǌǘ ƻŦ {ƛƴƎƛƴƎΥ ! /ƻƳǇŜƴŘƛƻǳǎ aŜǘƘƻŘ ƻŦ LƴǎǘǊǳŎǘƛƻƴΣ ǿƛǘƘ 9ȄŀƳǇƭŜǎ 
and Exercises for the Cultivation of the Voice, 45. 

https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-90000380457
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-90000380457
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000017547
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000017547
https://singerspace.com/articles/introduction-the-singers-dilemma/
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ΧΣ ŀ ǎǘǳŘŜƴǘ ǎƘƻǳƭŘ ŎƻƴǎƛŘŜǊ ǘƘŜ ǎǘǊŜǎǎ ǘƻ ōŜ ƭŀƛŘ ƻƴ ŎŜǊǘŀƛƴ 

ŎƻƴǎƻƴŀƴǘǎΤ Χ ²Ŝ ǿƛƭƭ ƴƻǿ ǎǘŀǘŜ ǳƴŘŜǊ ǿƘŀǘ ŎƛǊŎǳƳǎǘŀƴŎŜǎ 

consonants should be forcibly pronounced. Firstly, in order to 

surmount any mechanical difficulty of articulation; secondly, to give 

strength to the expression of some sentiment; thirdly, to render 

ǿƻǊŘǎ ŀǳŘƛōƭŜ ƛƴ ƭŀǊƎŜ ōǳƛƭŘƛƴƎǎ Χ 9ȄǇǊŜǎǎƛƻƴ ŘŜǇŜƴŘǎ ƎǊŜŀǘƭȅ ƻƴ ǘƘŜ 

weight and strength given to articulation. Consonants express the 

force of a sentiment, just as vowels express its nature. We are always 

impressed by words strongly accentuated, because they appear to 

be dictated by some acute passion; and of course, the most 

ƛƳǇƻǊǘŀƴǘ ǿƻǊŘ ǎƘƻǳƭŘ ǊŜŎŜƛǾŜ ǘƘŜ ǎǘǊƻƴƎŜǎǘ ŜƳǇƘŀǎƛǎ Χ ¢ƘŜ 

necessity for being understood, generally causes a speaker to lay a 

stress upon consonants, in proportion to the size of a building; 

hence, emphasis is made stronger in declamation than in speaking, 

and still more so in song.120 

!ƴƻǘƘŜǊ ŜȄŀƳǇƭŜ ƛǎ DŀǊŎƝŀΩǎ ŘŜŦƛƴƛǘƛƻƴ ƻŦ tempo rubato which is: 

the momentary increase of value, which is given to one or several 

sounds, to the detriment of the rest, while the total length of the bar 

remains unaltered. This distribution of notes into long and short, 

breaks the monotony of regular movements, and gives greater 

vehemence to bursts of passion.121 

He also expresses his view on the features that characterise declamatory singing: 

ΨǎȅƭƭŀōƛŎŀǘƛƻƴΣ ƎǊŀƳƳŀǘƛŎŀƭ ǉǳŀƴǘƛǘȅΣ ŀ ǿŜƭƭ-regulated strength of voice, the timbres, strong 

ŀŎŎŜƴǘǎΣ ǎƛƎƘǎΣ ŜȄǇǊŜǎǎƛǾŜ ŀƴŘ ǳƴŜȄǇŜŎǘŜŘ ǘǊŀƴǎƛǘƛƻƴǎΣ ŀǇǇƻƎƎƛŀǘǳǊŀǎΣ ŀƴŘ ǎƭǳǊǎΣΩ ΨƴƻōƭŜ ŀƴŘ 

ŜƭŜǾŀǘŜŘΩ ŘƛŎǘƛƻƴΤ ŀƴŘ ƘŜ ŀŘŘǎ ǘƘŀǘ ǘƘƛǎ ǎǘȅƭŜ ǊŜǉǳƛǊŜǎ ŀ ǎƛƴƎŜǊ ǿƛǘƘ ΨōƻƭŘƴŜǎǎ ŀƴŘ ǇƻǿŜǊΩ 

and with strong acting characteristics.122 !ƭƭ ƻŦ DŀǊŎƝŀΩǎ ǎǳƎƎŜǎǘƛƻƴǎ ǇǊƻǾƛŘŜ ǎƻƳŜ ǇŀǊŀƭƭŜƭ 

with strategies that musicians use to evoke musical sentiment. Articulation and tempo 

 
120 Garcia, DŀǊŎƛŀΩǎ bŜǿ ¢ǊŜŀǘƛǎŜ ƻƴ ǘƘŜ !Ǌǘ ƻŦ {ƛƴƎƛƴƎΥ ! /ƻƳǇŜƴŘƛƻǳǎ aŜǘƘƻŘ ƻŦ LƴǎǘǊǳŎǘƛƻƴΣ ǿƛǘƘ 9ȄŀƳǇƭŜǎ 
and Exercises for the Cultivation of the Voice, 45. 
121 Garcia, DŀǊŎƛŀΩǎ bŜǿ ¢ǊŜŀǘƛǎŜ ƻƴ ǘƘŜ !Ǌǘ ƻŦ {ƛƴƎƛƴƎΥ ! /ƻƳǇŜƴŘƛƻǳǎ aŜǘƘƻŘ ƻŦ LƴǎǘǊǳŎǘƛƻƴΣ ǿƛǘƘ 9ȄŀƳǇƭŜǎ 
and Exercises for the Cultivation of the Voice, 53. 
122 Garcia, DŀǊŎƛŀΩǎ bŜǿ ¢ǊŜŀǘƛǎŜ ƻƴ ǘƘŜ !Ǌǘ ƻŦ {ƛƴƎƛƴƎΥ ! /ƻƳǇŜƴŘƛƻǳǎ aŜǘƘƻŘ ƻŦ LƴǎǘǊǳŎǘƛƻƴΣ ǿƛǘƘ 9ȄŀƳǇƭŜǎ 
and Exercises for the Cultivation of the Voice, 78. 
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fluctuation, in particular, will have an important role in the live recital of the present 

repertoire as they will be used as tools to express the narrative of these ballads.  

!ƴƻǘƘŜǊ ŀǇǇǊƻŀŎƘ ǊŜƎŀǊŘƛƴƎ ŘŜŎƭŀƳŀǘƻǊȅ ǎǘȅƭŜ ƻŦ ǎƛƴƎƛƴƎ ǿŀǎ ²ŀƎƴŜǊΩǎ ƻǇƛƴƛƻƴ 

which was particularly focused on German songs:   

ŜǎǇŜŎƛŀƭƭȅ ƛŦ Ƙƛǎ ώǎƛƴƎŜǊΩǎϐ ŘŜǎǘƛƴŀǘƛƻƴ ōŜ ŘǊŀƳŀǘƛŎΣ ǿŜ Ƴǳǎǘ 

necessarily provide for his rhetorical and gymnastic training ...  The 

elocutionary tuition will advance from a purely physical training of 

the speaking-organ to a precise instruction in the structure of the 

verse, the properties of the rhyme, and finally the rhetoric and 

poetic contents of the poem whereon the song is built. The 

gymnastic tuition, again, beginning with an instruction in the proper 

poise of body for bringing out the tone, will extend to the 

development of plastic and mimetic aptitudes, to meet the 

requirements of each dramatic action.123  

This approach is specifically addressed to the singer, and it is an element that will be 

incorporated in the live recital. The singers will integrate facial expressions, sometimes body 

expressions, and a singing style which includes parlando techniques, as well as a range of 

vocal colours. Singing off the voice is an added element of their singing style which requires 

less air and less support from the diaphragm, in other words less rich vocal tone, in order to 

achieve soft, and ghostly effects. 

An example of a German singer with a declamatory singing style was Wilhelmine 

Schröder-Devrient (1804-1860) who was admired by Beethoven, Schumann, Mendelssohn, 

Wagner and others.124 Compared to other singers of her time with more lyrical approach to 

singing, Schröder-Devrient was characterised by her powerful dramatic performances. Her 

exaggerated expressiveness was a result of her use of declamation and acting skills and 

much less oŦ ƘŜǊ ǘƻƴŜ ŀŎŎǳǊŀŎȅΦ LƴŘŜŜŘΣ IŜƴǊȅ CƻǘƘŜǊƎƛƭƭ /ƘƻǊƭŜȅ ƳŜƴǘƛƻƴǎ ǘƘŀǘ ΨƘŜǊ ǘƻƴŜǎ 

 
123 Richard Wagner, wƛŎƘŀǊŘ ²ŀƎƴŜǊΩǎ tǊƻǎŜ Works, edited and translated by William Ashton Ellis (London: K. 
Paul, Trench, TrǸbner, 1893), 185. 
124 WƻƘƴ ²ŀǊǊŀŎƪΣ ά{ŎƘǊǀŘŜǊ-5ŜǾǊƛŜƴǘ ώƴŞŜ {ŎƘǊǀŘŜǊϐΣ ²ƛƭƘŜƭƳƛƴŜΣέ Grove Music Online, assessed Dec 10, 2023, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000025090; Elliott, Singing in Style: A Guide to Vocal Performance Practices, 167-168. 

https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000025090
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000025090
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were delivered without any care, save to give them due force. Her execution was bad and 

ƘŜŀǾȅΦ ¢ƘŜǊŜ ǿŀǎ ŀƴ ŀƛǊ ƻŦ ǎǘǊŀƛƴ ŀƴŘ ǎǇŀǎƳ ǘƘǊƻǳƎƘƻǳǘ ƘŜǊ ǇŜǊŦƻǊƳŀƴŎŜΧΩ125 

Vogl was another example of a more dramatic singer and less lyrical; he was lauded 

for his more liberal, dramatic and declamatory style of singing, able to move the 

audience.126 Iƛǎ ŘŜƭƛǾŜǊȅ ƛƴŎƭǳŘŜŘ ŜƳōŜƭƭƛǎƘƳŜƴǘǎΣ ΨƛƳǇǊƻǾƛǎŜŘ ƻǊ άwillkürlicheέ όƴƻƴ-

ŜǎǎŜƴǘƛŀƭύ ƻǊƴŀƳŜƴǘǎΩ ǿƘƛŎƘ ǿŜǊŜ ǊŜƎŀǊŘŜŘ ŀǎ Ψŀƴ ŀǎǇŜŎǘ ƻŦ ǇŜǊŦƻǊƳŀƴŎŜΩ127 and these could 

ƛƴŎƭǳŘŜ ΨƭŀǊƎŜǊ ǊƘȅǘƘƳƛŎ ŀŎŎŜƴǘǎ ƻǊ ŜƳǇƘŀǘƛŎ ŀŎŎŜƴǘǎΣ ǎǳŎƘ ŀǎ accelerando and ritardando, 

crescendo and decrescendo, the mezza voce and portamento, legato and staccato ŜǘŎΣΩ ōǳǘ 

ŀƭǎƻ ΨŦǊŜŜ ǇŀǎǎŀƎŜǎΣ Ǌǳƴǎ ŀƴŘ ƻǘƘŜǊ ǎƛƳƛƭŀǊ fioriture.Ω128 bƻƴŜǘƘŜƭŜǎǎΣ ±ƻƎƭΩǎ ǎƛƴƎƛƴƎ ǎǘȅƭŜ ǿŀǎ 

not always admired by everyone; Sonnleithner was one of the people who argued about the 

reliability of declamatory singing style which, for him, was antithetical to the lyrical method. 

According to Van Tassel, SonnleiǘƘƴŜǊ ǇŜǊŎŜƛǾŜŘ ǎƛƴƎƛƴƎ ŘŜŎƭŀƳŀǘƛƻƴ ŀǎ Ψŀƴȅ ΨǾƛƻƭŜƴǘ 

ŜȄǇǊŜǎǎƛƻƴΩ ǘƘŀǘ ƳƛƎƘǘ ΨƛƳǇŜŘŜ ǘƘŜ ŦƭƻǿΩ ƻŦ ΨǘƘŜ ƳǳǎƛŎŀƭ ƛŘŜŀ ƛƴ ƛǘǎ ǇǳǊƛǘȅΣΩ ŀƴŘ ōŜƭƛŜǾŜŘ ǘƘŀǘ 

{ŎƘǳōŜǊǘ ΨǿƻǳƭŘ ƴƻǘ ǘƻƭŜǊŀǘŜ ǘƘŜ ǎƭƛƎƘǘŜǎǘ ŀǊōƛǘǊŀǊƛƴŜǎǎ ώWillkür] or the least deviation in 

ǘŜƳǇƻΦΩ129 

The importance of this observation relies on the fact that, even within the more 

lyrical and restrained aesthetic of Lieder, a declamatory performer such as Vogl would 

sometimes improvise embellishments. His purpose was to create a more theatrical way of 

performance, which derives from the idea of deliberate exaggeration as a means to a 

ŎƻƳƳǳƴƛŎŀǘƛǾŜ ŜƴŘΦ {ƻƴƴƭŜƛǘƘƴŜǊΩǎ ŀǊƎǳƳŜƴǘ ŀōƻǳǘ ǘƘŜ {ŎƘǳōŜǊǘΩǎ ƭȅǊƛŎŀƭ ǎǘȅƭŜ ǊŜŦƭŜŎǘǎ ǘƘŜ 

idea of the dominance of Schubertian Lieder performance style in subsequent musical 

ŎǳƭǘǳǊŜ ǿƘƛŎƘ Ƙŀǎ ƻŦǘŜƴ ƭŜŘ ǇŜǊŦƻǊƳŜǊǎ ƛƴŎƻǊǊŜŎǘƭȅ ǘŀƪƛƴƎ {ŎƘǳōŜǊǘΩǎ ǎǘȅƭŜ ŀǎ ǘƘŜ ǎǘŀƴŘŀǊŘ 

for other songs of the time, even when their aesthetics are very different. This is something 

that has an impact on the performance decisions of this research project. From the evidence 

 
125 Henry Fothergill Chorley, ά¢ƘŜ ¸ŜŀǊ муонΥ DŜǊƳŀƴ hǇŜǊŀ ƛƴ 9ƴƎƭŀƴŘΣέ ƛƴ ¢ƘƛǊǘȅ ¸ŜŀǊǎΩ aǳǎƛŎŀƭ wŜŎƻƭƭŜŎǘƛƻƴǎ 
(United Kingdom: Hurft & Blackett, 1862), 56. 
126 Tassel, άΨ{ƻƳŜǘƘƛƴƎ ¦ǘǘŜǊƭȅ bŜǿΩΥ [ƛǎǘŜƴƛƴƎ ǘƻ {ŎƘǳōŜǊǘ [ƛŜŘŜǊΣ мΥ ±ƻƎƭ ŀƴŘ ǘƘŜ 5ŜŎƭŀƳŀǘƻǊȅ {ǘȅƭŜΣέ тлпΦ 
127 Walther Dürr, ά{ŎƘǳōŜǊǘ ŀƴŘ WƻƘŀƴƴ aƛŎƘŀŜƭ ±ƻƎƭΥ ! wŜŀǇǇǊŀƛǎŀƭ,έ 19th-Century Music 3, no. 2 (1979): 127, 
128. 
128 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ¦ƴŘ Ȋǳ ŘŜƴ ōŜǎƻƴŘŜǊŜƴ ƻŘŜǊ ǎǇŜŎƛŜƭƭŜƴ ŘŜǊƎƭŜƛŎƘŜƴ ǿƛƭƭƪǸƘǊƭƛŎƘŜƴ 
Manieren gehören theils alle jene einzelnen Vortragsarten, die wir oben, in dem vorhergehenden Capitel, 
bereits entweder als größere rhyth mische oder als emphatische Accente kennen lernten, wie accelerando und 
ritardando, crescendo und decrescendo, das mezza voce und portamento, ligato und staccato etc. *), theils 
ōŜƭƛŜōƛƎŜ wƻǳƭŀŘŜƴΣ [ŅǳŦŜǊ ǳƴŘ ǎƻƴǎǘƛƎŜ ŅƘƴƭƛŎƘŜ CƛƻǊƛǘǳǊŜƴΦΦΦΩ {ŎƘƛƭƭƛƴƎΣ Musikalische Dynamik oder die Lehre 
vom Vortrage in der Musik (Cassel: Krieger 1843), 254. 
129 Tassel, άΨ{ƻƳŜǘƘƛƴƎ ¦ǘǘŜǊƭȅ bŜǿΩΥ [ƛǎǘŜƴƛƴƎ ǘƻ {ŎƘǳōŜǊǘ [ƛŜŘŜǊΣ мΥ ±ƻƎƭ ŀƴŘ ǘƘŜ 5ŜŎƭŀƳŀǘƻǊȅ {ǘȅƭŜΣέ 704. 
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of the music and of contemporary reports that will follow, Loewe aimed at something 

different; his ballads are completely focused around the communication of a narrative and, 

thus, call for a performance that integrates even more declamatory stylistic elements. 

aŜǎǎǘƘŀƭŜǊΣ ŦƻǊ ƛƴǎǘŀƴŎŜΣ ƴƻǘŜǎ ǘƘŀǘ ǘƘŜ ǇǊƛƴŎƛǇŀƭ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ƻŦ [ƻŜǿŜΩǎ ƳƻŘŜ ƻŦ 

performance blend declamatory and improvisational elements:   

a light, unforced, but present sound, a flowing and free treatment of 

the melody which does not stand opposed to the declamation, which 

again always makes the text present and lively, and an improvisatory 

ώǎŜƴǎŜ ƻŦ ϐ ƎŜǎǘǳǊŜ Χ ²Ŝ Ƴǳǎǘ ǎŜŜ [ƻŜǿŜΩǎ ǾƻŎŀƭ ŀŜǎthetic in the 

context of his time because he assumed it in the interpretation of his 

works. It had an important legacy on his art, the way he notated his 

works, for he did not want to notate the manner [Manieren] implicit 

in the score.130 

Loewe himself saw declamation as a particularly heightened form of spoken or sung 

communication; he believed that one should sing as he/ she speaks because singing is there 

for the sake of the language and language, in turn, with an additional tone and rhythm can 

achieve the declamation.131  

3.1.1 Modernist and declamatory approaches to 

performance 

!ǎ ǎŜŜƴ ƛƴ ±ƻƎƭΩǎ ŜȄŀƳǇƭŜΣ ŜǾŜƴ though the declamatory style of singing was an important 

strand of thinking and performing Lieder, ǘƘŜ ƛŘŜŀ ƻŦ ǇŜǊŦƻǊƳƛƴƎ {ŎƘǳōŜǊǘΩǎ [ƛŜŘŜǊ according 

to a specific aesthetic (a non-declamatory aesthetic) dominated. In a way, the same idea 

ǊŜǎƻƴŀǘŜǎ ƛƴ ƳƻŘŜǊƴ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ƻŦ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ ŀƴŘ ǘƘǳǎ ǘƘƛǎ section discusses the 

comparison between declamatory and modernist performance which depend 

 
130 ¢Ǌŀƴǎƭŀǘƛƻƴ {ǘǳŀǊǘ hΩ IŀǊŀΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ ΨŜƛƴ ƭŜƛŎƘǘŜǊΣ ǳƴŦƻǊŎƛŜǊǘŜǊΣ ŀōŜǊ ǇǊŅǎŜƴǘŜǊ ¢ƻƴŀƴǎŀǘȊΣ ŜƛƴŜ 
fließende und freie Behandlung der Melodie, die  nicht im Widerspruch zu der Deklamation steht, welche 
wiederum immer den Text präsent und lebendig gestaltet, und ein improvisatorischer Gestus ... Wir müssen 
die Gesangsästhetik Loewes im Kontext seiner Zeit sehen, denn diese Ästhetik setzte er ja bei der 
Interpretation seiner Werke  voraus. Sie hatte einen wichtigen Einfluss auf die Art, wie er seine Werke 
ƴƻǘƛŜǊǘŜΣ ŘŜƴƴ ŘƛŜ Ǿƻƴ ƛƘƳ ǾƻǊŀǳǎƎŜǎŜǘȊǘŜƴ γaŀƴƛŜǊŜƴβ ōǊŀǳŎƘǘŜ ǳƴŘ ǿƻƭƭǘŜ ŜǊ Ƨŀ ƴƛŎƘǘ ƛƴ ŘŜǊ tŀǊǘƛǘǳǊ 
ƴƻǘƛŜǊŜƴΦΩ aŜǎǎǘƘŀƭŜǊΣ ά/ŀǊƭ [ƻŜǿŜ ƻŘŜǊ Řŀǎ ƎǊƻǖŜ aƛǎǎǾŜǊǎǘŅƴŘƴƛǎΣέ мпΣ мрΦ 
131 Provided by Carl Anton, Beiträge zur Biographie Carl Loewes (Germany: Halle, 1919/20), 238 f, as presented 
ƛƴ aŜǎǎǘƘŀƭŜǊΣ ά/ŀǊƭ [ƻŜǿŜ ƻŘŜǊ Řŀǎ ƎǊƻǖŜ aƛǎǎǾŜǊǎǘŅƴŘƴƛǎΣέ уΣ ммΦ  
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fundamentally on the incorporation of a more experimental manner of interpretation. As 

chapter 5 will demonstrate, experimentation is associated with the examination and 

incorporation of source material which includes early recordings (which are very limited in 

[ƻŜǿŜΩǎ ŎŀǎŜύΣ ǘǊŜŀǘƛǎŜǎ ŀƴŘ ƻǘƘŜǊ ŎƻƴǘŜƳǇƻǊŀǊȅ ǘŜȄǘǎΣ ǘƘŜ physical evidence of instruments 

and aspects of the written notation. A more focused view on the modernist interpretations 

ƻŦ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ Ƙŀǎ ōŜŜƴ ŜȄǇǊŜǎǎŜŘ ōȅ Messthaler. He notes that many recordings of 

[ƻŜǿŜΩǎ ōŀƭƭŀŘǎ ŀƴŘ ƻǾŜǊŀƭƭ ǊŜǇŜǊǘƻƛǊŜ ǿŜǊŜ ƳŀŘŜ ŦǊƻƳ ǘƘŜ мфолǎ ƻƴǿŀǊŘǎΣ132 the period 

when the modern style of performing became a norm. 

The traits that determine modern style are objectivity and clarity. Being a style that 

followed the Romantic style, Modernism developed features that were anti-Romantic. 

IŀȅƴŜǎ ŘŜǎŎǊƛōŜǎ ǘƘŜƳ ŀǎ ΨǊŜǎǘǊƛŎǘƛƻƴǎΩ ōŜŎŀǳǎŜ ƻŦ ǘƘŜ ǳǎŜ ƻŦ ΨǳƴȅƛŜƭŘƛƴƎ ǘŜƳǇƻΣ ƭƛǘŜǊal 

ǊŜŀŘƛƴƎ ƻŦ ŘƻǘǘƛƴƎ ŀƴŘ ƻǘƘŜǊ ǊƘȅǘƘƳƛŎ ŘŜǘŀƛƭǎΣ ŀƴŘ ŘƛǎǎƻƴŀƴŎŜǎ ƭŜŦǘ ǳƴǎǘǊŜǎǎŜŘΦΩ133 He 

ǎǳƳƳŀǊƛǎŜǎ ǘƘŜ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ŀŜǎǘƘŜǘƛŎǎ ƻŦ ƳƻŘŜǊƴ ǎǘȅƭŜ ŀǎΥ ΨάǎŜŀƳƭŜǎǎέ ƭŜƎŀǘƻΣ Ŏƻƴǘƛƴǳƻǳǎ 

and strong vibrato, long-line phrasing, lack of beat hierarchy, unyielding tempos, unstressed 

ŘƛǎǎƻƴŀƴŎŜǎΣ ώŀƴŘϐ ǊƛƎƛŘƭȅ Ŝǉǳŀƭ мсǘƘ ƴƻǘŜǎΣΩ134 and he continues his description by saying 

that:  

aƻŘŜǊƴ ǎǘȅƭŜ ƛǎ ǇǊǳŘƛǎƘΣ ǘƘŜ ƳǳǎƛŎŀƭ ŜǉǳƛǾŀƭŜƴǘ ƻŦ άǇƻƭƛǘƛŎŀƭ 

ŎƻǊǊŜŎǘƴŜǎǎΦέ LŦ wƻƳŀƴǘƛŎ ǇǊƻǘƻŎƻƭ ǿŀǎ ƘŜŀǾȅΣ ǇŜǊǎƻƴŀƭΣ ƻǊƎŀƴƛŎΣ 

free, spontaneous, impulsive, irregular, disorganized, and inexact, 

Modern style is the reverse: light, impersonal, mechanical, literal, 

correct, deliberate, consistent, metronomic, and regular. Modernists 

look for discipline and line, while they disparage Romantic 

performance for its excessive rubato, its bluster, its self-indulgent 

posturing, and its sentimentality.135 

DƻƛƴƎ ōŀŎƪ ǘƻ aŜǎǎǘƘŀƭŜǊΩǎ ŘŜǎŎǊƛǇǘƛƻƴǎ ƻŦ early German recordings of Loewe in 

1930s, he makes explicit reference to their features, such as rhythm guided by words, no 

phrasing following the declamation, the necessity of having impressive, heavy and loud bass 

and bass-baritone voices and, thus, complete absence of any improvisatory gestures. These 

 
132 Ibid., 17. 
133 Haynes, ¢ƘŜ 9ƴŘ ƻŦ 9ŀǊƭȅ aǳǎƛŎΥ ! tŜǊƛƻŘ tŜǊŦƻǊƳŜǊΩǎ IƛǎǘƻǊȅ ƻŦ aǳǎƛŎ ŦƻǊ ǘƘŜ ¢ǿŜƴǘȅ-First Century, 49. 
134 Ibid., 48. 
135 Ibid., 49. 
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features correspond to some recorded examples: one of them is Ψ¢ƻm der ReimerΩ 

performed by Heinrich Schlusnus (1888-1952) and Sebastian Peschko (1909-1987) in 1938136 

in which the focus is on a bel canto purity of line rather than on clear distinctions of colour 

and characters. The only kind of tempo fluctuation happens in places where the composer 

indicated it, for example, in passages with ritenuto (for example, b. 55 onwards). Likewise, 

improvisational features, such as the embellishments in bars 76-77 and later bars 84-85 do 

not convey the sound of birdsong, as they do in the less modernist recording of Leo Slezak 

(1873-1946) and Manfred Gurlitt (1890-1972)137 (no date available). 

Slezak and Gurlitt version demonstrates a more declamatory style of performance, 

particularly from Slezak (singer) who makes changes, for instance, where there is a 

repetition of a passage (bb. 38-41); he interprets differently the quavers by shortening the 

end of the bars. Similarly, he places D of the new D major138 of bar 42 earlier than it is 

ǿǊƛǘǘŜƴ ǎƻ ǘƘŀǘ ƘŜ ŜƳǇƘŀǎƛǎŜǎ ǘƘŜ ƘŀǊƳƻƴȅ ŎƘŀƴƎŜ ōǳǘ ŀƭǎƻ ǘƘŜ ǘŜȄǘΣ ǿƘƻ ǎƘŜ L{ όΨ5ǳ .L{¢ΩύΣ 

creating an asynchronisation with the piano part. However, the attention lies mainly on the 

singer and not so much on the piano accompaniment. This is obvious from the very 

beginning where, particularly in this ballad, the piano has a long introduction which, in this 

recording, sounds more as a technical piano exercise.  

A later example (1962) is ΨIŜǊǊ hƭǳŦΩ performed by Donald Bell (b. 1934) with John 

Wustman (b. 1930)139 at the piano. Even though Bell, as Slezak did, sounds much less 

operatic than Schlusnus and uses different qualities of his voice to present the different 

characters (for exampleΣ ŀ ƭŜǎǎ ΨōŜŀǳǘƛŦǳƭΩ ǾƻƛŎŜ ǘƻ ƛƭƭǳǎǘǊŀǘŜ 9ǊƭƪǀƴƛƎΩǎ ŘŀǳƎƘǘŜǊΩǎ ǾƻƛŎŜ ǿƘŜƴ 

she stops being nice with Herr Oluf and puts a fatal sickness on him), the piano part remains 

a well-played support. Once again, in the introduction the accompaniment could have 

incorporated interpretative elements that are not in the score but would have added a 

different meaning into the presentation of this scene. The upwards and downwards phrases 

(bb. 1-4) could be separated in a way to show the different directions of the stormy night, 

 
136 [ǳŘǿƛƎ Ǿŀƴ .ŜŜǘƘƻǾŜƴΣ /ƘǊƛǎǘƻǇƘ !ǳƎǳǎǘ ¢ƛŜŘƎŜΣ tƛŜǘǊƻΣ ά¢ƻƳ ŘŜǊ wŜƛƳŜǊ,έ Heinrich Schlusnus Liederalbum 

Volume 2. Lebendige Vergangenheit, 1993, CD, accessed Dec 20, 2023, 
https://www.youtube.com/watch?v=qVQtk93dMOM. 
137 Liederoperagreats, ά[Ŝƻ {ƭŜȊŀƪΤ ά¢ƻƳ ŘŜǊ wŜƛƳŜǊέΤ /ŀǊƭ [ƻŜǿŜ,έ ¸ƻǳ¢ǳōŜ ǾƛŘŜƻΣ сΥос, posted by 
άƭƛŜŘŜǊƻǇŜǊŀƎǊŜŀǘǎ,έ hŎǘ фΣ нлнн, accessed Oct 20, 2023, https://www.youtube.com/watch?v=QMkJ6vFTQeo. 
138 All analyses in the text use the original keys as published by Loewe, which sometimes differ from the 
transpositions used in the PhD recital and musical examples. 
139 Kadoguy, ά5ƻƴŀƭŘ .Ŝƭƭ ǎƛƴƎǎ [ƻŜǿŜ [ƛŜŘŜǊ,έ ¸ƻǳ¢ǳōŜ ǾƛŘŜƻΣ 00:00-6:28, pƻǎǘŜŘ ōȅ άƪŀŘƻƎǳȅ,έ aŀȅ нуΣ нлмс, 
accessed Oct 20, 2023, https://www.youtube.com/watch?v=GlBNkmQzqsk. 

https://drive.google.com/file/d/1VzT7bZkWdJreXTBXYawtIRwzZExO5Ilm/view?usp=sharing
https://www.youtube.com/watch?v=qVQtk93dMOM
https://www.youtube.com/watch?v=QMkJ6vFTQeo
https://www.youtube.com/watch?v=QMkJ6vFTQeo
https://drive.google.com/file/d/1G4QSZCgt2BTWybW2TsAT_m-NnCNd-cq4/view?usp=drive_link
https://youtu.be/GlBNkmQzqsk?si=OufYypodEN8IwPxC&t=3
https://youtu.be/GlBNkmQzqsk?si=OufYypodEN8IwPxC&t=3
https://www.youtube.com/watch?v=qVQtk93dMOM
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the fast and slow speed, and back and forth of the wind, which conclude to the introduction 

of the elves.140 They are dancing in bars 5-9 for the first time and a clear distinction from the 

previous stormy image is necessary; lingering on the last crotchet of bar 4 creates the 

feeling of expectation that something different is about to happen, or a new character will 

appear. 

3.1.2 Case studies 

I have chosen the following case studies as particularly appropriate examples of the 

declamatory decisions. Declamation is an important aspect of the performance practice for 

all of the ballads discussed in this research project but I chose to talk more in detail about 

declamatory decisions for these specific ballads because multiple characters are 

represented by the text and there is frequent use of dialogue between these characters. The 

discussion includes recordings documenting the evolution of my interpretative decisions 

which reflect a more modernist kind of conceptual performance, which then has changed by 

the incorporation of historical sources and lead to the different decisions I made for my live 

performance. In addition, in various points in the text I refer to interpretive decisions using a 

notation which I have ŀŘŀǇǘŜŘ ŦǊƻƳ !ƴŘǊŜǿ {ƴŜŘŘŜƴΩǎ ǎŎƻǊŜ ŀƴƴƻǘŀǘƛƻƴǎ ƻƴ [ƛǎȊǘΩǎ ǿƻǊƪǎ141 

(Table 4).  

 slightly earlier 

 moving forward or slightly later 

 or  

diagonal lines for asynchronisation  

 

arpeggiation 

 

arpeggiation beginning on the top note 

 unbroken chord 

 
140 As noted in Hanzlik, Carl Loewe - Balladenschule (Carl Loewes Sing - und Vortragslehre) Nach den Quellen 
zusammengestellt von Karl Anton. Neu herausgegeben, nach dem Manuskript des Händel-Hauses in Halle, im 
Auftrag der Internationalen Carl-Loewe-Gesellschaft, 68-72. 
141 Andrew John Snedden, ά±ƛǘŀƭ tŜǊŦƻǊƳŀƴŎŜΥ /ǳƭǘǳǊŜΣ ²ƻǊƭŘǾƛŜǿΣ ŀƴŘ wƻƳŀƴǘƛŎƛǎǘ tŜǊŦƻǊƳŀƴŎŜ tǊŀŎǘƛŎŜ ǿƛǘƘ 
!ǇǇƭƛŎŀǘƛƻƴ ƛƴ CǊŀƴȊ [ƛǎȊǘΩǎ /ƻƴǎƻƭŀǘƛƻƴǎ ŀƴŘ !ƴƴŞŜǎ ŘŜ tŝƭŜǊƛƴŀƎŜ tǊŜƳƛŝǊŜ !ƴƴŞŜέ (doctoral thesis, Edith 
Cowan University, 2018), 207. 
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Table 4: Score annotations 

3.1.2.1 Case study - Ψ9ǊƭƪǀƴƛƎΩ 

Bars Section Narrative events Musical features 

1-25 A The narrator describes the 
scene in which the first dialogue 
between father and son 
happens (bb. 15-24). 

G minor, 6/8, begins with 
semiquaver accompaniment in 
RH and octave chromatic pattern 
in LH. It changes the other way 
around in bars 15-23. 

26-81 B The dialogue between the 
Erlkönig, son and father. 

6/8 and tremolo when Erlkönig 
appears and with specific 
expressive indication. 9/8 
continues but 6/8 returns in bar 
тс ŀŎŎƻƳǇŀƴȅƛƴƎ ǘƘŜ ǎƻƴΩǎ ƭŀǎǘ 
words. 

81-95 C The narrator describes the final 
fearful image of the father who 
carries his dead child. 

Back to 9/8, galloping figure is 
dominant here to illustrate the 
fearful father riding fast to save 
his son. Spooky end. 

Table 5: ¢ƘŜ Ƴŀƛƴ ǎǘǊǳŎǘǳǊŀƭ ŜǾŜƴǘǎ ƻŦ Ψ9ǊƭƪǀƴƛƎΩ 

Initial interpretative process prior to exploration of declamatory ideas 

The ŦƛǊǎǘ ǎǘŀƎŜ ƻŦ Ƴȅ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ [ƻŜǿŜΩǎ Ψ9ǊƭƪǀƴƛƎΩ (Recording example Ψ9ǊƭƪöƴƛƎΦƳǇпΩ 

from the National Centre for Early Music recorded on the 16th of May 2023), as well as the 

recordings of the rest of the ballads (apart from ΨWallhaideΩ), were made in May 2023 in The 

National Centre For Early Music in York playing on a modern reproduction of a 1820 Fritz 

fortepiano model. My key interpretive priorities at that time were based more on modernist 

ideas of clarity and relying on the given notation which were also influenced by some well-

known recordings of this ballad made in the second half of the twentieth century, such as 

Dietrich Fischer-Dieskau and Gerald Moore (1967)142 or Thomas Quasthoff and Norman 

Shetler (1989).143 At the same time, I was trying to incorporate more ballad-style features, 

such as the variety of colours, by using this early instrument. I quickly found that using a 

historical instrument was not by itself sufficient to create an authentic performance and to 

bring the style of these ballads. Nevertheless, I found that the pedals of the specific 

fortepiano (Figure 1) were particularly useful tools to help me enrich the colours of each 

 
142 Felix Mendelssohn-Bartholdy, Dietrich Fischer-5ƛŜǎƪŀǳ ό{ƛƴƎŜǊύΣ ά9ǊƭƪǀƴƛƎΣ hǇΦ мΣ 5Φ онуΣέ Lieder, EMI 

Classics, [England], [2007], Disc, accessed Oct 20, 2023. https://www.youtube.com/watch?v=6XUtF8j2s6A. 
143 Carl Loewe, Norman Shetler, Thomas Quasthoff, ά9ǊƭƪǀƴƛƎ ƻǇΦм bǊΦо,έ Ballads, Warner Classics, [United 
Kingdom], 2015, Disc, accessed Oct 20, 2023. https://www.youtube.com/watch?v=VFe9yasObqk. 

https://drive.google.com/file/d/1VWtIJjh-hbycoM9lqZld254x5iq6xWqf/view?usp=drive_link
https://www.youtube.com/watch?v=6XUtF8j2s6A
https://www.youtube.com/watch?v=VFe9yasObqk
https://www.youtube.com/watch?v=VFe9yasObqk
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character. The right pedal, like the right pedal on a modern piano, lifts the dampers creating 

a sustained sound. The left pedal is una corda which, when depressed, shifts the key action 

to the right making the hammers strike one or two strings creating thus not only a 

ŘȅƴŀƳƛŎŀƭƭȅ ǎƻŦǘŜǊ ǎƻǳƴŘ ōǳǘ ŀƭǎƻ ŀ ŎƘŀƴƎŜ ƻŦ ǘƘŜ ŎƘŀǊŀŎǘŜǊ ƻŦ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘΩǎ ǎƻǳƴŘΦ144 

The middle pedal is the moderator, a particular pedal that was found primarily on Viennese 

pianos and cannot be found on a modern piano, and which creates a special sound because 

ƻŦ ǘƘŜ ΨǘƻƴƎǳŜ-shaped pieces of leather or cloth [that] are interposed between the hammers 

and the strings, muffling the sound, but leaving the stǊƛƴƎǎ ŦǊŜŜ ǘƻ ǾƛōǊŀǘŜΦΩ145  

 

Figure 1: A modern reproduction of a 1820 Fritz fortepiano model at the National Centre For Early Music 

To distinguish the three characters of this ballad I chose to use the three pedals 

according to their sound effects: for Erlkönig I followed [ƻŜǿŜΩǎ ƛƴŘƛŎŀǘƛƻƴ ƛƴ ǘƘŜ ǎŎƻǊŜ ǘƻ 

depress the una corda ŀƴŘ ǎǳǎǘŀƛƴ ǇŜŘŀƭǎ ǘƻƎŜǘƘŜǊΤ ǘƘŜ ΨǿŀǎƘƛƴƎΩ ǎƻǳƴŘ ƻŦ ǘƘŜ una corda 

with the resonance of the sustain pedal could ŎŀǇǘǳǊŜ 9ǊƭƪǀƴƛƎΩǎ ŜǾƛƭ ǎǿŜŜǘƴŜǎǎ ǿƘƛƭŜ ǘǊȅƛƴƎ 

 
144 David Rowland, A History of Pianoforte Pedalling (Cambridge England; New York: Cambridge University 
Press, 1993), 135, 139. 
145 Ibid.Σ мопΤ aƻōōǎΣ ά{ǘƻǇǎ ŀƴŘ hǘƘŜǊ {ǇŜŎƛŀƭ 9ŦŦŜŎǘǎ ƻƴ ǘƘŜ 9ŀǊƭȅ tƛŀƴƻΣέ птн-473. 
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to lure the son. The son was accompanied with the indication of tutte corde which I 

interpreted with the use of sustain pedal and moderator, creating a muffled sound, an effect 

suitable for mysterious and gloomy moments, just like the feeling that the son brings with 

him dominated by terror. When the father answers, I released the moderator and kept only 

the sustain pedal to illustrate the greater strength of this character, which contrasts with his 

ǎƻƴΩǎ ǾǳƭƴŜǊŀōƛƭƛǘȅΦ 

Evidence of declamatory strategies in Ψ9ǊƭƪǀƴƛƎΩ 

Lƴ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎΣ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƎƛǾŜƴ ǘƻ ŘŜŎƭŀƳŀǘƻǊȅ ǇŜǊŦƻǊƳŀƴŎŜ ƛǎ ǎŜŜƴ ƛƴ ǇŀǊǘƛŎǳƭŀǊ 

ƻŎŎŀǎƛƻƴǎ ǘƘŀǘ ƘŀǾŜ ōŜŜƴ ǊŜŎƻǊŘŜŘ ōȅ [ƻŜǿŜΩǎ ŎƛǊŎƭŜΦ Iƛǎ ŘŀǳƎƘǘŜǊΣ WǳƭƛŜ Ǿƻƴ .ƻǘƘǿŜƭƭΣ 

talked about his use of declamation in his performances, providing as specific example his 

ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ Ƙƛǎ ōŀƭƭŀŘ Ψ9ǊƭƪǀƴƛƎΩ ǿƘŜǊŜ [ƻŜǿŜ ΨǊŜǎŜƳōƭŜŘ ŀ ǎǘƻǊȅǘŜƭƭŜǊΦ IŜ ŘŜŎƭŀƛƳŜŘ 

ƳƻǊŜ ǘƘŀƴ ƘŜ ǎŀƴƎΦ !ƴŘ ȅŜǘ Ƙƛǎ ŘŜŎƭŀƳŀǘƛƻƴ ǿŀǎ ǎƻƴƎΣ Ƙƛǎ ƭŀƴƎǳŀƎŜ ƳǳǎƛŎΦΩ146 .ƻǘƘǿŜƭƭΩǎ 

ŎƻƳƳŜƴǘǎ ŀƴŘ ƴƻǘŜǎ ŦǊƻƳ ƘŜǊ ƭŜǎǎƻƴǎ ǿƛǘƘ ƘŜǊ ŦŀǘƘŜǊΣ ƳŀƪŜ ǊŜŦŜǊŜƴŎŜ ǘƻ [ƻŜǿŜΩǎ ƛŘŜŀǎ ƻƴ 

Ψ9ǊƭƪǀƴƛƎΩǎΩ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴΥ  

The accompaniment is of the utmost importance here, allowing us to 

see the scene and hear the horse galloping towards us from the 

depths (distance). The singer has to personify the force of nature 

appearing in the piano part as the Erlkönig figure and at the same 

time father and son, each for himself. The unity is created by the 

accompaniment.147 

The iŘŜŀƭ ǎŎŜƴŀǊƛƻ ƘŜǊŜ ǿƻǳƭŘ ōŜ ŀ ǊŜŎƻǊŘƛƴƎ ƻŦ [ƻŜǿŜΩǎ ǇŜǊŦƻǊƳŀƴŎŜ ƻǊ [ƻŜǿŜΩǎ 

time which is impossible, and, as far as I know, no recordings from his pupils exist either. 

IƻǿŜǾŜǊΣ aŜǎǎǘƘŀƭŜǊΩǎ ǘŜȄǘ (ά/ŀǊƭ [ƻŜǿŜ ƻŘŜǊ Řŀǎ ƎǊƻǖŜ aƛǎǎǾŜǊǎǘŅƴŘƴƛǎέύ pointed me 

towards a recording148 from 1928 by Sir George Henschel (1850-1934), who performed as a 

 
146 Hanzlik, Carl Loewe - Balladenschule (Carl Loewes Sing - und Vortragslehre) Nach den Quellen 
zusammengestellt von Karl Anton. Neu herausgegeben, nach dem Manuskript des Händel-Hauses in Halle, im 
Auftrag der Internationalen Carl-Loewe-Gesellschaft, 30. 
147 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ƛŜ .ŜƎƭŜƛǘǳƴƎ ƛǎǘ ƘƛŜǊ Ǿƻƴ ƘǀŎƘǎǘŜǊ .ŜŘŜǳǘǳƴƎΣ ǎƛŜ ƭŅǎǎǘ ǳƴǎ ŘƛŜ {ȊŜƴŜ 
sehen und das Pferd aus der Tiefe (Ferne) herangaloppieren hören. Der Sänger hat die im Klavierpart 
erscheinende Naturgewalt zur Erlköniggestalt zu personifizieren und zugleich Vater und Sohn, jeden für sich. 
5ƛŜ 9ƛƴƘŜƛǘ ǎǘŜƭƭǘ ŘƛŜ .ŜƎƭŜƛǘǳƴƎ ƘŜǊΦΩ Ibid., 32. 
148 wƻƎŜǊ ¸ƻǊƪΣ ά{ƛǊ DŜƻǊƎŜ IŜƴǎŎƘŜƭ - 2 lieder by Loewe - 5ŜǊ 9ǊƭƪƻŜƴƛƎ ŀƴŘ IŜƛƴǊƛŎƘ 5ŜǊ ±ƻƎƭŜǊΣέ ¸ƻǳ¢ǳōŜ 
ǾƛŘŜƻΣ сΥомΣ ǇƻǎǘŜŘ ōȅ άwƻƎŜǊ ¸ƻǊƪΣέ Wŀƴ нмΣ нллфΣ ŀŎŎŜǎǎŜŘ 5ŜŎ нлΣ нлноΣ 
https://youtu.be/eLFH0esYe9Q?si=qk2E3aPn560KnlOo&t=14. 

https://www.youtube.com/watch?v=eLFH0esYe9Q
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self-accompanied singer. His recording has several features that make it a useful source for 

my research: on one hand it offers a closer look at the way Loewe used to present his 

ballads (see chapter 4) when accompanying himself on the piano as one performer having 

two roles (which is not common in modern concerts that, in the majority, consist of two 

ǇŜǊŦƻǊƳŜǊǎύΤ ƻƴ ǘƘŜ ƻǘƘŜǊ ƘŀƴŘΣ ǿƘƛƭǎǘ IŜƴǎŎƘŜƭΩǎ ǇŜǊŦƻǊƳŀƴŎŜ ŘŜŎƛǎƛƻƴǎ ŀǊŜ ǎǘƛƭƭ ǎƻƳŜ ǿŀȅ 

ŦǊƻƳ [ƻŜǿŜΩǎ time, nonetheless they reflect a greater level of freedom than more recent, 

ƳƻŘŜǊƴƛǎǘ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎΦ IŜƴǎŎƘŜƭΩǎ Ƴŀƛƴ ǇŜǊŦƻǊƳŀƴŎŜ ŘŜŎƛǎƛƻƴǎ ƘŀǾŜ ōŜŜƴ ƻōǎŜǊǾŜŘ ōȅ 

Messthaler: 

Because Henschel (who studied piano under Ignaz Moscheles in 

Leipzig) accompanied himself on the grand piano, an improvised 

ǾŜǊǎƛƻƴ ǿŀǎ ǘƘŜ ǊŜǎǳƭǘΣ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ōȅ ǘƘŜ ōŀƭƭŀŘΩǎ ŘƛŀƭƻƎǳŜ ŀƴŘ ƛǘǎ 

dramatic setting. No heavy, unmusically inflexible vocalisation can be 

heard; but on the contrary, it is a voice with dynamic variation, with 

so many differently shaded colours. We can also hear how the 

ǎƛƴƎŜǊΩǎ ƘŀƴŘƭƛƴƎ ƻŦ ǘƘŜ ǊƘȅǘƘƳ ƛǎ ƎǳƛŘŜŘ ōȅ ǘƘŜ ǿƻǊŘǎ ƻŦ ŜŀŎƘ 

character in the text, and we also see how he does not sing the 

written quaver notes evenly (especially at the point where the three 

different characters appear as in a dialogue), but declamatory 

shorter or longer; based on the dramatic situation, Henschel delays 

or rushes forward. Sometimes the voice is together with the piano in 

tempo variations and sometimes, and this is where it gets really 

exciting, the voice comes before or after the piano. This conscious 

shifting of the declaiming voice from the vertically non-

contemporaneous piano creates a lively and spontaneous 

expression.149  

 
149 ¢Ǌŀƴǎƭŀǘƛƻƴ {ǘǳŀǊǘ hΩ IŀǊŀΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ!ǳŎƘ ƘǀǊŜƴ ǿƛǊ ŘŜǳǘƭƛŎƘΣ ǿƛŜ ǎƛŎƘ ŘŜǊ {ŅƴƎŜǊ ōŜƛ ŘŜǊ .ŜƘŀƴŘƭǳƴƎ 
des Rhythmus vom Sprachgestus der jeweiligen Protagonisten des Textes leiten lässt, wie er also zum Beispiel 
die geschriebenen Achtel nicht gleichmäßig, sondern deklamatorisch kürzer oder länger singt, wie er, 
begründet aus der dramatischen Situation, stockt oder nach vorne eilt. Manchmal ist die Stimme bei diesen 
Tempovariationen mit dem Klavier zusammen, manchmal, und da wird es wirklich spannend, kommt die 
Stimme vor oder nach dem Klavier. Dieses bewusste Verschieben der deklamierenden Stimme vom vertikal 
ƴƛŎƘǘ ȊŜƛǘƎƭŜƛŎƘŜƴ YƭŀǾƛŜǊ ŜǊȊŜǳƎǘ ŜƛƴŜƴ ƭŜōŜƴŘƛƎŜƴ ǳƴŘ ǎǇƻƴǘŀƴŜƴ !ǳǎŘǊǳŎƪΦΩ aŜǎǎǘƘŀƭŜǊΣ ά/ŀǊƭ [ƻŜǿŜ ƻŘŜǊ 
Řŀǎ ƎǊƻǖŜ aƛǎǎǾŜǊǎǘŅƴŘƴƛǎΣέ муΦ  
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At the end of the ballad, Henschel accelerates (especially in Example 1, bars 81-86 

where the father appears to ride even faster), increases the speed but also the dynamics, 

while the ŦƻƭƭƻǿƛƴƎ ƭŀǎǘ ǿƻǊŘǎ ΨǘƘŜ ŎƘƛƭŘ ƛǎ ŘŜŀŘΩ ό9ȄŀƳǇƭŜ мΣ ōŀǊǎ фл-92) appear in a barely 

audible whisper, all of which make the dramatic scene more vivid and convincing. As 

aŜǎǎǘƘŀƭŜǊ ǎǳƎƎŜǎǘǎΣ ΨǘƘŜ ΨǘƛƳƛƴƎΩ ƻŦ ŘŜŎƭŀƳŀǘƛƻƴ ƛǎ ƳƻǊŜ ƭƛƪŜ ǘƘŀǘ ƻŦ ŀƴ ŀŎǘƻǊΣ ƎƛǾƛƴƎ the 

ƛƳǇǊŜǎǎƛƻƴ ƻŦ ŀ ƴŀǘǳǊŀƭ Ŧƭƻǿ ƻŦ ǎǇŜŜŎƘΦΩ150 It is a matter of how the performer develops an 

understanding of the notation in combination with the text, which at the specific moment is 

only indicated with a sequence of repeated patterns in the piano part and a kind of static 

voice line without a particular melodic or rhythmic variety. Incorporating, thus, different 

expressive features, such as fluctuation of rhythm, phrasing and breathing, Henschel offers 

a more communicative singing style which sounds natural. 

 
150 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ŀǎ Ψ¢ƛƳƛƴƎΩ ƛƴ 5ŜƪƭŀƳŀǘƛƻƴ ƛǎǘ ŜƘŜǊ Řŀǎ ŜƛƴŜǎ {ŎƘŀǳǎǇƛŜƭŜǊǎΣ ǎƻ Řŀǎǎ ŘŜǊ 
9ƛƴŘǊǳŎƪ ŜƛƴŜǎ ƴŀǘǸǊƭƛŎƘŜƴ {ǇǊŀŎƘŦƭǳǎǎŜǎ ŜƴǘǎǘŜƘǘΦΩ Ibid., 18-19.  
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Example 1Υ /ŀǊƭ [ƻŜǿŜ Ψ9ǊƭƪǀƴƛƎΩ, bb. 81-95 

LƴǘŜƴǘƛƻƴǎ ƻŦ Ψ9ǊƭƪǀƴƛƎΩǎΩ ƭƛǾŜ ǇŜǊŦƻǊƳŀƴŎŜ 

Sources such as IŜƴǎŎƘŜƭΩǎ ǊŜŎƻǊŘƛƴƎ encourage us to look beyond the modernist 

conception of performance and to look for more possibilities that allow for a closer 

connection between the music and its underlying narrative. The following discussion 

provides examples of interpretative decisions that will be heard in the live recital, which 

regard the interpretation of the piano part informed by declamatory ideas. The use of 

pedals as explained above will remain the same as my thoughts at the time of the recording 
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were already considering declamatory aspects. However, an additional observation 

occurred after more recent discussion with the singer about section B and the three 

ŎƘŀǊŀŎǘŜǊǎΦ ²Ŝ ƭƻƻƪŜŘ ŀƎŀƛƴ ŀǘ [ƻŜǿŜΩǎ ƛƴŘƛŎŀǘƛƻƴ ƻŦ Heimlich flüsternd und lochend 

(Secretly whispering and luring, Example 2, b. 28), which captures the character of this 

moment in the narrative (Erlkönig is introduced talking to the son with the intention to take 

him away). It is a scene change that is already prepared by the piano part with the former 

rit. and it is followed by the new indication of tremolo which is not heard in the recorded 

example (wŜŎƻǊŘƛƴƎ ŜȄŀƳǇƭŜ Ψ9ǊƭƪöƴƛƎΦƳǇпΩ ŦǊƻƳ the National Centre for Early Music 

recorded on the 16th of May 2023, 1:00-1:28). Tremolo works as a free way of interpreting 

the rhythm and tempo, without counting each quaver, and possibly indicates the overall less 

rhythmically strict interpretation of this character by both performers. Stuart and I 

concluded in the decision that we can experiment with the tempo by playing slightly slower 

giving thus space to the singer to declaim the character even more, and perhaps by adding 

different tone colour and facial expression. Following this idea, we aim to apply the same 

kind of tempo fluctuation to the other two characters as well; the sonΩǎ ǿƻǊŘǎ ƛƴ ōŀǊǎ от-40, 

59-62 and 75-81 will be accompanied by an accelerando to illustrate the fear and anxiety he 

ŦŜŜƭǎ ŦǊƻƳ 9ǊƭƪǀƴƛƎΩǎ ŀǇǇǊƻŀŎƘΣ ŀƴŘ ǘƘŜ ŦŀǘƘŜǊΩǎ ǎǇŜŜŎƘ (bb. 40-48 and 62-68) brings back a 

more stable tempo. 

https://drive.google.com/file/d/10NhdianaXeLI1SUWRe9-PgXtVb2NypTs/view?usp=sharing&t=56
https://drive.google.com/file/d/10NhdianaXeLI1SUWRe9-PgXtVb2NypTs/view?usp=sharing&t=56
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Example 2: /ŀǊƭ [ƻŜǿŜ Ψ9ǊƭƪǀƴƛƎΩ, bb. 23-46 
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Another set of interpretative decisions that will feature in the live performance 

relates to the moments of pictorialism and, particularly, the ongoing semiquavers in the 

Ǉƛŀƴƻ ǇŀǊǘ ǿƘƛŎƘ ǊŜŦŜǊ ǘƻ ǘƘŜ ǿƛƴŘ ŀƴŘ ΨǘƘŜ ŜŜǊƛƭȅ ǊǳǎǘƭƛƴƎ ƭŜŀǾŜǎΦΩ151 The piano has the role 

of word-painting and, thus, I intend to play the first two bars, for example, with greater 

rhythmic freedom, lengthening and shortening the beats of each bar as the piano introduces 

the overall atmosphere of the ballad, capturing the different directions of the wind aiming 

for a dramatic first picture (Example 3). For the same reason, I will focus more on the 

chromaticism that comes from the semiquavers, especially when accompanied by a bass 

note (either from LH or RH), and less on clarity of articulation so I can convey a more blurry 

and indistinct feeling that accompanies the opening. (Example 4, bb. 21-23). 

 

 

Example 3: /ŀǊƭ [ƻŜǿŜ Ψ9ǊƭƪǀƴƛƎΩ, bb. 1-2 

 
Example 4: Carl Loewe Ψ9ǊƭƪǀƴƛƎΩ, bb. 21-25 

Another change is the way I interpret dynamic markings in specific places; in the 

ǎŎƻǊŜ Ƴƻǎǘ ƻŦ ǘƘŜǎŜ ŀǊŜ ƴƻǘŀǘŜŘ ŀǎ ǎƛƴƎƭŜ ƛƴŘƛŎŀǘƛƻƴǎ ŀƴŘ ƳǳŎƘ ƭŜǎǎ ŀǎ ƘŀƛǊǇƛƴǎΦ Lƴ Ψ9ǊƭƪǀƴƛƎΩ 

 
151 ά9ǊƭƪǀƴƛƎΣ hǇ м bƻ оΣέ The Hyperion Records, 2011.  
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there are a few examples of decrescendo signs on short notes to accompany the last 

repeated words of the son (Example 5, b. 76 onwards). The interpretation of these passages 

ƛǎ ƛƴŦƻǊƳŜŘ ōȅ /ƭƛǾŜ .ǊƻǿƴΩǎ ƻōǎŜǊǾŀǘƛƻƴǎ ƻƴ ƴƻǘŀǘƛƻƴŀƭ ǇǊŀŎǘƛŎŜ ƛƴ ǘƘƛǎ ǇŜǊƛƻŘΦ He notes 

that the range of available markings (for example, dynamics and accents) saw a great 

ŘŜǾŜƭƻǇƳŜƴǘ ŘǳǊƛƴƎ ǘƘŜ ƴƛƴŜǘŜŜƴǘƘ ŎŜƴǘǳǊȅΣ ŀƴŘ ǘƘŜȅ ǿŜǊŜ ΨŘŜǎƛƎƴŜŘ ǘƻ ǎƘƻǿ ŦƛƴŜǊ ƎǊŀŘŜǎ 

or types of accents and dynamic effects, and performance instructions of all kinds were used 

ŜǾŜǊ ƳƻǊŜ ŦǊŜŜƭȅΦΩ152 Particular ambiguities detected in the use of hairpins; they could be 

distinguished as accent, diminuendo, as well as accent and diminuendo. In 1841, Allgemeine 

musikalische Zeitung mentions ǘƘŀǘ ΨŘŜŎǊŜǎŎŜƴŘƻ ǎƛƎƴǎ όҔύ ƻŎŎǳǊ ǾŜǊȅ ƻŦǘŜƴ ŜǾŜƴ ƻƴ ǎƘƻǊǘŜǊ 

ƴƻǘŜǎΣ ōǳǘ ǘƘŜ ŎƻƳǇƻǎŜǊǎ ƻƴƭȅ ǿŀƴǘ ǘƘŜ ƴƻǘŜǎ ǘƻ ōŜ ǇƭŀȅŜŘ ƳƻǊŜ ƳŀǊƪŜŘƭȅΦΩ153 Some 

examples of composers who showed their preference for the interpretation of hairpins are 

Fanny Hensel (1805-1847), the older sister of Felix Mendelssohn and Brahms. R. Larry Todd, 

who examines Fanny Hensel, writes: 

The signs ộ Ớ stand for accelerando and ritardando. The instruction is 

striking on several counts. First, the performer is to interpret the 

tempo flexibly, presumably in a type of rubatoτthe rhythmic 

groupings are not literal but elastic, now pressing forward, now 

restrained. Traditionally used to control dynamics, the hairpins 

regulate instead a constantly shifting sense of rhythmic energy and 

abatement.154 

Fanny Davies (1861-1934), having studied under Clara Schumann, knew Brahms and 

had the opportunity to listen to his performance in Baden-Baden. Particularly interesting are 

ƘŜǊ ŎƻƳƳŜƴǘǎ ƻƴ .ǊŀƘƳǎΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ŀƴŘ Ƙƛǎ ǘŀǎǘŜ ƻŦ ƘŀƛǊǇƛƴǎ ŀǎ ǎƻƳŜǘƘƛƴƎ ŘƛŦŦerent 

from the modern understanding:  

Like Beethoven, he [Brahms] was most particular that his marks of 

expression (always as few as possible) should be the means of 

conveying the inner musical meaning. The sign ộ Ớ, as used by 

Brahms, often occurs when he wishes to express great sincerity and 

 
152 Brown, Classical and Romantic Performing Practice 1750-1900, 62, 96, 97. 
153 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ{ŜƘǊ ƘŅǳŦƛƎ ƪƻƳƳŜƴ 5ŜŎǊŜǎŎŜƴŘƻ-Zeichen (>) selbst auch bei kürzerem 
bƻǘŜƴ ǾƻǊΣ ŘǳǊŎƘ ǿŜƭŎƘŜ ƧŜŘƻŎƘ ŘƛŜ YƻƳǇƻƴƛǎǘŜƴ ƴǳǊ ŘƛŜ bƻǘŜƴ ƳŜƘǊ ƳŀǊƪƛǊǘ ǾƻǊƎŜǘǊŀƎŜƴ ǿƛǎǎŜƴ ǿƻƭƭŜƴΦΩ 
Allgemeine musikalische Zeitung, vol. 43 (Leipzig: Breitkopf und Härtel, 1841), 133. 
154 R. Larry Todd, Fanny Hensel: The Other Mendelssohn (New York, 2009), 102. 
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warmth, allied not only to the tone but to rhythm also. He would 

linger not on one note alone, but on a whole idea, as if unable to 

tear himself away from its beauty. He would prefer to lengthen a 

measure or phrase rather than spoil it by making up the time into a 

metronomic bar.155 

wŜǘǳǊƴƛƴƎ ǘƻ [ƻŜǿŜΩǎ Ψ9ǊƭƪǀƴƛƎΩ ŀƴŘ ƘŀǾƛƴƎ ōŜŜƴ ƛƴŦƭǳŜƴŎŜŘ ōȅ ǘƘŜ ŀōƻǾŜ ǎǘŀǘŜƳŜƴǘǎΣ 

my interpretation treats the following examples in an analogous way. For the signs in 

Example 5 (b. 77 onwards) I apply a more accented and emphatic articulation to convey the 

dramatic effect. An altered tempo from this passage onwards, with slight accelerandos will 

be used to illustrate the drama that is moving towards disaster. Emphatic accents are also 

heard from the horse figure (Example 6, b. 81 onwards) which I aim to establish by 

accelerating the tempo gradually, as well as gradually applying more pedal (Example 6, from 

b. 84 onwards). For the longer decrescendo signs as shown specifically in bars 89 and 92 

(Example 6), I intend not only to use a gradual decrease of dynamic but also to linger on the 

first chords and progressively return to the former tempo.  

 
155 Cŀƴƴȅ 5ŀǾƛŜǎΣ ά{ƻƳŜ tŜǊǎƻƴŀƭ wŜŎƻƭƭŜŎǘƛƻƴǎ ƻŦ .ǊŀƘƳǎ ŀǎ tƛŀƴƛǎǘ ŀƴŘ LƴǘŜǊǇǊŜǘŜǊΣέ ƛƴ /ƻōōŜǘǘΩǎ /ȅŎƭƻǇŜŘƛŎ 
Survey of Chamber Music, vol. 1 (London: Oxford University Press, 1929), 182. Quoted in George S. Bozarth, 
άCŀƴƴȅ 5ŀǾƛŜǎ ŀƴŘ .ǊŀƘƳǎΩǎ [ŀǘŜ /ƘŀƳōŜǊ aǳǎƛŎΣέ ƛƴ Performing Brahms Early Evidence of Performance Style, 
eds. Michael Musgrave and Bernard D. Sherman (Cambridge: Cambridge University Press, 2003), 170-172. 
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Example 5: /ŀǊƭ [ƻŜǿŜ Ψ9ǊƭƪǀƴƛƎΩ, bb. 75-80 
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Example 6: Carl [ƻŜǿŜ Ψ9ǊƭƪǀƴƛƎΩ, bb. 81-95 
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3.1.2.2 Case study - Ψ9ŘǿŀǊŘΩ 

Bars Section Narrative events Musical features 

 1-68 A The first three questions 
between mother and Edward 
about Edward covered in blood. 
The third question is the peak 
where he confesses that he 
killed his father. 

E flat minor, 6/8 for the mother 
and 2/4 for Edward. G minor 
accompanies the third answer in 
common time. 

69-106 B The next two questions related 
to what will happen to him and 
his life. 

Different rhythmical patterns 
(crotchet with semiquavers) in 
the piano part to illustrate the 
ŀƴȄƛŜǘȅ ƛƴ ƳƻǘƘŜǊΩǎ ǾƻƛŎŜΦ 

107-145 C The final two questions about 
Ƙƛǎ ŎƘƛƭŘǊŜƴΩǎ ŦǳǘǳǊŜ ŀƴŘ Ƙƛǎ 
mother. 

Same rhythmical pattern as in B 
but slightly different (dotted 
crotchet with semiquaver 
triplets) to capture the rising 
ŦŜŜƭƛƴƎ ƻŦ ǘƘŜ ƳƻǘƘŜǊΩǎ anxiety to 
what is about to come. 
Recitativo-like passage (bb. 115-
126) as contrast before the final 
dramatic end. 

Table 6: The main structural events of ΨEdwardΩ 

Initial interpretative process prior to exploration of declamatory ideas 

Ψ9ǊƭƪǀƴƛƎΩ ƛƭƭǳǎǘǊŀǘŜŘ ǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ǘŜƳǇƻ ƳƻŘƛŦƛŎŀǘƛƻƴǎ Ŏŀƴ ǎǳǇǇƻǊǘ ǘƘŜ ŎƘŀƴƎŜǎ ƻŦ 

ǘƛƳōǊŜ L ǿŀǎ ŀƭǊŜŀŘȅ ƳŀƪƛƴƎ ōŀǎŜŘ ƻƴ [ƻŜǿŜΩǎ ƛƴŘƛŎŀǘƛƻƴǎΦ Lƴ 9ŘǿŀǊŘΣ ǘƘŜ ǎƛǘǳŀǘƛƻƴ ƛǎ ƳƻǊŜ 

challenging because the distinctions between the two characters are much smaller. 

However, in this case, I also have the support of lengthy comments about the song, from 

Loewe himself (as illustrated in the following declamatory evidence section).  

The first decision refers to the tempo choices in the beginning of the ballad, since it has no 

narrator or piano introduction, and this begins immediately with dialogue. Even though in 

the recording (wŜŎƻǊŘƛƴƎ ŜȄŀƳǇƭŜ Ψ9ŘǿŀǊŘΦƳǇпΩ ŦǊƻƳ the National Centre for Early Music 

recorded on the 16th of May 2023) the distinction between the two characters is fairly clear, 

the singer and I are very dependent on the score and we are overall metronomically 

obedient. 

In section B, the feeling of not exceeding the profound tempo (agitato) is present in 

this recording, as well as the necessity of the singer to sing the right pitch exactly as is 

written. This is very clear in Example 7 where Loewe uses a different material for this 

question-ŀƴǎǿŜǊΦ ²Ŝ ōƻǘƘ ŘŜŎƛŘŜŘ ǘƻ Ŧƻƭƭƻǿ ǘƘŜ ΨǊƛƎƘǘΩ ǎǇŜŜŘ ǊŀǘƘŜǊ ǘƘŀƴ ǘƘŜ ŦŜŜƭƛƴƎ ƻŦ ǘƘŜ 

https://drive.google.com/file/d/17bFLzHoAoz0tIuZOQK5ySgv7HkVVv1gE/view?usp=drive_link
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moment, which resulted in the less clear distinction of the characters. More specifically, I 

played bars 75 and 76 (Recording example Ψ9ŘǿŀǊŘΦƳǇпΩ ŦǊƻƳ the National Centre for Early 

Music recorded on the 16th of May 2023, 1.58-2:02) in an identical tempo without finding a 

way to give space to the singer to change the character.  

 

Example 7: /ŀǊƭ [ƻŜǿŜ Ψ9ŘǿŀǊŘΩ, bb. 69-83 

Evidence of declamatory strategies Ψ9ŘǿŀǊŘΩ 

Evidence of declamation for this ballad can be found in .ƻǘƘǿŜƭƭΩǎ ƭŜƴƎǘƘȅ ƴƻǘŜǎ ƻƴ [ƻŜǿŜΩǎ 

ƻǿƴ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ Ψ9ŘǿŀǊŘΩ ǿƘƛŎƘ L ŀƳ ƎƻƛƴƎ ǘƻ ŜȄŀƳƛƴŜ ŦǳǊǘƘŜǊ ƛƴ ǘƘŜ ƴŜȄǘ ǎŜŎǘƛƻƴ 

https://drive.google.com/file/d/17bFLzHoAoz0tIuZOQK5ySgv7HkVVv1gE/view?usp=sharing&t=117
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ŀōƻǳǘ ƭƛǾŜ ǇŜǊŦƻǊƳŀƴŎŜΦ !ƭƻƴƎǎƛŘŜ ǘƘŀǘ ŀƴŘ ƻŦ Ŝǉǳŀƭ ƛƳǇƻǊǘŀƴŎŜ ƛǎ ǘƘŜ ŎƻƳƳŜƴǘ ƻƴ [ƻŜǿŜΩǎ 

ǇŜǊŦƻǊƳŀƴŎŜ ƻŦ Ψ9ŘǿŀǊŘΩ ǿƘƛŎƘ ǿŀǎ ƎƛǾŜƴ ōȅ [ƻŜǿŜΩǎ ŦƛǊǎǘ ǿƛŦŜΩǎ ǎƛǎǘŜǊΣ ¢ƘŜǊŜǎŜ !ƭōŜǊǘƛƴŜ 

Louise Julie von Jacob (Talvj). 

The effect of the most sublime tragedy depicted on the stage could 

not be more shocking than we once experienced what this ballad 

produced when our ingenious Loewe performed it in his own 

composition, so perfectly following the words. Sixteen years have 

paǎǎŜŘ ǎƛƴŎŜ ǘƘŜƴ ŀƴŘ ȅŜǘ ǿŜ ǎǘƛƭƭ ƘŜŀǊ ǘƘŜ ǘŜǊǊƛōƭŜ ΨhƘΗΩ ƛƴ ŀƭƭ ƛǘǎ 

ghastly shaded tones ς now the heartbreaking cry of despair, now 

melting into gloomy melancholy at the thought of wife and child, 

Ŧƛƴŀƭƭȅ ǎǘƻǊƳƛƴƎ ƻǳǘ ƛƴ ŦƻŀƳƛƴƎ ǊŀƎŜΣ ǘƘŜ ŜŎƘƻ ƻŦ ǘƘŜ ΨŎǳǊǎŜ ƻŦ ƘŜƭƭΩ 

that the son hurls at the mother.156  

²ŀƎƴŜǊ ŀƭǎƻ ǘŀƭƪŜŘ ǿƛǘƘ ƎǊŜŀǘ ǎƛƎƴƛŦƛŎŀƴŎŜ ŀōƻǳǘ ΨhƘΩǎΩ ƛƴ ǘƘƛǎ ōŀƭƭŀŘΦ Lƴ ǘƘŜ ǇǊŜŦŀŎŜ 

of the third volume of Loewe-GesamtausgabeΣ wǳƴȊŜ ƳŀƪŜǎ ǊŜŦŜǊŜƴŎŜ ǘƻ 9ǳƎŜƴ DǳǊŀΩǎ 

discussion with Wagner on musical declamation (Bayreuth, summer of 1875), part of which 

ǿŀǎ ǘƘŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ [ƻŜǿŜΩǎ Ψ9ŘǿŀǊŘΩ ŀƴŘΣ ǇŀǊǘƛŎǳƭŀǊƭȅΣ ǘƘŜ ǳǎŜ ƻŦ ΨhƘΩǎΦΩ157 Gura says: 

ΨIŜ ώ²ŀƎƴŜǊϐ ƛƳƳŜŘƛŀǘŜƭȅ ŘŜǎŎǊƛōŜŘ Ψ9ŘǿŀǊŘΩ ŀǎ ŀ ƳŀǎǘŜǊƭȅ ǎǘȅƭŜΣ ƎǊŜŀǘ ƛƴ ƛǘǎ 

ŎƘŀǊŀŎǘŜǊƛǎŀǘƛƻƴΣ ǘǊŀƎƛŎ ǇƻǿŜǊ ŀƴŘ ƳŀǎǘŜǊƭȅ ŘŜŎƭŀƳŀǘƛƻƴΦΩ158 Wagner and Gura began to 

ǇŜǊŦƻǊƳ ǘƘŜ ōŀƭƭŀŘ Χ 

When, in the middle of the piece, I suppressed about two of the well-

ƪƴƻǿƴ ΨhƘΗΩ ŜȄŎƭŀƳŀǘƛƻƴǎ ōȅ ŎƻƳōƛƴƛƴƎ ǘƘŜ ƴƻǘŜ ŦŀƭƭƛƴƎ ƻƴ ΨhƘΩ ǿƛǘƘ 

ǘƘŜ ǇǊŜŎŜŘƛƴƎ ǘŜȄǘΣ ²ŀƎƴŜǊ ǇŀǳǎŜŘΣ ŀǎƪƛƴƎΥ Ψ²Ƙȅ Řƻ ȅƻǳ ǎƪƛǇ ǘƘŜǎŜ 

ŜȄŎƭŀƳŀǘƛƻƴǎΚΩ L ǊŜŀƭƛǎŜŘ ǘƘŀǘ L ƘŀŘ ŘƻƴŜ ǘƘƛǎ ōŜŦƻǊŜ, feeling that the 

all-too-ŦǊŜǉǳŜƴǘ ǊŜǇŜǘƛǘƛƻƴ ƻŦ ǘƘƛǎ ΨhƘΗΩ ŎƻǳƭŘ ǘƛǊŜ ǘƘŜ ƭƛǎǘŜƴŜǊǎΦ ΨbƻΣ 

 
156 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ ΨbƛŎƘǘ ŘƛŜ ²ƛǊƪǳƴƎ ŘŜǊ ŜǊƘŀōŜƴŘǎǘŜƴ ¢ǊŀƎǀŘƛŜΣ ŀǳŦ ŘŜǊ .ǸƘƴŜ ŘŀǊƎŜǎǘŜƭƭǘΣ 
könnte erschütternder sein, als wir einst erlebt, was diese Ballade hervorbrachte, als unser genialer Loewe sie 
in seiner eigenen, den Worten sich so vollkommen anschließenden Komposition vortrug. Sechzehn Jahre sind 
ŘŀǊǸōŜǊ ǾŜǊƎŀƴƎŜƴ ǳƴŘ ŘƻŎƘ ƘǀǊŜƴ ǿƛǊ ƴƻŎƘ Řŀǎ ŦǳǊŎƘǘōŀǊŜ ΰhƘΗΩ ƛƴ ŀƭƭ ǎŜƛƴŜƴ ǎŎƘŀǳŜǊƭƛŎƘ ǎŎƘŀǘǘƛŜǊǘŜƴ ¢ǀƴŜƴ ς 
jetzt der herzzerreißende Schrei der Verzweiflung, jetzt in düstere Melancholie hinschmelzend beim Gedanken 
an Weib und Kind, endlich aus- ǎǘǸǊƳŜƴŘ ƛƴ ǎŎƘŅǳƳŜƴŘŜǊ ²ǳǘΣ Řŀǎ 9ŎƘƻ ŘŜǎ ΰCƭǳŎƘŜǎ ŘŜǊ IǀƭƭŜΩΣ ŘŜƴ ŘŜǊ {ƻƘƴ 
ŀǳŦ ŘƛŜ aǳǘǘŜǊ ǎŎƘƭŜǳŘŜǊǘΦΩ Thérèse Albertine Louise Julie von Jacob Robinson, Versuch einer geschichtlichen 
Charakteristik der Volkslieder germanischer Nationen (Leipzig: Brockhaus, 1840), 602. 
157 Runze, Carl Loewes Werke. Gesamtausgabe der Balladen, Legenden, Lieder und Gesänge für eine 
Singstimme, im Auftrage der Loeweschen Familie, vol. III (Leipzig: Breitkopf & Härtel, 1803), vi. 
158 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ ΨDƭŜƛŎƘ 9ŘǿŀǊŘ ōŜȊŜƛŎƘƴŜǘŜ ŜǊ ŀƭǎ Ŝƛƴ aŜƛǎǘŜǊǎǘǸŎƪΣ ƎǊƻǖ ƛƴ ǎŜƛƴŜǊ 
/ƘŀǊŀƪǘŜǊƛǎǘƛƪΣ ǘǊŀƎƛǎŎƘŜƴ DŜǿŀƭǘ ǳƴŘ ƳŜƛǎǘŜǊƭƛŎƘŜƴ 5ŜƪƭŀƳŀǘƛƻƴΦΩ Ibid., vi. 
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ƴƻΗΩ ƘŜ ǎƘƻǳǘŜŘ ŦƛŜǊŎŜƭȅΣ ΨǘƘŀǘΩǎ ǿƘŀǘ ƳŀǘǘŜǊǎ ǘƻ ƳŜΗ ¢ƘŜǎŜ 

exclamations must all come as they stand; not a single one must be 

ǎǳǇǇǊŜǎǎŜŘΗΩ159 

LƴǘŜƴǘƛƻƴǎ ƻŦ Ψ9ŘǿŀǊŘΩǎΩ ƭƛǾŜ ǇŜǊŦƻǊƳŀƴŎŜ 

The first change to my interpretation is found in the opening dialogue160 between the 

mother and Edward, and especially the first two questions and answers which establish the 

agitato mood and the two different characters. An important role in the decision of these 

ǘǿƻ ǉǳŜǎǘƛƻƴǎ ŀƴŘ ŀƴǎǿŜǊǎ ƛǎ .ƻǘƘǿŜƭƭΩǎ ƴƻǘŜǎ ǿƘƛŎƘ will be referred to frequently in the 

following paragraphs. 

Iƛǎ ώ[ƻŜǿŜΩǎϐ ƘŜŀŘ ōƻǿŜŘ ƛƴǉǳƛǊƛƴƎΣ whispering and hastily he sang: 

5Ŝƛƴ {ŎƘǿŜǊǘΣ ǿƛŜ ƛǎǘΩǎ Ǿƻƴ .ƭǳǘ ǎƻ ǊƻǘΣ 9ŘǿŀǊŘ 

Und gehst so traurig da? (Your sword, why is it so red with blood, 

Edward, and why do you walk so sadly? 

άhƘΦ Φ Φ Ηέ ƛǘ ōƭŜǿ ŀǿŀȅ ƭƛƪŜ ŀ ōǊŜŀǘƘ. Dark, silent as the question 

came the answer: 

Ich hab geschlagen meinen Geier tot, Mutter 

Und das, das geht mir nah. O! (I have killed my vulture, Mother and 

this is close to me. Oh!) 

The second question came quietly like the first question, only more 

urgently:  

Deines Geiers Blut ist nicht so rot, Edward!  

Mein Sohn, bekenn mir frei. hΗ ό¸ƻǳǊ ǾǳƭǘǳǊŜΩǎ ōƭƻƻŘ ƛǎ ƴƻǘ ǎƻ ǊŜŘΣ 

Edward! My son, confess to me freely. Oh!) 

Dark foreboding trembles through her sigh, and darkly comes the 

answer: 

Ich hab geschlagen mein Rotross tot, Mutter  

 
159 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ!ƭǎ ƛŎƘ ƛƴ ŘŜǊ aƛǘǘŜ ŘŜǎ {ǘǸŎƪŜǎ ǳƴƎŜŦŅƘǊ ȊǿŜƛ ŘŜǊ ōŜƪŀƴƴǘŜƴ ΨhƘΗΩ-
!ǳǎǊǳŦŜ ǳƴǘŜǊŘǊǸŎƪǘŜΣ ƛƴŘŜƳ ƛŎƘ ŘƛŜ ŀǳŦ ΨhƘΩ ŜƴǘŦŀƭƭŜƴŘŜ bƻǘŜ Ƴƛǘ ŘŜƳ ǾƻǊƘŜǊƎŜƘŜƴŘŜƴ ¢ŜȄǘ ȊǳǎŀƳƳŜƴȊƻƎΣ 
ƘƛŜƭǘ ²ŀƎƴŜǊ ƛƴƴŜΣ Ƴƛǘ ŘŜǊ CǊŀƎŜΥ Ψ²ŀǊǳƳ ǸōŜǊƎŜƘŜƴ {ƛŜ ŘƛŜǎŜ !ǳǎǊǳŦŜΚΩ LŎƘ ōŜƳŜǊƪǘŜΣ Řŀǎǎ ƛŎƘ Řŀǎ ōƛǎƘŜǊ 
ƎŜǘƘŀƴ ƘŅǘǘŜΣ ƛƴ ŘŜǊ aŜƛƴǳƴƎΣ ŘƛŜ ŀƭƭȊǳƘŅǳŦƛƎŜ ²ƛŜŘŜǊƘƻƭǳƴƎ ŘƛŜǎŜǎ ΨhƘΗΩ ƪǀƴƴǘŜ ŘƛŜ IǀǊŜǊ ŜǊƳǸŘŜƴΦ ΨbŜƛƴΣ 
ƴŜƛƴΗΩ ǊƛŜŦ ŜǊ ƘŜŦǘƛƎΣ ΨŘŀǊŀǳŦ ƪƻƳƳǘǎ ƳƛǊ ƎŜǊŀŘŜ ŀƴΗ 5ƛŜǎŜ !ǳǎǊǳŦŜ ƳǸǎǎŜƴ ŀƭƭŜ ƪƻƳƳŜƴΣ ǿƛŜ ǎƛe da stehen; 
ƴƛŎƘǘ Ŝƛƴ ŜƛƴȊƛƎŜǊ ŘŀǊŦ ǳƴǘŜǊŘǊǸŎƪǘ ǿŜǊŘŜƴΗΩ wǳƴȊŜΣ Carl Loewes Werke. Gesamtausgabe der Balladen, 
Legenden, Lieder und Gesänge für eine Singstimme, im Auftrage der Loeweschen Familie, vol. III, vi. 
160 bold black for the mother, bold blue for Edward. 
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¦ƴŘΩǎ ǿŀǊ ǎƻ ǎǘƻƭȊ ǳƴŘ ǘǊŜǳΦ O! (I have killed my red horse, mother 

and it was so proud and faithful. Oh!) 

One realisation is that agitato marking does not necessarily indicate a fast tempo but 

rather the feeling or mood of a tempo that restlessly moves forward.161 To establish the 

feeling of forward momentum, ǘƘŜ ƳƻǘƘŜǊΩǎ ǇŀǊǘ ƻŦ сκу ǿƛƭƭ ōŜ ŎƻǳƴǘŜŘ in one beat per bar 

(even though it is 6/8 and refers to two beats per bar) so that a flexible tempo is 

demonstrated which caƴ ŀƭǎƻ ŀŎƘƛŜǾŜ ǿƘŀǘ [ƻŜǿŜ ŘŜǎŎǊƛōŜŘ ŀǎ ΨƘŀǎǘƛƭȅΩ όŦƛǊǎǘ ǉǳŜǎǘƛƻƴύ ŀƴŘ 

ΨǳǊƎŜƴǘƭȅΩ όǎŜŎƻƴŘ ǉǳŜǎǘƛƻƴύΦ The mother appears from the very beginning in a stressful 

situation, making questions fearing at the same time the answers. The haste of finding the 

ŀƴǎǿŜǊ ƛǎ ǎƘƻǿƴ ƛƴ ƘŜǊ ǊŜŎǳǊǊƛƴƎ Ŏŀƭƭǎ Ψ9ŘǿŀǊŘΣ 9ŘǿŀǊŘΗΩΦ ¢ƻ ŎŀǇǘǳǊŜ ǘƘƛǎ ŦŜŜƭƛƴƎΣ ǎǇŀŎŜ 

between the two calls of his name will be given, ŀƴŘ ǘƘŜ ǊŜǇŜŀǘŜŘ Ψ9ŘǿŀǊŘΩ will be played 

slightly louder.  

The mƻǘƘŜǊΩǎ ƻǇŜƴƛƴƎ ǉǳŜǎǘƛƻƴ ŎƻƳŜǎ ŀǎ ŀ ŎƻƴǘǊŀǎǘ ǘƻ 9ŘǿŀǊŘΩǎ нκп ǿƘƛŎƘ ƛƭƭǳǎǘǊŀǘŜǎ 

his dramatic answers, and the indicated riten. works again as a direction of tempo 

modification. The riten. is actually preparing the new character, Edward, and what 

ŘƛǎǘƛƴƎǳƛǎƘŜǎ ƘƛƳΣ ǿƘƛŎƘ ƛǎ ŀ ƳƻǊŜ ǎǘŀǘƛŎ ǘŜƳǇƻΣ ŎƻƴǘǊŀǎǘƛƴƎ ǘƻ ǘƘŜ ƳƻǘƘŜǊΩǎ ǳƴŜŀǎȅ ŦŜŜƭƛƴƎ 

about her son and his actions. Given that these two answers reveal the first two murders, 

9ŘǿŀǊŘΩǎ ǿƻǊŘǎΣ ŜǎǇŜŎƛŀƭƭȅ ǘƘŜ ǿƻǊŘǎ ΨƛŎƘ Ƙŀō ƎŜǎŎƘƭŀƎŜƴΧΩΣ ǎƘƻǿ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ and the 

emotions at the specific moment (horror, shame but also a kind of acceptance and  

acknowledgement of his decision to act in this way that it feels fine because it is probably 

caused by other factors). A slow static tempo at the beginning of the phrase with an 

ŜƳǇƘŀǘƛŎ ŀŎŎŜƴǘ ƻƴ ǘƘŜ ǊŜǇŜŀǘŜŘ ΨaǳǘǘŜǊΩ όƳƻǊŜ ŜƳǇƘŀǎƛǎ ƻƴ ǘƘŜ ǎŜŎƻƴŘ ΨaǳǘǘŜǊΩύ ŀƴŘ ŀ 

 
161 In his lexicon, Koch talked about agitato: This expression is used both as a term for allegro and for andante, 
and is therefore intended to define not only the overall speed, but the speed of the character of the 
ƳƻǾŜƳŜƴǘ Χ  aŀƴȅ ōŜƭƛŜǾŜ ǘƘŀǘ ŀǎ ŀ ǊŜǎǳƭǘ ƻŦ ǘƘƛǎ ŎƘŀǊŀŎǘŜǊ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ŀƎƛǘŀǘƻ Ƴust necessarily mean as 
much as accelerando, or il tempo crescendo, and gradually hasten in the movement in such a way that the 
allegro, which began moderately fast, soon becomes a prestissimo, without considering that if this was the 
case, the composer would have used far more specific expressions. hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ƛŜǎŜǊ !ǳǎŘǊǳŎƪ ǿƛǊŘ ǎƻǿƻƘƭ 
als Benwort zu allegro, als auch zu andante gebraucht, und soll daher nicht sowohl den Grad der 
Geschwindigkeit des Zeitinnales, sondern insbesondere den Charakter des Satzes näher bestimmen, obgleich, 
so wie den jeder Ueberschrift, die Beziechnung auf den Charakter des Tonstückes hat, der bestimmtere Grad 
ŘŜǎ ½ŜƛǘƳŀŀƭŜǎ ŘƛŜǎŜƳ /ƘŀǊŀƪǘŜǊ ŀƴƎŜǇŀǖǘ ǿŜǊŘŜƴ Ƴǳǖ Χ ±ƛŜƭŜ ƎƭŀǳōŜƴΣ Řŀǎǎ Ȋǳ CƻƭƎŜ ŘƛŜǎŜǎ /ƘŀǊŀƪǘŜǊǎ ŘŜǊ 
Ausdruck agitato nothwendig eben so viel wie accelerando, oder il tempo crescendo, bedeuten müsse, und 
eilen nach und nach in der Bewegung dergestalt sort, daß aus dem maßig geschwind angefangenen allegro gar 
bald ein presissimo wird, ohne zu bedenken, daß wenn dieses senn sollte, sich der Tonsetzer weit 
bestiƳƳǘŜǊŜǊ !ǳǎŘǊǸŎƪŜ ŘŀȊǳ ōŜŘƛŜƴǘ ƘŀōŜƴ ǿǸǊŘŜΦΩ Heinrich Christoph Koch, Musikalisches Lexikon, 
(Frankfurt am Main: August Hermann der Jüngere, 1802), 92-93.  
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tempo marking that, combined with the crescendo, moves forward and reinforces the 

dramatic effect (Example 8 and 9, bb. 1-37).  

 

Example 8: Carl [ƻŜǿŜ Ψ9ŘǿŀǊŘΩ, bb. 1-18 
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Example 9: Carl [ƻŜǿŜ Ψ9ŘǿŀǊŘΩ, bb. 19-41 

The next change is related to the interpretation of the repeated exclamations of ΨhƘΩ 

which, as described before, has an impact on the overall character of the ballad. In my 

conversations with the singer during the rehearsals we discussed how ΨhƘΩΣ ǿƘƛŎƘ ƛǎ an 

emotive interjection rather than a noun, verb or adjective that would carry specific 

referential meaning interjections, can reinforce declamation. The singer tries to make them 

sound more about feeling, as he does with words, but free of the constraints of correct 

pronunciation. This gives much more freedom to the singer to focus on the emotion and 

ŜǾŜƴ ŜȄŀƎƎŜǊŀǘŜ ƛǘ ǎƻ ƛǘ Ŏŀƴ ōŜ ŘƛǎǘƛƴƎǳƛǎƘŜŘ ŦǊƻƳ ǘƘŜ ǊŜǎǘ ƻŦ ǘƘŜ ǿƻǊŘǎΩ ŜƳƻǘƛƻƴǎΦ 
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Following the plot and the dramatic structure of this ballad, we realised that there are 

moments with more intense dramatic feeling and moments with less and, thus, we decided 

ǘƻ ŘƛǎǘƛƴƎǳƛǎƘ ǘƘǊŜŜ ǘȅǇŜǎ ƻŦ ΨhƘΩǎΩΥ όŀύ ΨƻƘΩ ǘƘŀǘ ŀŎŎƻƳǇŀƴƛŜǎ ǉǳŜǎǘƛƻƴǎ ŀƴŘ ŀǘ the same 

time fear of the answers to these questions and these are usually set with an acciaccatura 

ǘƘŀǘ ŦƻǊƳǎ ŀ ƳƛƴƻǊ ǘƘƛǊŘ ŦǊƻƳ ǘƘŜ ǇǊƛƴŎƛǇŀƭ ƴƻǘŜ ŀƴŘ ǘƘŜȅ ŀǊŜ ƛƴ ƳƻǘƘŜǊΩǎ ǇŀǊǘ ό9ȄŀƳǇƭŜ 10, 

ōΦ уύΤ όōύ ΨƻƘΩ ǘƘŀǘ ǊŜǇǊŜǎŜƴǘǎ ǘƘŜ ŦŜŜƭƛƴƎ ƻŦ ŘƛǎǘǊŜǎǎ ŀƴŘ ǘƘƛǎ ƛǎ ƛƴ 9ŘǿŀǊŘΩǎ ǇŀǊǘ ό9ȄŀƳǇƭŜ 11, 

bb. 60-смύΣ ŀƴŘ όŎύ 9ŘǿŀǊŘΩǎ ΨƻƘΩ ǘƘŀǘ ŎŀǊǊƛŜǎ ǊŜƎǊŜǘ ŀƴŘ ǎŀŘƴŜǎǎ ό9ȄŀƳǇƭŜ 12, bb. 105-106). 

 

Example 10: Carl [ƻŜǿŜ Ψ9ŘǿŀǊŘΩ, bb. 4-8 

 
Example 11: Carl [ƻŜǿŜ Ψ9ŘǿŀǊŘΩ, bb. 56-61 

 
Example 12: Carl Loewe Ψ9ŘǿŀǊŘΩ, bb. 103-107 

Another change in my interpretation of this ballad is the different use of decrescendo 

signs or accents, which are an important element in the section B (Example 13, b. 69 

onwards). They accompany a new dialogue between mother and Edward that is different 

and with different emotions. The hairpins represent this difference and thus I chose not only 

to interpret them as accents, playing them louder (as I did in my recording example 

https://drive.google.com/file/d/17bFLzHoAoz0tIuZOQK5ySgv7HkVVv1gE/view?usp=sharing&t=107
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Ψ9ŘǿŀǊŘΦƳǇпΩ ŦǊƻƳ the National Centre for Early Music recorded on the 16th of May 2023, 

1:47-2:01), but as indications for dynamic and agogic alteration. The LH in particular helps to 

achieve this effect because of the repeated quavers which call for a rhythmic distortion to 

better retain the energy and the emotion at the specific moment. Therefore, for the first 

couple of bars (bb. 69, 70), the first long beats will be elongated while the second beat will 

be shorter, creating thus a slightly unstable rhythm in order to retain the agitato quality. 

Now the mother pulls herself up again, she begins again, anxiously 

hesitating, her urgent research: 

Und was wirst Du nun an Dir tun? Edward!  

Mein Sohn, das sage mir! O! (And what are you going to do about 

yourself now? Edward! My son, tell me! Oh!) 

 

Example 13: Carl [ƻŜǿŜ Ψ9ŘǿŀǊŘΩ, bb. 69-77 

Arpeggiation is one of the techniques I decided to use quite frequently in this ballad 

for reasons of pictorialism. The accompaniment, especially in the presentation of the first 

two questions, is chordal. Arpeggiating some of these chords work very well particularly in 

places where the singer has the interjection ΨhƘΩ ōŜŎŀǳǎŜ ōȅ ŀǊǇŜƎƎƛŀǘƛƴƎ ǎǳŘŘŜƴƭȅ ŀ ŎƘƻǊŘ 
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ŘǊŀǿǎ ǘƘŜ ŀǘǘŜƴǘƛƻƴ ƻŦ ǘƘŜ ƭƛǎǘŜƴŜǊ ǘƻ ǘƘŜ ƳƻƳŜƴǘ ǿƘŜǊŜ ǘƘŜ ǎƛƴƎŜǊ ŘŜŎƭŀƛƳǎ Ƙƛǎ ΨƻƘΦΩ These 

interjections are also followed by rests, either short or long, which, in my opinion, represent 

moments of transition from one character to another or one scene to the next one. Adding 

an arpeggiated chord helps the accompanist to keep the moment alive until the next 

change, and this works particularly well on earlier instruments where the resonance is not 

strong and arpeggiation allows a slower decay. Below I provide some of the most important 

examples where I added my unnotated arpeggiation; the majority of them follow the most 

common direction from lowest note to highest while some of them are played the other 

way around to highlight particular moments of the plot, such as the final chord that 

represents the disaster (Example 14). I also choose to arpeggiate when a chord is repeated 

(Example 15), and I change the speed of arpeggiation according to the emotional resonance 

as it happens in Example 16Σ ǿƘŜǊŜ 9ŘǿŀǊŘ ŜȄǇǊŜǎǎŜǎ Ƙƛǎ ƭƻƴƎŜǎǘ ΨhƘΩ ƻŦ ŘƛǎǘǊŜǎǎΣ ǘƘŜ ǊŜǎǳƭǘ 

of his awful action of murdering his father which constitutes the first peak in this ballad. 

 

Example 14: /ŀǊƭ [ƻŜǿŜ Ψ9ŘǿŀǊŘΩ, bb. 14-18 

 
Example 15: /ŀǊƭ [ƻŜǿŜ Ψ9ŘǿŀǊŘΩ, bb. 32-36 

 
Example 16: Carl [ƻŜǿŜ Ψ9ŘǿŀǊŘΩ, bb. 56-61 



67 
 

Through the above examples and evidence, declamatory style of performance 

constitutes a small-scale interpretative strategy to build on the dramatic narrative qualities 

of this repertoire. It helps to shape individual moments, how to play or sing a passage, or 

even a single note which then will be incorporated with larger-scale features, such as the 

following discussion on topic theory, and together will unfold the plot and the various 

events that are involved in narrative.  

3.2 Topic theory 

The second performance strategy explored in relation to the narrative qualities of the ballad 

is topic theory, an analytical approach which I explored as a tool for analysing the poetic 

ƛƳǇƭƛŎŀǘƛƻƴǎ ƻŦ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ ŀƴŘ ƳŀƪƛƴƎ ŎƻǊǊŜǎǇƻƴŘƛƴƎ ƛƴǘŜǊǇǊŜǘŀǘƛǾŜ ŘŜŎƛǎƛƻƴǎΦ {ŜǾŜǊŀƭ 

topical fields will be examined in association with other means, such as pictorial images and 

tone painting to convey specific ideas from these ballads.  

The concept of musical topics in eighteenth and nineteenth centuries originated in 

[ŜƻƴŀǊŘ wŀǘƴŜǊΩǎ Classic Music: Expression, Form and Style (1980) and then continued and 

developed by subsequent scholars, such as W.  J. Allanbrook and V. Kofi Agawu.162 According 

to Danuta MirkaΣ Ψǘopics [are] musical styles and genres taken out of their proper context 

and used in another oneΦΩ163 ¢ƘŜȅ Ŏŀƴ ǘŀƪŜ ǘƘŜ ǎƘŀǇŜ ƻŦ ǘȅǇŜǎ ƻǊ ǎǘȅƭŜǎΥ ǘȅǇŜǎ ŀǊŜ ǘƘŜ ΨŦǳƭƭȅ 

worked-ƻǳǘ ǇƛŜŎŜǎΩ ǿƘŜǊŜŀǎ ǎǘȅƭŜǎ ŀǊŜ ΨŦƛƎǳǊŜǎ ŀƴŘ ǇǊƻƎǊŜǎǎƛƻƴǎ ǿƛǘƘƛƴ ŀ ǇƛŜŎŜΦΩ164 In V. K. 

!ƎŀǿǳΩǎ Playing with Signs, topics appear as an eighteenth-century concept that takes 

ŘƛŦŦŜǊŜƴǘ ŦƻǊƳǎΦ hƴŜ ƻŦ ǘƘŜƳ ǿŀǎ ǘƘŜ ΨŎƘŀǊŀŎǘŜǊΩ ƻŦ ŀ ǇƛŜŎŜ ǿƘƛŎƘ ǿŀǎ ǾŜǊȅ ƛƳǇƻǊǘŀƴǘ ǘƻ 

evoke emotions and when works had more than one movement, then their characterisation 

implied the invocation of topic notions.165 Another form ǿŀǎ ǘƘŜ ǎǘȅƭŜΣ ǎǳŎƘ ŀǎ ǘƘŜ Ψƴŀǘƛƻƴŀƭ 

ǎǘȅƭŜǎ όǘƘŜ άCǊŜƴŎƘΣέ άDŜǊƳŀƴΣέ ƻǊ άLǘŀƭƛŀƴέ ǎǘȅƭŜǎύΣ ŎƘŀƳōŜǊ ǎǘȅƭŜǎΣ ǎƻŎƛŀƭƭȅ ōŀǎŜŘ ǎǘȅƭŜǎ όƭƻǿ 

ŀƴŘ ƘƛƎƘ ǎǘȅƭŜǎύΣ ŀƴŘ ǎƻ ƻƴΦΩ166  

 
162 Wye Jamison Allanbrook, Rhythmic Gesture in Mozart: Le nozze di Figaro & Don Giovanni (Chicago: 
University of Chicago Press, 1983); V. Kofi Agawu, Playing with Signs: A Semiotic Interpretation of Classic Music 
(Princeton University Press, 1991). 
163 aƛǊƪŀΣ άLƴǘǊƻŘǳŎǘƛƻƴ,έ in The Oxford Handbook of Topic Theory, 2. 
164 Leonard G. Ratner, Classic Music: Expression, Form, and Style (New York: Schirmer Books; London: Collier 
Macmillan Publishers, 1980), 9. 
165 Agawu, Playing with Signs: A Semiotic Interpretation of Classic Music, 27. 
166 Ibid., 28. 
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{ǘȅƭŜ ƛǎ ŀ ΨǊŜǇƭƛŎŀǘƛƻƴ ƻŦ ǇŀǘǘŜǊƴƛƴƎΩ ŀƴŘ ƛǘ ǊŜǇǊŜǎŜƴǘǎ ΨǘƘŜ ǘǊŀƛǘǎ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ƻŦ 

ǎƻƳŜ ǿƻǊƪ ƻǊ ƎǊƻǳǇ ƻŦ ǿƻǊƪǎΦΩ167 In the eighteenth-century music, topics were usually 

ǊŜƭŀǘŜŘ ǘƻ ΨǿƻǊǎƘƛǇΣ ǇƻŜǘǊȅΣ ŘǊŀƳŀΣ ŜƴǘŜǊǘŀƛƴƳŜƴǘΣ ŘŀƴŎŜΣ ŎŜǊŜƳƻƴȅΣ ǘƘŜ ƳƛƭƛǘŀǊȅΣ ǘƘŜ ƘǳƴǘΣ 

ŀƴŘ ǘƘŜ ƭƛŦŜ ƻŦ ǘƘŜ ƭƻǿŜǊ ŎƭŀǎǎŜǎΦΩ168 Such a choice aimed to make pieces identifiable to the 

listeners, a fact that could explain also the way eighteenth-century composers approached 

the concept of affections: drew upon a lexicon of recognised figures that helps the listener 

to identify the expressive qualities or emotions (to a single one for small compositions or to 

ŀ ǾŀǊƛŜǘȅ ŦƻǊ ƭŀǊƎŜǊ ŎƻƳǇƻǎƛǘƛƻƴǎύΦ {ǘȅƭŜ ƛƴŎƭǳŘŜŘ Ψŀ ŎƻƴŦƛƎǳǊŀǘƛƻƴ ƻŦ ƴƻǘŜǎ ŀƴŘ ǊƘȅǘƘƳǎ ŀǎ 

ƘŀǾƛƴƎ ŀ ǇŀǊǘƛŎǳƭŀǊ ŜȄǇǊŜǎǎƛǾŜ ǎǘŀƴŎŜΩΣ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ǘƘŜ ŎƻƳǇƻǎŜǊ ŎƻǳƭŘ ŜȄǇǊŜǎǎ ΨǘƘŜ 

shared response a particular passage will evoke.169 According to Ratner, this lexicon or 

ǘƘŜǎŀǳǊǳǎ ŎƻǳƭŘ ǇǊƻǾƛŘŜ ΨǘƘŜ ǊŜŎƻƎƴƛǘƛƻƴ ƻŦ ώǘƘŜǎŜϐ ŜȄǇǊŜǎǎƛǾŜ ǉǳŀƭƛǘƛŜǎΩΣ ōǳǘ ǘƘƛǎΣ ƛƴ ǘŜǊƳǎ ƻŦ 

ǇŜǊŦƻǊƳŀƴŎŜΣ ŎƻǳƭŘ ƻƴƭȅ ƛƴŘƛŎŀǘŜ ΨǘƘŜ ǇƻŜǘƛŎ ƛƳǇƭƛŎŀǘƛƻƴǎ ƻŦ ǘƘŜ ƳǳǎƛŎΦΩ170   

The nineteenth century, on the other hand, faced a political, social and cultural 

transformation. All types of transformation, urbanisation, industrialisation, musical 

ŎƻƳƳƻŘƛŦƛŎŀǘƛƻƴ ŀƴŘ ΨǘƘŜ ǘǊŀƴǎŦŜǊŜƴŎŜ ƻŦ ƘƛƎƘ-ƳǳǎƛŎŀƭ ŎǳƭǘǳǊŜΩǎ ŎǳǊŀǘƛƻƴ ŦǊƻƳ ŀǊƛǎǘƻŎǊŀǘs to 

ōƻǳǊƎŜƻƛǎ ƘŀƴŘǎΩ171 caused the revision of topics. Taking the military music as an example, 

Horton presents the different meanings of this music when written in 1770 and when 

written 1800 onwards. To make the different connotations of the style clearer, Horton 

provides three examples where this happens.  

ΧǿƘŜǊŜŀǎ IŀȅŘƴ ώMilitary Symphony] reflects a social context 

through a topical style, Beethoven [finale of his fifth Symphony] 

employs a topical style to imagine a new social context, achieved by 

ƭƻŎŀǘƛƴƎ ǘƘŜ ƳŀǊŎƘ ŀǎ ǘƘŜ Ǝƻŀƭ ƻŦ ŀ ŦƻǊƳŀƭ ƴŀǊǊŀǘƛǾŜΦ .ŜǊƭƛƻȊΩǎ Marche 

au supplice is even more distant from the classical thesaurus. The 

progress to the scaffold it narrates is inconceivable without the 

 
167 Leonard B. Meyer, Style and Music: Theory, History, and Ideology (Chicago: University of Chicago Press, 
1996), 3, 65. 
168 Ratner, Classic Music: Expression, Form, and Style, 9. 
169 Allanbrook, Rhythmic Gesture in Mozart: Le nozze di Figaro & Don Giovanni, 3. 
170 Ratner, Classic Music: Expression, Form, and Style, 30. 
171 Wǳƭƛŀƴ IƻǊǘƻƴΣ άListening to Topics in the Nineteenth CenturyΣέ ƛƴ The Oxford Handbook of Topic Theory, 
643.  
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French-revolutionary experience, but its expressive stance is also a 

ƴŜƎŀǘƛƻƴ ƻŦ .ŜŜǘƘƻǾŜƴΩǎ ƛŘŜŀƭƛǎƳΦ172 

The cultural transformation caused the revision of the concept of affections as well. 

Nineteenth-century composers approached Affektenlehre in a more flexible way; they 

ŎƻƴŎŜǊƴŜŘ ŀōƻǳǘ ΨǎǇƻƴǘŀƴŜƻǳǎ ŜƳƻǘƛƻƴŀƭ ŎǊŜŀǘƛǾƛǘȅ ŀƴŘ Ŝǉǳŀƭƭȅ ǎǇƻƴǘŀƴŜƻǳǎ ŜƳƻǘƛƻƴŀƭ 

ǊŜǎǇƻƴǎŜǎ ƻƴ ǘƘŜ ǇŀǊǘ ƻŦ ŀƴ ŀǳŘƛŜƴŎŜΦΩ173 A feature of Romanticism was to make the listener 

experience the unknown world of magic and the supernatural and, to do so, composers 

expanded their musical material, for example, by using more frequent chromaticism and 

colourful sounds,174 materials that can be deployed for topical purposes. 

Such an expansion gave space to the possibility of topics overlaying and influencing 

each other. The way in which style was implemented in compositions allowed topics to mix 

together, and the so called troping developed, a term that was popularised by Robert 

Hatten in 1994.175 Troping derives from the word tropes, a medieval term used to describe 

addition(s) to a basic musical text. Tropes provide composers with the opportunity to 

explore the possibilities of blending different topics. These kinds of troping processes 

became more essential within Romantic aesthetics because of the need to reach more 

individual, nuanced expressive worlds. An example of troping is shown in ΨArchibald 

DouglasΩ, section 3.2.2.1, where hunt and pastoral topic are overlaying. 

The following examination of topics and their application in specific case studies 

illustrate how these topics appear in narrative and how their interpretation can reinforce 

expressiveness so that it conveys literal meanings of the topics, as well as meanings that go 

beyond them. 

 
172 Ibid., 643. 
173 .ǳŜƭƻǿΣ ά!ŦŦŜŎǘǎΣ ¢ƘŜƻǊȅ ƻŦ ǘƘŜΣέ Grove Music Online, assessed Oct 12, 2022, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000000253. 
174 !ƭŜȄŀƴŘŜǊ ²ƛƭŦƛƴƎΣ ŜŘΦΣ άaŜŀƴƛƴƎ ŀƴŘ Value in Romantic Musical AŜǎǘƘŜǘƛŎǎΣέ The Cambridge Companion to 
Music and Romanticism, ed. Benedict Teylor (Cambridge: Cambridge University Press, 2021), 185. 
175 Mirka, άLƴǘǊƻŘǳŎǘƛƻƴ,έ in The Oxford Handbook of Topic Theory, 21. 
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3.2.1 Pastoral topic and its pictorial style 

The pastoral topic covers an expressive space between perfect heavenly world and 

otherworldly environment,176 ǿƘƛŎƘ Ŧƛǘǎ ǿƛǘƘ ǎƻƳŜ ƻŦ ǘƘŜ ǘƘŜƳŜǎ ŦƻǳƴŘ ƛƴ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎΣ 

particularly the elves as embodiments of nature as both beautiful and threatening. Some of 

the key characteristics that reveal the pastoral topic are the use of compound metre, such 

ŀǎ сκуΣ ŀ ΨǊŜƭŀǘƛǾŜƭȅ ǎƛƳǇƭŜ ƳŜƭƻŘƛŎ ŎƻƴǘƻǳǊΩ ŀƴŘ ǇŀǊŀƭƭŜƭ ǘƘƛǊŘǎ ƛƴ ǘƘŜ Ǉƛŀƴƻ ǇŀǊǘ ǘƘŀǘ ƻŦŦŜǊ 

ǘƘŜƛǊ ΨǎƛƳǇƭƛŎƛǘȅ ŀƴŘ ǎǿŜŜǘƴŜǎǎΦΩ177 However, these elements are not the only evidence that 

could clarify the pastoral topic. As David Wyn Jones writes, the pastoral topic frequently 

ƛƴǾƻƭǾŜŘ ΨƳƻǊŜ ǎǇŜŎƛŦƛŎ ǇƛŎǘƻǊƛŀƭ ƛƳŀƎŜǎ ǘƻƻΥ ōƛǊŘǎ ƻŦ ŀƭƭ ƪƛƴŘǎΣ ōǳǘ ŜǎǇŜŎƛŀƭƭȅ ǘƘŜ ŎǳŎƪƻƻΣ 

hen, nightingale and turtledove; storms on land and on sea, often with the ensuing calm; 

ŀƴŘ ǿŀǘŜǊǎŎŀǇŜǎ ƻŦ ŀƭƭ ƪƛƴŘǎ όǎŜŀǎΣ ǊƛǾŜǊǎ ŀƴŘ ōǊƻƻƪǎύΦΩ178 Ψ9ƭǾŜǊǎƘǀƘΩ ό9ȄŀƳǇƭŜ 17) is an 

ŜȄŀƳǇƭŜ ŦǊƻƳ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ ǿƘƻǎŜ opening (wŜŎƻǊŘƛƴƎ ŜȄŀƳǇƭŜ Ψ9ƭǾŜǊǎƘöƘΦƳǇпΩ from the 

National Centre for Early Music recorded on the 16th of May 2023, 00:00-00.12) uses the 

pastoral as a topical field to describe the first scene, combining the characteristics 

ƳŜƴǘƛƻƴŜŘ ŀōƻǾŜ ŦǊƻƳ IŀǘǘŜƴΦ ¢ƘŜ ǘŜȄǘ ƛƴ Ψ9ƭǾŜǊǎƘǀƘΩ ǊŜǇƻǊǘǎ ǎǘǊŜŀƳΣ ōƛǊŘǎ ŀƴŘ ŦƛǎƘ ƛƴ ǘƘŜ 

middle of the song and a cockerel at the very end. Another example of waterscape images 

can also be found in ΨTom der ReimerΩ and, particularly, in their piano introduction. The 

ǿŀǘŜǊ ƛƴ ōƻǘƘ ōŀƭƭŀŘǎ ƛǎ ǊŜǇǊŜǎŜƴǘŜŘ ōȅ ŀ ƳƻǘƛŦ ƻŦ ǎŜƳƛǉǳŀǾŜǊǎΦ Lƴ Ψ9ƭǾŜǊǎƘǀƘΩΣ ŦƻǊ ƛƴǎǘŀƴŎŜΣ 

the image of the stream and its movement is depicted by a motif of semiquavers specifically 

in a lower area of the keyboard, F3-B4 (RH, Example 18 bb. 41-47), whereas for the depiction 

of the fish and birds playing around and singing, the piano sounds higher between A4-A6 

(Example 18 bb. 48-57).  

 
176 Raymond Monelle, The Sense of Music: Semiotic Essays (Princeton: Princeton University Press, 2000), 191-
94. 
177 Robert S. Hatten, Musical Meaning in Beethoven: Markedness, Correlation, and Interpretation 
(Bloomington: Indiana University Press, 1994), 97, 98. 
178 David Wyn Jones, Beethoven, Pastoral symphony (Cambridge: Cambridge University Press, 1996), 15. 

https://drive.google.com/file/d/1t_PFIbRWxrxq4EcOsDHnYFfjjzgY-e2Z/view?usp=drive_link
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Example 17: Carl [ƻŜǿŜ Ψ9ƭǾŜǊǎƘǀƘΩΣ ōōΦ м-10 
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Example 18: Carl [ƻŜǿŜ Ψ9ƭǾŜǊǎƘǀƘΩΣ ōōΦ пл-59 
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3.2.1.1 Case study - Ψ9ƭǾŜǊǎƘǀƘΩ 

Bars Section Narrative events Musical features 

1-10 Introduction The warrior is lying down in 
Elvershöh while his eyes 
started drooping.  

Pastoral topic, dance-like 6/8 
metre, G major. Bars 7-10 
transforms the character of 
pastoral topic to a less 
peaceful, preparing thus the 
image of the supernatural 
maidens.  

11-59 A Two maidens appeared singing 
to him with silvery tone and 
spreading their magical sound 
towards all the participants of 
that landscape (fish, birds).  

Pastoral topic, E major. 
Through accompaniment 
changes to semiquavers 
representing an 
improvisational idea to 
describe the pictorial images 
of the text (bb. 21-59). The 
descending line in the last 
bars of this section prepares 
section B.  

60-85 B The maidens wanted, through 
their song, to teach the 
warrior how to use magic and 
become powerful.  

Contrary character of the 
pastoral topic. Less innocent 
maidens. E minor 
accompanied by static 
staccato quavers. 

86-110 C The warrior sat silent, and the 
maidens took his reaction as 
an insult and, therefore, they 
wanted to kill him. 

E major transforms to E minor 
as a way to combine the two 
contrasting characters of the 
pastoral topic and the 
supernatural maidens. 

111-135 AΩ  The warrior wakes up pleased 
and advices others to be 
careful in Elvershöh. 

Return to the cheerful 
pastoral topic in G major. 

Table 7: The main structural events of ΨElvershöhΩ 

!ǎ ƳŜƴǘƛƻƴŜŘ ŀōƻǾŜΣ Ψ9ƭǾŜǊǎƘǀƘΩ ŘŜƳƻƴǎǘǊŀǘŜǎ ŀǇǇŀǊŜƴǘ ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ ǇŀǎǘƻǊŀƭ ǘƻǇƛŎΣ сκу 

metre and the reference to stream, birds, fish and cockerel. The implications for the 

performance are not only to identify these obvious features that are given in the notation 

and the text but rather to find ways to make them sound as part of the story telling. 

Ψ9ƭǾŜǊǎƘǀƘΩ ƛǎ ŘƛǾƛŘŜŘ ƭŀǊƎŜƭȅ ƛƴǘƻ ǘƘǊŜŜ ǎŜŎǘƛƻƴǎ ǿƘŜǊŜ ǘƘŜ ōŜƎƛƴƴƛƴƎ ŀƴŘ ŜƴŘ ŀǊŜ ŀƭƳƻǎǘ 

identical and the middle section contains all the details and story turns, and Loewe 

incorporates the pastoral topic in all three sections. It is important though to examine the 

way the pastoral topic unfolds from the very beginning and, thus, the following lines focus 

on the opening. 
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The first bars as demonstrated in the recorded example sound as literally six quavers 

per bar rather than a two time metre. Reflecting on that, I thought more about the 

character of this opening, that it introduces the scene of pastoral bliss with a moderato that 

conveys a gentle feeling. In the live performance I aim to introduce this passage as more 

cheerful and able to make the listener imagine a scene where the sun shines, the birds are 

singing and anything else related to that atmosphere. The long-short pattern in the notation 

implies the sense of skipping, a dance pattern which I did not convey in the recorded 

example. The dance feeling is confirmed in the following part of the story and the character 

of the two fairies singing and dancing before they show that they are actually elves trying to 

lure the man.  

This opening, thus, introduces also these innocent fairies, who look friendly and not 

powerful and, as an accompanist, I will do so by playing slightly quicker, emphasising the 

first beat of each bar to convey the feeling of skipping in a dance pattern, as well as adding 

more dynamics; for instance, the starting p will grow in the following four bars through the 

use of a crescendo which will fade out at the end of the phrase by spreading the final chord. 

I will also highlight the upbeat of the beginning so that I draw the attention of the listener 

but also as a way to illustrate the gesture at the beginning of a dance (something like a 

gentle gesture that a man does with his head so that he politely invites a lady to dance with 

him). Contrary to that is the feeling that bb. 8-10 conveys, which is connected with the real 

elves and that something less cheerful is going to happen. Having a descending line (starting 

in bar 7, oppositely to the ascending line of the first six bars) and a repetition of the same 

figure, I will add a rallentando, highlight the bass line and articulate differently the LH by 

playing the first C# in bar 9 quicker than the second one in bar 10 (Example 19). 
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Example 19: Carl Loewe Ψ9ƭǾŜǊǎƘǀƘΩΣ ōōΦ м-10 

3.2.1.2 Case study - ΨTom der ReimerΩ 

Bars Section Narrative events Musical features 

 1-14 Introduction Setting the scene Allegretto suave, B flat major, 
common time, small phrases of 
semiquavers. 

15-41 A The narrator introduces Tom 
der Reimer and the fairy 
lady. 

Chordal accompaniment for Tom 
and more elaborated piano part 
accompanies the fairy lady with 
characteristic figure capturing the 
silver bells. 

41-57 B Dialogue between the two 
characters where she 
reveals her identity. 

D major, mainly chordal 
accompaniment, additional 
tempo indications più Adagio and 
ritenuto. 

58-71 C The dialogue continues and 
she tells him that he will 
need to exchange seven 
years to serve her for one 
kiss. 

Allegretto lusignando, F major, 
12/8, new cheerful piano figure. 

72-92 D Both characters are happy 
with the decision and 
exchange a kiss. 

B flat major, common time, 
arpeggiated figure in the piano LH 
with additional ornaments in the 
RH. 

93-113 E They ride together happy 
while the silver bells 
continued ringing. 

Allegretto, horse gait figure 
followed by the coda (bb. 102-
113) where ǎŜŎǘƛƻƴΩǎ ! ōŜƭƭ ŦƛƎǳǊŜ 
reappears. 

Table 8: The main structural events of ΨTom der ReimerΩ 
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!ǎ ǎŜŜƴ ƛƴ Ψ9ƭǾŜǊǎƘǀƘΩ ό9ȄŀƳǇƭŜ 18), Loewe uses an arpeggiated semiquaver motif to depict 

the water of the stream, the birds and fish; likewise he uses the same motif in the 

introduction of ΨTom der ReimerΩ with the difference that there is no text at this point as 

ǘƘŜǊŜ ƛǎ ƛƴ Ψ9ƭǾŜǊǎƘǀƘΩΦ ¢ƘŜ ŎƭŀǊƛŦƛŎŀǘƛƻƴ ǘƘŀǘ ǘƘŜ ŎƘŀǊŀŎǘŜǊ ǎƛǘǎ ƴŜŀǊ ŀ ōǊƻƻƪ ŎƻƳŜǎ ƻƴƭȅ 

afterwards from the singer, therefore, the pianist has the role to create this pictorial image. 

The main element in the introduction is the motif of semiquavers in low tessitura which 

represents how the brook moves; however, it is a long introduction, and in some places, 

there are extra elements, different from the ongoing move of the water, which probably 

depict other images coming from a pastoral topic such as the fish jumping over the water 

(Example 20, bb. 8-фύΣ ŀǎ ŦƻǳƴŘ ƛƴ Ψ9ƭǾŜǊǎƘǀƘΩΣ ƻǊ ǘƘŜ ōƛǊŘǎ ǎƛƴƎƛƴƎ ŀƴŘ ŦƭȅƛƴƎ ŀǿŀȅ ό9ȄŀƳǇƭŜ 

20, b. 13).  

Lǘ ƛǎ ŀ ƭƻƴƎ ƛƴǘǊƻŘǳŎǘƛƻƴΣ ŎƻƳǇŀǊŜŘ ǘƻ Ψ9ƭǾŜǊǎƘǀƘΩΣ ǿƘƛŎƘ ƎƛǾŜǎ ŀ ƪƛƴŘ ƻŦ ŦǊŜŜŘƻƳ ŀƴŘ 

space to the pianist to imagine all these pictures and convey them. The notation of half bar 

or one bar phrases is something that indicates more gestures which will become alive in the 

live performance. More stress will be given on the minim bass note on which the following 

seven semiquavers with the chromatic descending line come through the use of crescendo 

and decrescendo, creating a sense of waves, the water flowing in the little brook which also 

implies a flexibility of the speed. Long chords in the LH, for example bars 5-6, 11, will be 

spread so that they fit within the context of the waves. The image of fish as depicted in bar 8 

will be given mainly by the LH and a gesture that leads forward until the middle of bar 9 

where the melodic line begins to decay. A similar flexibility within the phrase will be given in 

bar 13 as a way to create a more fantastical atmosphere which works as a sign for the 

upcoming narration that contains the unearthly creature, the queen of elves. 



77 
 

 

Example 20: Carl Loewe ΨTom der ReimerΩ, bb. 1-14 

3.2.2 Hunt style and its connotations 

There are various eighteenth-century theorists who wrote about the instrument 

representing this topic, the horn, and particularly its sound. J. Mattheson, for instance, 

ŘŜǎŎǊƛōŜǎ ǘƘŜ ƘƻǊƴǎ ŀǎ ΨƭƻǾŜƭȅ ǇƻƳǇƻǳǎΩ ƛƴǎǘǊǳƳŜƴǘǎ ǘƘŀǘ ΨƘŀǾŜ ǾŜǊȅ ƳǳŎƘ ōŜŎƻƳŜ ƛƴ ǾƻƎǳe 

ƛƴ ƳǳǎƛŎ ŦƻǊ ǘƘŜ ŎƘǳǊŎƘŜǎ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜŀǘǊƛŎŀƭ ŀƴŘ ŎƘŀƳōŜǊ ƳǳǎƛŎΣ Χ ǇŀǊǘƭȅ ōŜŎŀǳǎŜ ǘƘŜȅ Ŏŀƴ 
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ōŜ ƘŀƴŘƭŜŘ ǿƛǘƘ ƳƻǊŜ ŜŀǎŜΦΩ179 In the early years of the nineteenth century, several other 

ǿǊƛǘŜǊǎ ƘŀǾŜ ǘŀƭƪŜŘ ŀōƻǳǘ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘΩǎ ǉǳŀƭƛǘƛŜǎΣ ǎǳŎƘ ŀǎ ǘƘŜ ΨǎƻŦǘΣ ǎǿŜŜǘ ǘƻƴŜǎ ǘƘŀǘ ŦŀŘŜ 

ǘƘŜ ǊŜǾŜǊōŜǊŀǘƛƻƴΣ ǘŜƴŘŜǊƭȅ ƭŀƳŜƴǘƛƴƎΦΩ180 !ŘŘŜŘ ǘƻ ǘƘŀǘΣ ƛǎ /Φ CΦ 5Φ {ŎƘǳōŀǊǘΩǎ ŘŜǎŎǊƛǇǘƛƻƴ 

ŀōƻǳǘ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘΩǎ ǎƻǳƴŘ ŜŦŦŜŎǘǎΥ 

The tone of this instrument, its range and the loveliness, with which 

the French horn in particular fills in all the gaps in music, have rightly 

recommended it throughout Europe. The French horn, humanly 

conceived, is a good, honest man who commends himself not as a 

genius but as a sensitive soul to almost all societies. What is most 

admirable is that this instrument, above all others, produces the 

greatest effect on the animal world. A forest full of animals startles 

and listens when the resounding horn is blown. The deer lie down by 

the spring and listen; the frogs themselves slip into the air; and the 

mother pig lies down in a blissful sleep and lets her piglets suckle at 

three-eighths a beat. The hunting melodies, which have been 

invented all over Europe, have the unspeakable effect that they are 

appropriate not only to every human feeling at the time of the hunt, 

but also to the animal natures in all lakes of the hunt. How great is 

the soul of man! A horn call commands the hounds as they rush into 

the dreadful forest; defy the jaws of the boar, the horns of the deer, 

and the cunning of the fox. But the all-encompassing horn, sounding 

softly from the forest hill, also causes the deer to lie down by the 

mossy spring and, with its antlers raised high, as it were, to soak up 

the sounds.181  

 
179 hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ƛŜ ƭƛŜōƭƛŎƘ ǇƻƳǇŜǳǎŜƴ ²ŀƭŘƘǀǊƴŜǊΦΦΦǎƛƴŘ ōŜȅ ƛǘȊƛƎŜǊ ½Ŝƛǘ ǎŜƘǊ Ŝƴ ǾƻƎǳŜ ƪƻƳƳŜƴΣ ǎƻ ǿƻƭ ǿŀǎ 
Kirchen als Theatral und Cammer-Kusic anlanget,  weil sie theils nicht so rude von Natur sind, als die 
Trompeten, theils auch, weil sie mit mehr FacƛƭƛǘŞ ǘǀƴƴŜƴ ǘǊŀŎǘƛǊǘ ǿŜǊŘŜƴΦΩ WƻƘŀƴƴ aŀǘǘƘŜǎƻƴΣ Das neu-
eröffnete Orchestre (Hamburg: B. Schiller, 1713), 267. 
180 Christian Friedrich Daniel Schubart, Ideen zu einer Ästhetik der Tonkunst (Vienna: J. V. Degen, c.1806), 311.  
181 hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ŜǊ ¢ƻƴ ŘƛŜǎŜǎ LƴǎǘǊǳƳŜƴǘǎΣ ǎŜƛƴ ¦ƳŦŀƴƎ ǳƴŘ ŘƛŜ [ƛŜōƭƛŎƘƪŜƛǘΣ ǿƻŘǳǊŎƘ ōŜǎƻƴŘŜǊǎ Řŀǎ 
Waldhorn alle Lücken der Musik ausfüllt, haben es mit Recht durch ganz Europa empfohlen. Das Waldhorn 
menschlich gedacht, ist ein guter ehrlicher Mann, der sich eben nicht als Genie, sondern als empfindsame 
Seele, fast allen Gesellschaften empfehlt. Was das Bewundernswürdigste ist, so bringt eben diels Instrument, 
vorzugsweise vor allen andern, die grölste Wirkung auf die Thierwelt hervor. Ein Wald voll Thiere stuzt und 
horcht, wenn das volltönende Horn angeblasen wird. Die Hirsche legen sich an den Quell und lauschen; die 
Frösche selber schlüpfen an die Luft; und die Schweinmutter legt sich dabey in sülsen Schlaf, und lälst sich von 
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{ŎƘǳōŀǊǘΩǎ ŜȄǇƭŀƴŀǘƛƻƴΣ ǘƘŜǊŜŦƻǊŜΣ ǎŀȅǎ ǘƘŀǘ Ƙǳƴǘ ǎǘȅƭŜ ƛƴ ƴƛƴŜǘŜŜƴǘƘ-century compositions 

offered something more; the sound of the style could be used in a way to establish effects 

that could create more detailed images associated with hunting rather than the obvious 

connotations (hunters and dogs and horn calls), and/ or arise emotions which go beyond 

images. Raymond Monelle notes that music with horn calls is also associated with Ψroyalty, 

nobility, adventure, danger, the forest, and the season of the fallΦΩ182 He also expresses that 

the hunt topic in the Romantic period had some differences from the eighteenth-century 

hunt topic:  

first, the mysterious symbolism of the forest turned the horn into an 

ŀƎŜƴǘ ƻŦ ƳŀƎƛŎ ŀƴŘ ǊƻƳŀƴŎŜΣ ƭŜŀŘƛƴƎ ƛǘ ǘƻ ŜǾƻƪŜ άǘƘŜ ƘƻǊƴǎ ƻŦ ŜƭŦƭŀƴŘ 

Ŧŀƛƴǘƭȅ ōƭƻǿƛƴƎέ όŦǊƻƳ ¢ŜƴƴȅǎƻƴΩǎ ¢ƘŜ tǊƛƴŎŜǎǎύΤ ǎŜŎƻƴŘΣ ǘƘŜ 

established meter of the sonnerie, compound duple, came to stand 

for the galloping horse. And horses galloped, not only the sooner to 

catch the quarry, but also for semiotic reasons.183 

  

 
ihren Ferkeln unter dreyachtels Tact die Zitzen aussaugen. Die Jagdmelodien, die durch ganz Europa erfunden 
worden, haben daber die unaussprechliche Wirkung, dass sie nicht nur jedem Menschengefühle zur Jagszeit, 
sondern sogar auch den Thiernaturen in allen Seenen der Jagd angemessen sind. Wie grols ist die Seele des 
Menschen! Ein Hornstols befehligt die Hunde, dass sie in den schaurigen Forst stürzen; dem Zahn des Ebers, 
dem behrenden Geweih des Hirsches, und der List des Fuchses trotzen. Aber eben diels allgebiethende Horn, 
in sanftern Tönen vom Waldhügel herabschallend, macht auch, dass sich der Hirsch an Moosquell lagert, und 
Ƴƛǘ ƘƻŎƘ ŀǳŦƎŜǊƛŎƘǘŜǘŜƳ DŜǿŜƛƘ ŘƛŜ ¢ǀƴŜ ƎƭŜƛŎƘǎŀƳ Ȋǳ ǾŜǊǎŎƘƭƛƴƎŜƴ ǎŎƘŜƛƴǘΦΩ Ibid.,313-314. 
182 Monelle, The Sense of Music: Semiotic Essays, 40. 
183 Ibid., 40. 
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3.2.2.1 Case study - ΨArchibald DouglasΩ 

Bars Section Narrative events Musical features 

1-35 A - Grave Introduction of the 
character Archibald. 

G minor (bb. 1-4) ς E flat major 
(bb. 5-35). Motif ʰ ς first 
introduction of the character (bb. 
1-пύΣ ʰΩ ς 5ƻǳƎƭŀǎΩǎ ǊŜǉǳŜǎǘκ will 
(b. 9). 

36-51 B The narrator confirms 
5ƻǳƎƭŀǎΩǎ ŀǇǇŜŀǊŀƴŎŜ 
and further explains his 
situation at the specific 
moment. 

F major with subdominant minor 
colouring. Motif ʲм ς ΨDǊŀŦ 
5ƻǳƎƭŀǎΩ όōΦ осύΣ ʲн ς calm/rest 
όΨǊǳƘΩύ. 

52-94 C - Allegretto, 
non troppo 
presto 

The narrator describes 
the scene where King 
James arrives. 

G ƳŀƧƻǊΦ aƻǘƛŦ ʴ ς horns sound/ 
announcement/ greeting. 
 

95-143 D - Andante ς 
Moderato, 
flebile/Andante 
con moto 

Douglas expresses his 
repentance, recalls times 
from the past, trying to 
convince King to forgive 
ƘƛƳ ōŜŎŀǳǎŜ ΨǿƘŀǘ Ƙƛǎ 
brothers did was not his 
ŦŀǳƭǘΦΩ 

D ƳŀƧƻǊΦ aƻǘƛŦ ʰΩΦ 

145-171 E King James replies to 
5ƻǳƎƭŀǎΩǎ ǊŜǉǳŜǎǘ ǿƛǘƘ 
depreciation. 

G major with subdominant minor 
ŎƻƭƻǳǊƛƴƎΦ aƻǘƛŦ ʲм ώǾƻƛŎŜ ƭƛƴŜϐΣ 
ʰΩ ώŀŎŎƻƳǇŀƴƛƳŜƴǘϐΦ 

171-201 F King took his horse and 
rode the uphill while 
Douglas is riding besides 
him, trying to convince 
him to let him return to 
his homeland. 

G minor with rapid, rising 
ŎƘǊƻƳŀǘƛŎ ǎŜƳƛǘƻƴŜǎΦ aƻǘƛŦ ʵ ς 
horse gait. 
 

202-212 G Ψ±ŀǘŜǊƭŀƴŘΩΥ ǘƘŜ ŦƛǊǎǘ 
time the listener can 
clearly hear the reason 
why Douglas is begging 
the King to let him 
return to his homeland. 

9 Ŧƭŀǘ ƳŀƧƻǊΦ aƻǘƛŦ ʵ ŎƻƴǘƛƴǳŜǎ ŀǎ 
an inward emotion. The voice 
ƭƛƴŜΩǎ ǎƘƻǊǘŜǊ ƴƻǘŜǎ ŀǊŜ ǊŜǇƭŀŎŜŘ 
by minims which change 
completely the previous hasty 
section to something stable and 
calm, a representation of what 
Douglas really wants, to return to 
his homeland; all the 
modulations confirm this as well 
by concluding to E flat major.  

212-221 H Douglas makes clear that 
returning to his 
homeland is his only 
intention, otherwise it is 

E flat major. Motif ʶ ς attention. 
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better to die by the 
YƛƴƎΩǎ ƘŀƴŘǎΦ 

221-236 I King took his sword and 
although one would 
expect to kill Douglas as 
an answer to his 
challenge, King James 
did not do it. 

E flat major with flattened 
submediant to dominant (B 
major ς B flat major). No specific 
motif but rather an answer to the 
ǇǊŜǾƛƻǳǎ ʶ ōȅ ǳǎƛƴƎ ŦƭŀǘǘŜƴŜŘ 
submediant to dominant which 
works as a surprising effect. 

237-274 J King James offers his 
sword to Douglas as a 
forgiveness gesture and 
together they are going 
to bring back the 
memories of the past. 

D ƳŀƧƻǊΦ aƻǘƛŦ ʵΣ ʰΩ 

Table 9: The main structural events of ΨArchibald DouglasΩ 

Motif ʰ ς first introduction of the character (bb. 1-пύΣ ʰΩ ς 5ƻǳƎƭŀǎΩǎ ǊŜǉǳŜǎǘκ will (b. 9) 
 

 

Motif ʲм ς ΨDǊŀŦ 5ƻǳƎƭŀǎΩ όōΦ осύΣ ʲн ς ŎŀƭƳκǊŜǎǘ όΨǊǳƘΩύ  

 
aƻǘƛŦ ʴ ς horns sound/announcement/greeting (b. 52 onwards) 
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aƻǘƛŦ ʵ ς horse gait (b. 173 onwards) 

 
Motif ʶ ς attention  

 
Table 10: The main motifs of case study ΨArchibald DouglasΩ 

These characteristics can be found within ΨArchibald DouglasΩ, a long ballad with many 

different sections, among them a section with a distinctive hunting style.184 In section C, a 

horn-like passage (wŜŎƻǊŘƛƴƎ ŜȄŀƳǇƭŜ Ψ!ǊŎƘƛōŀƭŘ 5ƻǳƎƭŀǎΦƳǇпΩ ŦǊƻƳ the National Centre for 

Early Music recorded on the 16th of May 2023, 3:00-3:28) is introduced which represents 

precisely what the text says, that Douglas heard horns and hunting procession sounding 

from the forest. The specific dotted figure (Example 21, b. 52 onwards) clearly mimics the 

sound of horns and what the text says which will be clarified a few bars later by the singer. 

The use of clear hunting calls implies that the performers experiment with the sound 

(especially the pianist who is introducing this section), both musically and spatially, making 

ǳǎŜ ƻŦ ǘƘŜ ǇƛŀƴƻΩǎ ǉǳŀƭƛǘƛŜǎ. As part of my experimentation with topical expression, I 

recorded this passage on a 1820s Fritz fortepiano (as seen in the above recording) and 

 
184 I chose to call it a style and not type, as it appears as a figure in the ballad and not as a characteristic 
element that represents the complete composition. 

https://drive.google.com/file/d/16RYCw54VyZLLJNQcdcX1aYwd-WYN8M4o/view?usp=sharing&t=180
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compared it with a recording played on a modern piano (from a recital given by me and 

Stuart in The Tung Auditorium Liverpool, in November 2022, ΨArchibald Douglas_Liverpool 

concert 2 Nov 2022.mp4ΩΣ 2:57-3:25).  

The una corda of this particular fortepiano offers a dry, muffled sound which, with 

the help of the sustaining pedal and the fact that it is in the lower register of the piano, I felt 

that it matches the sense of the narrative well. It is about the long-distance sound that 

ŎƻƳŜǎ ŦǊƻƳ ǘƘŜ ŦƻǊŜǎǘΣ ǇƭŀŎŜŘ ŦŀǊ ŀǿŀȅ ŦǊƻƳ ǿƘŜǊŜ 5ƻǳƎƭŀǎ ƛǎ όΨ²ŜƎ Ŝƛƴ {ǘŜƛƴΩ ƳŜŀƴƛƴƎ ŀ 

ΨǿŀȅǎƛŘŜΩύΣ ǿƘŜǊŜŀǎ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ƘƛƎƘŜǊ ǊŜƎƛǎǘŜǊ ƛǎ tutte corde ma p. The addition of a 

crescendo dynamic also helps the performer to create the transformation of the image and, 

thus, the situation of the plot. Creating clear sound environments seem to be conveyed 

ŜŀǎƛŜǊ ǿƛǘƘ ǘƘŜ ǳǎŜ ƻŦ ŀ ƘƛǎǘƻǊƛŎŀƭ ǇƛŀƴƻΩǎ ǇŜŘŀƭǎΤ ƘƻǿŜǾŜǊΣ ǘƘŜ ǎŀƳŜ ƛŘŜŀ Ŏŀƴ ōŜ ŀǇǇƭƛŜŘ ƻƴ 

a modern instrument. Even though the una corda on a Steinway still resonates, a lighter 

touch of the keys at the beginning of this passage can communicate the sound of the distant 

horns. The resonance can actually work nicely as an echo from a sound that comes from far 

away. 

https://drive.google.com/file/d/14f2q5hqkEGcr3Ts6sjTGVGcLTg4W6f6U/view?usp=sharing&t=177
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Example 21: Carl Loewe ΨArchibald DouglasΩ, bb. 49-68 

The frequent function of the hunt topic to convey a sound coming from a great 

distance is not simply a spatial effect but also carries emotional resonances of farewell, of 

longing, of fear or memory. This is something that happens in other pieces as well, such as 

.ŜŜǘƘƻǾŜƴΩǎ {ƻƴŀǘŀ Les Adieux where the horn calls evoke a sorrowful farewell. In section A, 

Douglas stated his situation and his willingness to find King James, and although this looked 

unachievable, now he is given the chance to see him and do what he has planned to do, 

therefore, the feeling of yearning resonates here. This emotional resonance is 

communicated mainly by the singer, particularly at the beginning of section C where he 

ǎƛƴƎǎ Ψ5ŀ ƘƻǊŎƘΧΩ όΨ¢ƘŜǊŜΣ ƭƛǎǘŜƴΧΩύΦ Lƴ the portfolio recordings this aspect was fairly clear 

but aspects of facial expression in combination with a different tone colour less so; in my 

reflection on those things helped me to develop interpretative strategies for the recital. As 
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these words are repeated three times (Example 21, bb. 61-63), the singer will differentiate 

each time by singing the first time quite shorter (not full length of the F crotchet) and more 

as parlando; the second time will sound slightly longer and on pitch, and the third time full 

voice. This reflection links also to declamation demonstrating thus the connection between 

interpretative strategies in order to express narrative. 

The composer also applies the concept of topical troping. Having set the hunt as a 

style of this section, he adds the pastoral as a new context which interacts with the hunt 

style developing thus a new meaning. The cheerful sound of G major185 (in the original 

score) coming from those horns, the way this new tonality appears overlaying and 

accompanied by the time signature of 6/8 and the reference to the forest, it suggests an 

ŜƳƻǘƛƻƴŀƭ ǎǘŀǘŜΣ 5ƻǳƎƭŀǎΩǎ ƘŀǇǇƛƴŜǎǎ ŀǎ ƘŜ ōŜƎƛƴǎ ǘƻ ƘƻǇŜ ǘƘŀǘ ǎƻƻƴ he can meet the King 

and ask for forgiveness.  

Another example in the ballad where the composer displays pastoral and hunt as 

topics intrinsically linked, is the use of dotted figures. This is a figure associated with the 

Ƙǳƴǘ ǘƻǇƛŎ ōŜŎŀǳǎŜ ƛǘ ǊŜƭŀǘŜǎ ǘƻ ǘƘŜ ƘƻǊǎŜΩǎ Ǝŀƛǘ186 and the specific figure is almost identical 

ǘƻ ǘƘŜ ŦƛƎǳǊŜ ǘƘŀǘ [ƻŜǿŜ ǳǎŜǎ ƛƴ Ψ9ǊƭƪǀƴƛƎΩ όǿƘŜǊŜ ǘƘŜ ƎŀƭƭƻǇƛƴƎ ǊƘȅǘƘƳ ōŜŎƻƳŜǎ ŜȄǇƭƛŎƛǘ Ƨǳǎǘ 

ŀŦǘŜǊ ǘƘŜ ŦŀǘƘŜǊΩǎ ŦƛǊǎǘ ǿƻǊŘǎ ǘƻǿŀǊŘǎ Ƙƛǎ ǎƛŎƪ ōƻȅΣ 9ȄŀƳǇƭŜ 22, bb. 46-47). The difference lies 

in the direction of the two broken chords; in ΨArchibald DouglasΩ the chord is broken 

upwards, built on the first and fifth degree of the chord, creating thus the sort of simplicity 

and gentleness187 required for a pastoral topic188 (just like the dominant-tonic motion that 

ǇǊŜǾŀƛƭǎ ƛƴ ǘƘŜ ŦƛǊǎǘ ƳƻǾŜƳŜƴǘ ƻŦ .ŜŜǘƘƻǾŜƴΩǎ Pastoral Symphoyny), whereas the broken 

ŎƘƻǊŘ ƛƴ Ψ9ǊƭƪǀƴƛƎΩ ƛǎ ŘƻǿƴǿŀǊŘǎ ƛƴŎƭǳŘƛƴƎ ǘƘŜ ǘƘƛǊŘ ŘŜƎǊŜŜ ƻŦ ǘƘŜ ŎƘƻǊŘ ǊŜƛƴŦƻǊŎƛƴƎ ǘƘŜ 

gloomy effect that should dominate in this ballad.   

 
185 G major. Rural, idyllic and eclogue-like, every quiet and satisfied passion, every tender gratitude for sincere 
friendship and joyful love - in a word every gentle and quiet movement of the heart can be perfectly expressed 
in this tone. ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΣ ƻǊƛƎƛƴŀƭ ǘŜȄǘΥ ΨD ŘǳǊΦ [ŅƴŘƭƛŎƘΣ LŘȅƭƭŜƴ ǳƴŘ 9ƪƭƻƎŜƴƳŅƭǎƛƎŜΣ ƧŜŘŜ ǊǳƘƛƎŜ ǳŘ 
befriedigte Leidenschaft, jeder zärtiche Dank für aufrichtige Freundschaft und freue Liebe mit eine Worte jede 
sanfte und ruhige Bewegung des Herzens lälst sicƘ ǘǊŜŦŦƭƛŎƘ ƛƴ ŘƛŜǎŜƳ ¢ƻƴŜ ŀǳǎŘǊǸŎƪŜƴΦΩ Schubart, Ideen zu 
einer Ästhetik der Tonkunst, 380. 
186 L ǘƻƻƪ ŀƭǎƻ ƛƴǘƻ ŀŎŎƻǳƴǘ {ŎƘǳōŀǊǘΩǎ ǿƻǊŘǎ ǘƘŀǘ ǘƘŜ ƘƻǊƴ ΨǇǊƻŘǳŎŜǎ ǘƘŜ ƎǊŜŀǘŜǎǘ ŜŦŦŜŎǘ ƻƴ ǘƘŜ ŀƴƛƳŀƭ ǿƻǊƭŘΩ 
images of forest, hunters but also animals accompanying them are implied at this point. Look at footnote 22. 
187 Koch, Musikalisches Lexikon, 1382-1383; Daniel Gottlob Türk, Klavierschule, oder Anweisung zum 
Klavierspielen für Lehrer und Lernende, mit kritischen Anmerkungen (Leipzig: Schwickert, 1789), 402. 
188 Ratner, Classic Music: Expression, Form, and Style, 16. 
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Example 22: /ŀǊƭ [ƻŜǿŜ Ψ9ǊƭƪǀƴƛƎΩΣ ōōΦ пп-49 

3.2.3 Military style and its connotations 

A few bars later, there is another dotted figure (Example 23, bb. 84-85) which also illustrates 

the horn signals, but it implies another meaning. This time, the figure appears in octaves 

representing the horn calls that function as a royal announcement at the moment where 

King James arrives on his horse, in front of Douglas. Whereas the previous figure would 

require a lighter interpretation to convey its gentle nature, this one, although in the same 

fast tempo, is played a sense of the required tonal colour and the role within the narrative 

to express the significance of the reason for which it is played (the royal person in this case, 

his nobility and grandeur).  
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Example 23: Carl Loewe ΨArchibald DouglasΩ, bb. 83-89 

In the eighteenth-century, drums and trumpets were recognised as military 

ƛƴǎǘǊǳƳŜƴǘǎ ŀƴŘ ǎǇŜŎƛŦƛŎŀƭƭȅ ǳǎŜŘ ƛƴ ΨǿŀǊ ŀƳƻƴƎ ǘƘŜ ŎŀǾŀƭǊȅΣ ǘƻ ŘƛǊŜŎǘ ǘƘŜƳ ƛƴ ǘƘŜ ǎŜǊǾƛŎŜΦΩ189 

Some other theorists, on the other hand, refer to the role of both drums and trumpets in 

formal ceremonies rather than practically on the battlefield, for instance, F. W. Marpurg 

states that, 

Dictators, consuls, praetors, and other commanders held their 

victories under the sound of trumpeters. They [trumpeters] marched 

these solemn processions and filled the air with a din that doubled 

the joy of the people. Incidentally, the trumpet was not so much 

reserved for war, but it was used also for other totally unrelated 

contexts. The Romans made use of it, as did the Greeks, in the 

celebration of some of their sacred games, and among others also in 

fertility games.190  

 
189 Sébastien de Brossard, A Musical Dictionary; Being a Collection of Terms and Characters, as well Ancient as 
Modern; Including the Historical, Theoretical, and Practical Parts of Music, trans. James Grassineau (London: J. 
Wilcox, 1740), 306. 
190 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ¦ƴǘŜǊ ŘŜƳ {ŎƘŀƭƭŜ ŜōŜƴ ŘƛŜǎŜǊ ¢ǊƻƳǇŜǘŜƴΣ ƘƛŜƭǘŜƴ ŀǳŎƘ ŘƛŜ 5ƛŎǘŀǘƻǊŜǎΣ 
Consuls, Prätores und andere Heerführer, ihr Siegesgepränge. Sie giengen vor diesen feyerlichen Aufzügen her, 
und erfülleten die Luft mit einem Geklirre, welches die Freude des Volks verdopeelte. Uebrigens was die 
gerade Trompete dem Kriege doch nicht so gar vorbehalten, daß man sie nicht auch noch zu andern Dingen 
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!ƴƻǘƘŜǊ ǾƛŜǿ ƛǎ ǘƘŜ ƳŀǊŎƘΩǎ ŀǎǎƻŎƛŀǘƛƻƴ ǿƛǘƘ ŦŜǎǘƛǾƛǘȅΦ WΦ DΦ {ǳƭȊŜǊ ǎǇƻƪŜ ŀōƻǳǘ ƛǘ ōȅ 

ǿǊƛǘƛƴƎ ǘƘŀǘ ƳŀǊŎƘ ƛǎ ŀ ΨǎƳŀƭƭ ǇƛŜŎŜ ƻŦ ƳǳǎƛŎ ǇƭŀȅŜŘ ƻƴ ǿƛƴŘ ƛƴǎǘǊǳƳŜƴǘǎ ǳƴŘŜǊ ŦŜǎǘƛǾŜ 

processions, primarily under the processions of the warring peoples, and its purpose is to 

ƭƛǾŜƴ ǳǇ ǘƘƻǎŜ ǿƘƻ ǘŀƪŜ ǇŀǊǘ ƛƴ ǘƘŜ ǇǊƻŎŜǎǎƛƻƴ ŀƴŘ ǘƻ ǊŜƭƛŜǾŜ ǘƘŜƳ ŦǊƻƳ ǘƘŜƛǊ ŘƛǎŎƻƳŦƻǊǘΦΩ 

IŜ ŀƭǎƻ ŎƻƳƳŜƴǘǎ ƻƴ ƛǘǎ ǊƘȅǘƘƳƛŎŀƭ ƛƳǇŀŎǘ ōȅ ǎŀȅƛƴƎ ǘƘŀǘ ΨƳŜŀǎǳǊŜŘ ǘƻƴŜǎΣ ŜǾŜƴ ƛƴǎƻŦŀǊ ŀǎ 

they constitute a mere noise, have a great deal of power to supporǘ ǘƘŜ ōƻŘȅΩǎ ǎǘǊŜƴƎǘƘ ƛƴ 

ŀǊŘǳƻǳǎ ǿƻǊƪ ŀƴŘ ǘƻ ŀǊǊŜǎǘ ŦŀǘƛƎǳŜΦΩ191  

3.2.3.1 Case study - ΨDie nächtliche HeerschauΩ 

Bars Section Narrative events Musical features 

1-29 A The narrator introduces the 
dead drummer coming out of 
his tomb with details about his 
appearance. 

Alla Marcia vivace, G minor, 
common time. Three bars 
piano introduction sets the 
atmosphere. The sound of 
drums and the march-like 
topic are demonstrated by 
the RH and LH respectively. 

30-53 B An image of all the soldiers who 
rose from their tombs. 

New figures appear to 
demonstrate the soldiers 
climbing and coming on 
airborne steeds. 

53-82 C At midnight, the commander 
appears riding.  

Six bars piano introduction, 
riding figure. Contrasting 
dynamic marking to capture 
the bright moon. 

83-123 D They all gather together and the 
commander speaks: άCǊŀƴŎŜέ ƛǎ 
the watchword, ǘƘŜȅ ǊŜǇƭȅΥ ά{ǘ 
IŜƭŜƴŀέ ŀƴŘ ǘƘŜȅ ŎƻƴǘƛƴǳŜ 
parade. 
 

Four bars piano introduction, 
sfz, march-like pattern. 
Contrasting melodic passage 
in the piano part (bb. 99-
млсύΦ 9ƴŘ ǿƛǘƘ ǎŜŎǘƛƻƴΩǎ ! 
musical features. 

Table 11: The main structural events of ΨDie nächtliche HeerschauΩ 

 
gebraucht hätte, die gar keine Verbindung damit hatten. Die Römer bedienten sich derselben, so wie die 
Griechen thaten, bey der Feyer einiger ihrer heiligen Spiele, und unter andern auch, bey den floralischen 
{ǇƛŜƭŜƴΦΩ CǊƛŜŘǊƛŎƘ ²ƛƭƘŜƭƳ aŀǊǇǳǊƎΣ Historisch-Kritische Beyträge zur Aufnahme der Musik, vol. 2 (Berlin: 
Gottlieb August Lange, 1756), 42. 
191 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ9ƛƴ ƪƭŜƛƴŜǎ ¢ƻƴǎǘǸŎƪΣ Řŀǎ ǳƴǘŜǊ ŦŜǎǘƭƛŎƘŜƴ !ǳŦȊǸƎŜƴΣ ǾƻǊƴŜƘƳƭƛŎƘ ǳƴǘŜǊ 
den Zügen der Kriegsvölker, auf Blasinstrumenten gespielt wird. Der Zweck desselben ist ohne Zweifel, 
diejenigen, die den Zug machen, augzumuntern, und ihnen auch die Beschwerlichkeit desselben zu erleichtern. 
Man hat, vermuthlich schon vor der Erfindung der Musik, bemerket, daß abgemessene Töne, auch in sofern sie 
ein bloßes Geräusch ausmachen, viel Kraft haben, die Kräfte des Körpers bey neschwerlichen Arbeiten zu 
ǳƴǘŜǊǎǘǸȊŜƴ ǳƴŘ ŘƛŜ 9ǊƳǸŘǳƴƎ ŀǳŦȊǳƘŀƭǘŜƴΦΩ {ǳƭȊŜǊΣ Allgemeine Theorie der schönen Künste, vol. 3 (Leipzig: 
Weidmann Bookstore, 1793), 363. 
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¢ƘŜ ƛŘŜŀ ƻŦ ǘƘŜ ƳŀǊŎƘΩǎ ǊƘȅǘƘƳ ŀǎ ŀ ǎǳǇǇƻǊǘƛǾŜ ŦŜŀǘǳǊŜ ǘƻǿŀǊŘǎ ǘƘŜ ōƻŘȅΩǎ ǎǘǊŜƴƎǘƘ ŎƻǳƭŘ 

be used to explain the choice of the announcing ornament at the opening (Recording 

ŜȄŀƳǇƭŜ ΨDie nächtliche Heerschau.mp4Ω ŦǊƻƳ the National Centre for Early Music recorded 

on the 16th of May 2023, 00:00-лΥмпύ ƻŦ [ƻŜǿŜΩǎ ΨDie nächtliche HeerschauΩ (Example 24, bb. 

1-5). Although there is no evidence at this point that this ballad is march-like, it is clear that 

the first ornament represents the drummer and specifically his movement of leaving his 

tomb, which is explained by the following trill  of the RH that captures clearly the march style 

of the ballad as it illustrates the sound of the drums. As the topic depends so much on the 

rhythmical element of the march, it is significant for the performer to capture the right 

tempo of the piece and keep it steady as well as articulate every ornament clearly and with 

character; however, tempo fluctuation can happen here and, especially, by experimenting 

with the ornaments available. In the live performance, the trill  will be played with more 

freedom, not strictly a tempo, in order to create this kind of a macabre starting scene; 

extending the beat of the trill  establishes a feeling of dragging which is linked to the image 

of the drummer coming out of his tomb. Once the first time is established, the next two 

bars, where the same figure is repeated, the trill will be slightly shortened. The use of pedals 

in this ballad is also crucial; the register is in the lower part of the keyboard and when 

played on a keyboard whose compass is CC-ŦпΣ ǘƘŜƴ ƛǘ Ŏŀƴ ŎƻƳƳǳƴƛŎŀǘŜ ǘƘŜ ΨŜƴŘ ƻŦ ƭƛŦŜΩΣ 

both visually and audibly. More specifically, the resonance colour of those registers on the 

fortepiano is quite different from on a modern piano (fortepiano ς ΨDie nächtliche 

Heerschau_fortepiano_bb.-1-5.mp3Ω, modern piano ς ΨDie nächtliche Heerschau_modern 

piano_bb.-1-5.mp3Ω). In this case, the addition of una corda can help the pianist to create 

those colours that can convey death, tomb, perhaps fear and darkness which then can wake 

up feelings of vengeance; in order to make a more distinct sound on the fortepiano, I add 

also the moderator. 

https://drive.google.com/file/d/1xDaoA-jy1-j9VzN0D9rNmWjp-YWEr3TC/view?usp=drive_link
https://drive.google.com/file/d/1w0ae6lCOYFsjN5YN0xD48rCY1x8JMd6e/view?usp=drive_link
https://drive.google.com/file/d/1Ugji95xb3VT8U1RZnTuCxzq390oARSnS/view?usp=drive_link
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Example 24: Carl Loewe ΨDie nächtliche HeerschauΩ, bb. 1-8 

3.2.4 Dance style and its connotations 

As Allanbrook makes explicit, the importance of dance music is not its literal meaning of 

ŘŀƴŎŜ ōǳǘ ǊŀǘƘŜǊ ǘƘŜ ΨŀŦŦŜŎǘƛǾŜ ƭƛƳƛǘǎ ƻŦ ŜŀŎƘ ƎŜǎǘǳǊŜΦΩ192 Being specifically focused on 

aƻȊŀǊǘΩǎ ƻǇŜǊŀǎΣ !ƭƭŀƴōǊƻƻƪ ŜȄǇƭŀƛƴǎ ǘƘŀǘ ǘƘŜ ŎƻƳǇƻǎŜǊ ǳǎŜŘ ŘŀƴŎŜ ŀƴŘΣ ǇŀǊǘƛŎǳƭŀǊƭȅΣ ΨǘƘŜ 

rhythms of social dance to reveal to the audience the virtues and vices of the characters he 

Ƙŀǎ ǎŜǘ ƛƴ Ƴƻǘƛƻƴ ƻƴ ǘƘŜ ǎǘŀƎŜΦΩ193 Even though Allanbrook refers fundamentally to 

eighteenth-ŎŜƴǘǳǊȅ ƳǳǎƛŎΣ ƘŜǊ ǾƛŜǿǎ ŀǇǇƭȅ ŀƭǎƻ ǘƻ ǘƘŜ ƴƛƴŜǘŜŜƴǘƘ ŎŜƴǘǳǊȅ ŀǎ Ψŀ ǉǳŀǎƛ-

ŘǊŀƳŀǘƛŎ ŜǾƻŎŀǘƛƻƴ ƻŦ ǘƘŜ ŘŀƴŎŜΦΩ194 Likewise, and based on the evidence through the 

examination of ballad as a genre and the importance of narrative and declamation, quasi-

ŘǊŀƳŀǘƛŎ ŜǾƻŎŀǘƛƻƴ ƻŦ ǘƘŜ ŘŀƴŎŜ ǎǘȅƭŜ ƛǎ ŀƭǎƻ ŀǇǇƭƛŎŀōƭŜ ǘƻ ǘƘŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ [ƻŜǿŜΩǎ 

ballads. The use of dance-like figures is quite frequent ƛƴ [ƻŜǿŜΩǎ ŎƻƳǇƻǎƛǘƛƻƴǎΣ ŀƴŘ 

particularly in places where it conveys features of the personality of the characters 

themselves rather than their environment.  

3.2.4.1 Case study - ΨIƻŎƘȊŜƛǘƭƛŜŘΩ 

Bars Section Narrative events Musical features 

1-56 A Lǘ ƛǎ ǘƘŜ /ƻǳƴǘΩǎ marriage 
and the feeling of happiness 
dominates in this section. 

Vivace, E major, common time, E 
minor (bb. 23-56) to show his worry. 

 
192 Allanbrook, Rhythmic Gesture in Mozart: Le nozze di Figaro & Don Giovanni, 29-30. 
193 Ibid., 69-70. 
194 [ŀǿǊŜƴŎŜ aΦ ½ōƛƪƻǿǎƪƛΣ άaǳǎƛŎΣ 5ŀƴŎŜΣ ŀƴŘ aŜŀƴƛƴƎ ƛƴ ǘƘŜ 9ŀǊƭȅ bƛƴŜǘŜŜƴǘƘ /ŜƴǘǳǊȅΣέ Journal of 
Musicological Research 31, no. 2ς3 (2012): 152, accessed Apr 5, 2024, doi:10.1080/01411896.2012.680880.  
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Swing rhythm, improvisational 
patterns in LH in bars 49-56. 

57-86 B The Count falls asleep and 
the first dwarf appears 
expressing that him and the 
other dwarfs will begin their 
own celebration. 

Un poco più vivace, C major, 4/8, 
bars 57-66 as introduction for the 
rest part. 

87-98 C Three small riders arrive and 
immediately afterwards, 
here comes the little bride. 

12/16, dotted figure to demonstrate 
the riders. 

99-127 D The celebration  Demisemiquavers in the piano part 
ǘƻ ŘŜƳƻƴǎǘǊŀǘŜ ǘƘŜ ŘǿŀǊŦǎΩ 
celebration. 

128-146 E The wedding of the little 
creatures kept going and the 
Count enjoyed their feast. It 
is not certain whether this 
ǿŀǎ ǇŀǊǘ ƻŦ ǘƘŜ /ƻǳƴǘΩǎ 
dream or the reality. It is left 
to the listener to decide. 

Tempo I, E major, common time, 
ǊŜǘǳǊƴ ǘƻ ǎŜŎǘƛƻƴΩǎ ! ƳǳǎƛŎŀƭ 
features. 

Table 12: TƘŜ Ƴŀƛƴ ǎǘǊǳŎǘǳǊŀƭ ŜǾŜƴǘǎ ƻŦ ΨIƻŎƘȊŜƛǘƭƛŜŘΩ 

ΨIƻŎƘȊŜƛǘƭƛŜŘΩ ƛǎ ƻƴŜ ƻŦ ǘƘŜ ƭŜǎǎ ƳȅǎǘŜǊƛƻǳǎ ŀƴŘ ƎƭƻƻƳƛŜǊ ōŀƭƭŀŘǎ ǇǊŜǎŜƴǘŜŘ ƛƴ ǘƘƛǎ ǊŜǎŜŀǊŎƘ 

project, with lighter and more cheerful character. In the recording (Recording example 

ΨIƻŎƘȊŜƛǘƭƛŜŘΦƳǇпΩ ŦǊƻƳ the National Centre for Early Music recorded on the 16th of May 

2023) of the ballad, Stuart and I tried to depict the characteristic of lightness of character; 

however, after reflecting on it, the dance-like character of the ballad was not entirely 

conveyed, particularly, in section A (Example 25). It is a song based on a text that describes a 

wedding day where everyone is singing and dancing, and this idea of festivity is not 

communicated in the recording. The common metre was precisely counted as four beats 

which keeps the tempo slightly behind. 

This ballad could  be understood as an example of the contredanse topic,195 due to 

ǇŀǊǘƛŎǳƭŀǊ ŦŜŀǘǳǊŜǎ ŦƻǳƴŘ ƛƴ ǘƘŜ ŎƘŀǊŀŎǘŜǊ ƻŦ ΨIƻŎƘȊŜƛǘƭƛŜŘΣΩ ǎǳŎƘ ŀǎΣ ΨƭƛǾŜƭȅ ǘŜƳǇƻΣ ƳŀƧƻǊ 

mode, clear and uncomplicated melodic organisation, and simple rhythms with a swinging 

ƎŀƛǘΦΩ196 This swinging character is what will be adapted for the live performance, and one 

way of doing it is by lengthening the first beat of the bar while the rest of the beats sound 

 
195 Allanbrook, Rhythmic Gesture in Mozart: Le nozze di Figaro & Don Giovanni, 55-ссΤ 9ǊƛŎ aŎƪŜŜΣ ά.ŀƭƭǊƻƻƳ 
Dances of the Late Eighteenth CŜƴǘǳǊȅΣέ ƛƴ The Oxford Handbook of Topic Theory, 164-174.  
196 aŎƪŜŜΣ ά.ŀƭƭǊƻƻƳ Dances of the Late Eighteenth CŜƴǘǳǊȅΣέ мтлΦ 

https://drive.google.com/file/d/1poL5HsiZIFxbDmiT2VdWOg44XMHSKre6/view?usp=drive_link
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slightly shorter; in other words, applying notes inégales (more about notes inégales in 

chapter 5). The lighter feeling of rhythm allows the rhythm to move naturally with more 

flexibility and, thus, it conveys better the sense of dance.  

 

Example 25: Carl [ƻŜǿŜ ΨIƻŎƘȊŜƛǘƭƛŜŘΩΣ ōōΦ м-14 

3.2.4.2 Case study - ΨIŜǊǊ hƭǳŦΩ 

Bars Section Narrative events Musical features 

1-23 A The narrator introduces Herr 
Oluf and the elves. 

Allegro, E minor, common time, 11 
bars piano introduction. Two 
distinguished figures for Herr Oluf 
and elves. 
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24-88 B The dialogue between Herr 
Oluf and elves. 

Change of time signature (to 2/4) to 
ŀŎŎƻƳǇŀƴȅ IŜǊǊ hƭǳŦΩǎ ǊŜǇƭȅΦ 
Characteristic tempo/ expression 
markings (e.g., un poco string.) to 
emphasise the peak, the curse. 
Dramatic descending coda in bars 
81-88. 

89-113 C Herr Oluf returns home and a 
new conversation begins, this 
time, with his mother. 

Repeated detached quavers 
ǊŜǇǊŜǎŜƴǘ ǘƘŜ ƳƻǘƘŜǊΩǎ ŀƴȄƛŜǘȅΦ 

114-143 D The bride getting ready for 
the wedding. 

Andantino, E major, 2/4. 

144-159 E The bride finds her groom 
dead. 

Grave, E minor. 

Table 13: The main structural events of ΨHerr OlufΩ 

Another dance-ƭƛƪŜ ŦƛƎǳǊŜ ƛǎ ƎƛǾŜƴ ƛƴ ΨIŜǊǊ hƭǳŦΩ ǿƘƛŎƘΣ ƛƴ ǘƘƛǎ ŎŀǎŜΣ ƛǎ ƳƻǊŜ ƳȅǎǘŜǊƛƻǳǎ ŀǎ ƛǘ 

represents a supernatural character, ErlkönigΩs daughter (Example 26, bb. 6-9). Loewe 

ƛƴǘǊƻŘǳŎŜǎ ǘƘƛǎ ŦƛƎǳǊŜ ƛƴ ǘƘŜ Ǉƛŀƴƻ ƛƴǘǊƻŘǳŎǘƛƻƴΣ Ƨǳǎǘ ŀŦǘŜǊ ǘƘŜ ΨƻƳƛƴƻǳǎ ǊƛŘƛƴƎΩ197 figure of 

Herr Oluf (Example 26, bb. 1-4). The music material is very different from the riding figure so 

that the listener can understand, without the support of the text, that these are going to be 

the first two characters of the story. The pianist, therefore, has the role to emphasise more 

the difference in the articulation, something that is fairly clear in the recording (Recording 

ŜȄŀƳǇƭŜ ΨIŜǊǊ hƭǳŦΦƳǇпΩ ŦǊƻƳ the National Centre for Early Music recorded on the 16th of 

May 2023, 00:13-00:22). The important element is the accents which, in the recording, 

sound only as dynamics but without recalling effectively the alluring dance of the elves.  

!ǎ ŘƛǎŎǳǎǎŜŘ ƛƴ ΨIƻŎƘȊŜƛǘƭƛŜŘΩΣ ǘƘŜ ƛƭƭǳǎǘǊŀǘƛƻƴ ƻŦ ŀ ŘŀƴŎŜ ǊŜǉǳƛǊŜǎ ǘƘƛǎ ƪƛƴŘ ƻŦ 

ǎǿƛƴƎƛƴƎ ŎƘŀǊŀŎǘŜǊΦ Lƴ ΨIŜǊǊ hƭǳŦΩ ǘƘŜ ǎǿƛƴƎ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ƛǎ ƘƛŘŘŜƴ ƛƴ ǘƘŜ ǇŀǊǘƛŎǳƭŀǊ ŀŎŎŜƴǘǎ 

which imply not only a dynamic emphasis but also an agogic change. In the live recital, I aim 

to demonstrate that by slightly lingering on the accented notes. To make this even more 

explicit in the introduction I will also play the last chord of bar 4 (Example 26) significantly 

longer. The hairpin underneath that chord which is closely linked to the accent indications. 

Even though it looks like a decrescendo sign, I will interpret it as agogic, firstly because the 

piano cannot produce a decrescendo dynamic on a single chord and, secondly because in 

this way I draw the attention to the change of character at the particular moment. 

 
197 Gorrell, The Nineteenth-Century German Lied, 230. 
 

https://drive.google.com/file/d/1Kg7vMZZFWNYKyWodEwlzvL2OUeOo_gDa/view?usp=sharing&t=13
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Example 26: /ŀǊƭ [ƻŜǿŜ ΨIŜǊǊ hƭǳŦΩΣ ōōΦ м-9 

All the above examination of topic theory and, particularly, through the various case 

studies, demonstrates a larger-scale interpretative strategy, which sometimes conveys 

features of a specific environment and sometimes features of the status of the character. 

Compared to the smaller-scale strategy of declamatory style that helps to express individual 

moments of the ballad, topics help the performers to handle the way the music is shaped 

overs a longer period. It helps to handle the different scenes within the music, as well as 

their narrative structure. 

3.3 Narrative structure 

.ŀǎŜŘ ƻƴ .ŀƭΩǎ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ƴŀǊǊŀǘƛǾŜΣ ƛǘ ŎƻǳƭŘ ōŜ ǎŀƛŘ ǘƘŀǘ ƴŀǊǊŀǘƛǾŜ ƛǎ ōǳƛƭǘ ƻƴ ǘƘǊŜŜ ǎǘŀƎŜǎΣ 

narrative text, story and fabula, starting from the smaller-scale (narrative text) and arriving 

to the larger-scale, which is fabula or, in other words, the series of events. {ƛƴŎŜ Ψfabula is a 

series of logically and chronologically related events that are caused or experienced by 

ŀŎǘƻǊǎΣΩ198  its concept is more about helping understand stories that have interlocking 

stories within them. Therefore, fabula will be used in this section as a tool to examine the 

internal narrative of the longest ballad of the present repertoire, ΨWallhaideΩ. 

 
198 Bal, Narratology: Introduction to the Theory of Narrative, 5. 
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3.3.1 Internal narrative 

Internal narrative refers to the story within a story, the idea of correlating present with past 

ŜǾŜƴǘǎΦ {ƻƳŜǘƘƛƴƎ ǎƛƳƛƭŀǊ Ŏŀƴ ōŜ ŦƻǳƴŘ ƛƴ [ƻŜǿŜΩǎ ΨArchibald DouglasΩ, the second longest 

ballad studied in this research, where the longest section depicts Archibald narrating and 

expressing his reminiscence of the past to King James, and which plays a significant role to 

the emotional state in which the ballad ends. The key to distinguish the internal narrative 

and, therefore, the difference between ΨArchibald DouglasΩ and ΨWallhaideΩ, is the use of 

ǿƻǊŘǎ ΨǘƘŜǊŜŦƻǊŜ ƭƛǎǘŜƴΩ όΨ5ǊǳƳ ƘǀǊŜΩύ ǿƘƛŎƘ ŘƻŜǎ ƴƻǘ ŀǇǇŜŀǊ ƛƴ ΨArchibald DouglasΩ. In 

ΨWallhaideΩ there is a central story, but at the same time, one of the characters (Wallhaide) 

makes a connection between the main narrative and a discrete story. This additional story 

ŜȄǇƭŀƛƴǎ ǘƘŜ ǇŜǊǎƻƴΩǎ ŦŀƳƛƭȅ ƘƛǎǘƻǊȅΣ ƻǿƴ ȅƻǳǘƘΣ ƻǊ ŀƴȅ ƪƛƴŘ ƻŦ ƳŜƳƻǊȅΣ ŀƴŘ ƳǳǎƛŎŀƭƭȅ ƛǎ 

represented with a contrasting style.199 In this case, Wallhaide narrates the story of herself 

being a ghost, an information not detectable at first glance, but which works as a 

progressive device reaching a climax that, in turns, makes the listener start questioning 

what the role of this internal story is; wondering whether the spirit takes over from the real 

Wallhaide or it is her spirit that was there from the very beginning. Runze clarifies that, 

ŀŎŎƻǊŘƛƴƎ ǘƻ [ƻŜǿŜΩǎ ŦŀƳƛƭȅΣ ǘƘŜ ŎƻƳǇƻǎŜǊ ōŜƭƛŜǾŜŘ ǘƘŀǘ ǘƘŜ ƎƘƻǎǘ ²ŀƭƭƘŀƛŘŜ ǿŀǎ ǘƘŜ ƻƴŜ 

who appeared at the very first encounter between Rudolph and Wallhaide.200 The idea that 

[ƻŜǿŜ ōŜƭƛŜǾŜŘ ǘƘŀǘ ²ŀƭƭƘŀƛŘŜΩǎ ǎǇƛǊƛǘ ǿŀǎ ǘƘŜ ƻƴŜ ǿƘƻ ŀǇǇŜŀǊŜŘ ŀǘ ǘƘŜ ǾŜǊȅ ŦƛǊǎǘ ŜƴŎƻǳƴǘŜǊ 

between Rudolph and Wallhaide can be illustrated in the rest of the ballad.  

  

 
199 aƛŜǊƻǿǎƪŀΣ ά¢ƘŜ .ŀƭƭŀŘǎ ƻŦ /ŀǊƭ [ƻŜǿŜΥ 9ȄŀƳƛƴŜŘ ǿƛǘƘƛƴ ǘƘŜƛǊ /ǳƭǘǳǊŀƭΣ IǳƳŀƴ ŀƴŘ !ŜǎǘƘŜǘƛŎ /ƻƴǘŜȄǘΣέ 
314. 
200 Runze, Carl Loewes Werke Gesamtausgabe der Balladen, Legenden, Lieder und Gesänge für eine 
Singstimme im Auftrage der Loeweschen Familie herausgegeben, vol. VIII, ix, x. 
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3.3.1.1 Case study - ΨWallhaideΩ 

Bars Section Narrative events Musical features 

1-28 A The narrator introduces 
the old castle, the Count 
and prepares the 
introduction of Wallhaide. 

Andante maestoso, D minor, common 
time. Stormy broken chords in LH 
(motif h ). Motif  ̡  in D major 
introduces Wallhaide (b. 23). 

29-46 B More information about 
Wallhaide and the 
introduction of her 
beloved Rudolph. 

Andantino amoroso, D major, 9/8. 
Motif .ɹ 

47-64 C The narrator describes the 
romantic scene where 
Wallhaide and Rudolph 
meet. 

Tempo primo, D major, common 
time. Motif ɻ  ŀƴŘ ʴΩΦ 

65-84 D They enjoyed the short 
time they had together 
and then they said 
goodbye. 

Adagio espressivo, B flat major, 
common time, motif ʁ. 

85-157 E Rudolph asks her father to 
marry her, but the father 
does not allow it. Rudolph 
then departs in despair, 
wandering in the woods, 
but later he gains his hope 
back, he is free and God 
will help him to reunite 
with his beloved. 

Andante, Allegro moderato with the 
wedding dance-like passage. Allegro 
non tanto, ma con forza, B flat minor 
ŀŎŎƻƳǇŀƴƛŜǎ /ƻǳƴǘΩǎ ŘŜƴƛŀƭΦ Più 
allegro e furioso accompanies 
wǳŘƻƭǇƘΩǎ ŘŜǇŀǊǘǳǊŜΦ Chromatism in 
Ǉƛŀƴƻ wI ǇŀǊǘ ǘƻ ŎƻƴǾŜȅ wǳŘƻƭǇƘΩǎ 
pain. Meno allegro as contrast to his 
pain, D major. Con brio, 12/8, 
regaining his hope. 

158-175 Return 
of C 

Return to the description 
of the romantic scene 
where Wallhaide and 
Rudolph meet. 

Andante, D major, common time. 
Motif ʵ ŀƴŘ ʴΩΦ 

176-226 F Rudolph asks Wallhaide to 
meet him at midnight and 
leave together. She first 
worries about this 
decision but then with 
confidence says that love 
will guide her.  

Recit., a tempo, 6/8, Allegro non 
troppo with dotted figure illustrating 
him riding, Recit. when Wallhaide 
replies, 2/4. The recitative and a 
tempo represent the their thought 
ŀƴŘ ŦŜŜƭƛƴƎǎΣ ŜǎǇŜŎƛŀƭƭȅ ²ŀƭƭƘŀƛŘŜΩǎ 
worry. 

227-418 G Internal narrative about 
ǘƘŜ ǎǘƻǊȅ ƻŦ ²ŀƭƭƘŀƛŘŜΩǎ 
ancestor (Wallhaid) which 
is interrupted by Rudolph. 

Andante quasi allegretto (Im 
Romazentone), A minor, 3/8, più 
moto, 6/8, characteristic recurrent 
motif ˋ.̱ Allegro, D major, common 
time interrupts internal narrative. 

419-472 H Rudolph continues his 
thought presented in 

AdagioΣ ǎŜŎǘƛƻƴ 5ΩΣ ƳƻǘƛŦ ΩʁΣ tempo I - 
downhill direction depicts the text, D 
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section F, and they meet 
ŀǘ ƴƛƎƘǘ ŀǘ ŎŀǎǘƭŜΩǎ ƎŀǘŜΦ 

major accompanies the happy 
moment. Grave sets the night scene, 
D minor. 

473-644 I The clock strikes midnight, 
Rudolph and Wallhaide 
meet as appointed but as 
they ride, Rudolph realises 
that instead of her 
beloved he carries her 
spirit and sinks into the 
grave with her.  

Sostenuto assai, G minor, 12/8, clock 
motif .y Allegro non tanto 
accompanies the riding part and their 
dialogue, D minor. As conversation 
progresses, the piano part becomes 
richer with chromaticism. Allegro 
assai, common time. Sempre agitato, 
6/8 

Table 14: The main structural events of ΨWallhaideΩ 

Motif  h 

 
Motif  ̡(b. 23)  

 
Motif  ɹ(from b. 29)  

 
Motif ʵ ŀƴŘ ʴΩ 
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Motif  ʁ

 
motif ˋ.̱ 

 
motif  y

 
Table 15: The main motifs of case study ΨWallhaideΩ 

From a performance perspective it is significant to examine how the fabula and its musical 

features change in this section (section G) because it demonstrates a different version of the 

narrative which was already heard in section E. The internal narrative is here represented by 
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the insertion of a self-enclosed strophic song within a broader through-composed song, and 

this is something that warrants interpretation. As set above, motif ̀  ̱is the one that is 

recurrent for 175 bars, repeated six times with a few alterations in between and 

characterises this internal narrative (Recording examples from Sir Jack Lyons Concert Hall on 

the 22nd of June 2023, Ψ²ŀƭƭƘŀƛŘŜψŦƻǊǘŜǇƛŀƴƻΦƳǇоΩ 11:04-14:55 and 

Ψ²ŀƭƭƘŀƛŘŜψƳƻŘŜǊƴǇƛŀƴƻΦƳǇпΩ, 11:32-15:28). The first thing that performers need to 

evaluate is the text and how the meaning in each of the six times changes, and then how the 

music can convey these changes. (For the following analysis of interpretive decisions I 

include a translation of Ψ²ŀƭƭƘŀƛŘŜΩǎ text alongside the musical examples).201  

The first time (Example 27, bb. 227-253) that the main musical idea sounds, the 

accompaniment and the singer stick closely to the notated indications. Since it is the first 

opening of this musical idea and section, more space is given to the singer to narrate the 

text while the accompaniment remains semplice, supportive and, with the singer, follows 

the shapes of ascending and descending melodic lines counted in one beat. 

Ψ²ƘŜƴ ²ǳƴŘŜōƻƭŘΣ ǘƘŜ ŀƴŎŜǎǘƻǊ ƻŦ ƻǳǊ ƘƻǳǎŜΣ ǊŜǎƛŘŜŘ ƛƴ ǘƘƛǎ ŎŀǎǘƭŜΣ 

his little daughter grew up so fair, the ornament of the whole house. 

She was also called Wallhaid. A lover has found a bridegroom and a 

ƘŀǇǇȅ ƳƻƳŜƴǘ ƘŜǊŜ ƻƴŎŜ ōŜŦƻǊŜΦΩ202 

 
201 The translation of Ψ²ŀƭƭƘŀƛŘŜΩǎ ǘŜȄǘ ƛǎ ŘƻƴŜ ōȅ {ǘǳŀǊǘ hΩ IŀǊŀΦ 
202 hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ!ƭǎ ²ǳƴŘŜōƻƭŘ ƴƻŎƘΣ ǳƴǎǊŜǎ IŀǳǎŜǎ !ƘƴΩ, in dieser Burg residirte, da wuchst ihm ein 
Töchterlein herrlich heran, des ganzen Hauses Zierde, hieß auch Wallhaid, hat frühΩre Zeit einen Buhlen 
ƎƭǸŎƪƭƛŎƘŜƴ {ǘǳƴŘŜƴ ƎŜŦǳƴŘŜƴΦΩ 

https://drive.google.com/file/d/1xTHzBC5NJengqiUJvH8Cg-zrX-G0_tHx/view?usp=sharing
https://drive.google.com/file/d/166E99lD655Onn3e7dO7hqgC9JQvab8TV/view?usp=sharing&t=692
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Example 27: Carl Loewe ΨWallhaideΩ, bb. 225-253 

A new person appears for the second repeat (Example 28, bb. 253-280) who 

ƛƴǘŜǊǊǳǇǘǎ ²ŀƭƭƘŀƛŘŜΩǎ ƘŀǇǇƛƴŜǎǎΣ ƘŜǊ ŦŀǘƘŜǊ όǘƘƛǎ ƛǎ ƻƴŜ ƻŦ ǘƘŜ ƳƻƳŜƴǘǎ ǘƘŀǘ ƛǎ ŘƛŦŦŜǊŜƴǘ 

from the equivalent moment described in the initial story and section E). Alongside the 

dynamic indications of f ŦƻǊ ǘƘŜ ǿƻǊŘ ΨōǳǘΩ όΨŘƻŎƘΩύ ŀƴŘ ǘƘŜ sf ŦƻǊ ǘƘŜ ǿƻǊŘ ΨƴƻΗΩ όΨƴŜƛƴΗΩύΣ 

singer and accompanist make an agogic change on that sf ōȅ ƭŜƴƎǘƘŜƴƛƴƎ ǘƘŜ ǿƻǊŘ ΨƴƻΗΩ ŀƴŘ 

leave some space before the following contrasting dolce con affetto sounds. In the live 

ǇŜǊŦƻǊƳŀƴŎŜ ǘƘŜ Ǉƛŀƴƻ ǇŀǊǘ ǿƛƭƭ ŀƭǎƻ ǎǇǊŜŀŘ ŦŀƛǊƭȅ ǎƭƻǿ ǘƘŜ ŎƘƻǊŘ ǘƘŀǘ ŀŎŎƻƳǇŀƴƛŜǎ ΨƴŜƛƴΗΩ 

so that more emphasis is given. 

Ψ! ƭƻǾŜǊ ǘƻ ǿƘƻƳ ǎƘŜ ǿŀƴǘŜŘ ǘƻ ōŜ ŜǘŜǊƴŀƭƭȅ ŦŀƛǘƘŦǳƭΣ ƛƴ ƭƛŦŜ ŀƴŘ 

suffering and joy; but the hard, defiant father said: No! She did not 
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want to part from him, and boldly planned at midnight to leave from 

ŦŀǘƘŜǊΩǎ ŎƘŀƛƴǎΦΩ203 

 

Equation 28: Carl Loewe ΨWallhaideΩ, bb. 247-280 

The third repeat is even more revealing because the father kills Wallhaide, and it is 

an information that is omitted in the first story (Example 29, bb. 280-307). The change here 

depends on the emotion of madness that the father carries with him, something like a 

rushed decision which piano and voice would be interesting to convey (I say would because 

this decision is not fairly clear in the recording examples from Sir Jack Lyons Concert Hall on 

the 22nd of June 2023, Ψ²ŀƭƭƘŀƛŘŜψŦƻǊǘŜǇƛŀƴƻΦƳǇоΩ, 12:24-13:02 and 

Ψ²ŀƭƭƘŀƛŘŜψƳƻŘŜǊƴǇƛŀƴƻΦƳǇпΩ, 12:53-13:32). In the live performance, bars 296-305 will be 

prepared by having a slightly bigger gap between this passage and the previous one while an 

 
203 hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ŜƳ ǿƻƭƭǘŜ ǎƛŜ ŜǿƛƎ ǘǊŜǳŜƛƎŜƴ ǎŜƛƴΣ ƛƳ [ŜōŜƴ ǳƴŘ [ŜƛŘŜƴ ǳƴŘ CǊŜǳŘŜƴΤ ŘƻŎƘ ŘŜǊ ƘŀǊǘŜΣ 
trotzige Vater sprach: nein! Da wollte sie nicht von ihm scheiden, und kühn bedacht um Mitternacht zur Liebe 
ŀǳǎ ±ŀǘŜǊǎ YŜǘǘŜƴ ǎƛŎƘ ǊŜǘǘŜƴΦΩ 

https://drive.google.com/file/d/1xTHzBC5NJengqiUJvH8Cg-zrX-G0_tHx/view?usp=sharing
https://drive.google.com/file/d/166E99lD655Onn3e7dO7hqgC9JQvab8TV/view?usp=sharing&t=773
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accelerando within bars 299-303 will match the intensity of this dramatic moment and the 

kind of anxiety that audience might have by waiting to hear if he kills her or not. 

 Ψ.ǳǘ ŀ ǘǊŀƛǘƻǊ ǘƻƭŘ ǘƘŜ ŎƻǳƴǘΣ ǿƘƻ ŘŜǎǘǊƻȅŜŘ ǘƘŜƛǊ ƘƻǇŜǎ ōƭƻƻŘƛƭȅΦ 

IŜǊ ǇŀǊŀƳƻǳǊ ŦŜƭƭ ƻƴ Ƙƛǎ ƴƻŎǘǳǊƴŀƭ ǇŀǘƘΣ ǎǘǊǳŎƪ ōȅ ŀǎǎŀǎǎƛƴǎΩ ǎǿƻǊŘǎΦ 

While she was still waiting, her father entered, and pitilessly plunged 

Ƙƛǎ ŘŀƎƎŜǊ ƛƴǘƻ ƘŜǊ ǇƻƻǊ ƘŜŀǊǘΦΩ204 

 

Example 29: Carl Loewe ΨWallhaideΩ, bb. 274-308 

The main change that happens in the fourth repeat (Example 30, bb. 308-334) is the 

addition of the moderator in the piano part in order to convey the mysterious moment 

where Wallhaide appears as a spirit. The fifth repeat (Example 31, bb. 334-361) is exactly 

 
204 hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ƻŎƘ ŘŜƳ DǊŀŦŜƴ ǎŀƎǘΩs ein Verräter an, der zerstörte blutig ihr Hoffen. Ihr Buhle fiel auf 
nächtlicher Bahn, von meuchelnden Schwertern getroffen. Sie harrte noch sein, trat der Vater herein, stieß 
ŘŜƴ 5ƻƭŎƘ ƛƴǎ IŜǊȊ ŘŜǊ !ǊƳŜƴ ƻƘƴ 9ǊōŀǊƳŜƴΦΩ 
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the same as the first time, therefore, the piano part keeps the moderator to show the 

comparison between the first Wallhaide and her spirit and give time to the listener to think 

ǿƘŜǘƘŜǊ ƛǘ ǿŀǎ ²ŀƭƭƘŀƛŘŜΩǎ ǎǇƛǊƛǘ ǘƘŀǘ ŀǇǇŜŀǊŜŘ ƛƴ ǘƘŜ ŦƛǊǎǘ ǇƭŀŎŜΤ ǿƘŜǘƘŜǊ ǘhis internal 

narration is actually the missing part of the opening story. 

Ψbƻǿ ƘŜǊ ǎǇƛǊƛǘ Ƙŀǎ ƴƻ ǊŜǎǘ ƛƴ ǘƘŜ ƎǊŀǾŜΣ ŀƭƭ ǊŜǎǘ ƛǎ ǘŀƪŜƴ ŦǊƻƳ ƛǘΤ ǎƘŜ 

often walks toward the gate by night, as if her lover may yet come, 

and waits until morning light; the paramour (she thinks) shall one 

Řŀȅ ŀǇǇŜŀǊΗΩ205  

 

Example 30: Carl Loewe ΨWallhaideΩ, bb. 301-337 

 
205 hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψbǳƴ Ƙŀǘ ƛƘǊ DŜƛǎǘ ƛƳ DǊŀōŜ ƴƛŎƘǘ wǳƘΩ, Ψs ist alle Rast ihm genommen; sie wandelt oft 
nächtlich der Pforte zu, ob wohl der Buhle möcht kommen, und harret sein bis Morgenschein; der Buhle soll 
ŜƛƴǎǘΣ ǿƛŜ ǎƛŜ ƳŜƛƴŜƴΣ ŜǊǎŎƘŜƛƴŜƴΗΩ  
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Ψ{ƻ ƭƻƴƎ ǎƘŜ ǿŀƴŘŜǊǎ ǊŜǎǘƭŜǎǎƭȅ ƛƴ ǘƘŜ ōƭƻƻŘȅ ǿƘƛǘŜ ŘǊŜǎǎΣ ŀ ǉǳƛŜǘ ŀƴŘ 

friendly visitor to all, never harming anyone; she quietly goes her 

ǿŀȅ ǳǇ ǘƻ ǘƘŜ ƎŀǘŜΣ ǘƘŜ ƎǳŀǊŘǎ ƭŜǘ ƘŜǊ ŎǊŜŜǇ ǇŀǎǘΦΩ206 

 

Example 31: Carl Loewe ΨWallhaideΩ, bb. 331-365 

The sixth and final time (Example 32, bb. 361-386) that this musical idea sounds 

already incorporates chromatic alterations that distinguish this passage from the other five. 

However, the indication of più moto ǊŜǇǊŜǎŜƴǘǎ ²ŀƭƭƘŀƛŘŜΩǎ ŘŜŎƛǎƛƻƴ ǘƻ ƭŜŀǾŜ ǘƘŜ ŎŀǎǘƭŜ ŀƴŘ 

finally escape. The feeling of excitement that is hidden behind this observation can be 

communicated if the performers exaggerate and rush this passage as much as possible. 

Ψ!ƴŘ ŀǎ ǎƘŜ ŎƻƴǎŜŎǊŀǘŜǎ ƘŜǊ ƭƛŦŜ ǘƻ ƭƻǾŜΣ ǎƘŜ ǿƛƭƭ ōŜƴŘ ǘƻ ƭƻǾŜ ƛƴ 

death; tonight she lends me her bloody dress, the guards shall give 

 
206 hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ{ƻ ƭŀƴƎŜ ǿŀƴŘŜǊǘ ǎƛŜ ƻƘƴŜ wŀǎǘ ƛƳ ǿŜƛǖŜƴ ōƭǳǘƛƎŜƴ YƭŜƛŘŜΣ ƛǎǘ !ƭƭŜƴ Ŝƛƴ ǎǘƛƭƭŜǊ ōŜŦǊŜǳƴŘŜǘŜǊ 
Gast, tat Keinem je was zu Leide; still geht ihre Bahn zur Pforte hinan, die Wächter lassen sie schleichen und 
ǿŜƛŎƘŜƴΦΩ 
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way to me. No one stops this ghostly train, as freely I steer through 

ƘŜǊ Řƻǿƴ ǘƘŜ ǎǘŜǇǎΦΩ207 

 

Example 32: Carl Loewe ΨWallhaideΩ, bb. 358-389 

¢ƘŜ ƛƴǘŜǊƴŀƭ ƴŀǊǊŀǘƛǾŜ ǿŀǎ ƻƴƭȅ ǘƘŜ ǎǘŀǊǘƛƴƎ Ǉƻƛƴǘ ƻŦ ǉǳŜǎǘƛƻƴƛƴƎ ²ŀƭƭƘŀƛŘŜΩǎ ƛŘŜƴǘƛǘȅΦ 

[ƻŜǿŜΩǎ ǎŜǘǘƛƴƎ ŦǊƻƳ section G onwards is developing the narrative by trying to depict the 

switch from earthly to unearthly Wallhaide. One of the elements used to show this 

transition, or the illustration of an unearthly creature, is the rising fifth. This is observed in 

the voice line and the rising A to E (Example 33) to accompany the unearthly Wallhaide, but 

ƛǘ Ŏŀƴ ŀƭǎƻ ōŜ ƴƻǘƛŎŜŘ ƛƴ [ƻŜǿŜΩǎ Ψ9ǊƭƪǀƴƛƎΩ ŀƴŘ ǘƘŜ ŎƘŀǊŀŎǘŜǊΩǎ ǎǇŜŎƛŀƭ ǊƛǎƛƴƎ ŦƛŦǘƘ ŦǊƻƳ 9 ǘƻ . 

(Example 34). The rising fifth works as a poetic and suggestive motif to characterise a 

specific person and his/ her situation.208 When the motif appears as part of a dialogue, as it 

happens here between the narrator, Rudolph and Wallhaide, and repeated three times, it 

ƛƴŘƛŎŀǘŜǎ ŎƭŜŀǊƭȅ ǘƘŜ ƎƘƻǎǘƭȅ ²ŀƭƭƘŀƛŘŜ ǿƘƻ ǘǊƛŜǎ ǘƻ ƭǳǊŜ ƘŜǊ ƭƻǾŜǊ όǎƛƳƛƭŀǊƭȅ ƛƴ [ƻŜǿŜΩǎ 

 
207 hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ¦ƴŘ ǿƛŜ ǎƛŜ ƛƘǊ [ŜōŜƴ ŘŜǊ [ƛŜōŜ ƎŜǿŜƛƘǘΣ ǿƛǊŘ ǎƛŜ ǘƻǘ ŀǳŎƘ ȊǳǊ [ƛŜōŜ ǎƛŎƘ ƴŜƛƎŜƴΤ ǎƛŜ ōƻǊƎŜ 
heut Nacht mir ihr blutiges Kleid, die Wächter sollen mir weichen. Die Geisterbahn hält Keiner an, frei lenkΩ ich 
so durch ihrΩ aƛǘǘŜ ŘƛŜ {ŎƘǊƛǘǘŜΦΩ 
208 aƛŜǊƻǿǎƪŀΣ ά¢ƘŜ .ŀƭƭŀŘǎ ƻŦ /ŀǊƭ [ƻŜǿŜΥ 9ȄŀƳƛƴŜŘ ǿƛǘƘƛƴ ǘƘŜƛǊ /ǳƭǘǳǊŀƭΣ IǳƳŀƴ ŀƴŘ !ŜǎǘƘŜǘƛŎ /ƻƴǘŜȄǘΣέ 
336. 
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Ψ9ǊƭƪǀƴƛƎΩ ǘƘŜ ŘƛŀƭƻƎǳŜ ŘŜǾŜƭƻǇǎ ōŜǘǿŜŜƴ 9ǊƭƪǀƴƛƎΣ ǘƘŜ ǎƻƴƎ ŀƴŘ Ƙƛǎ ŦŀǘƘŜǊύΦ CƻǊ ōƻǘƘ 

performers this is an indication to interpret each character accordingly, and particularly to 

ŘƛǎǘƛƴƎǳƛǎƘ ²ŀƭƭƘŀƛŘŜΩǎ ƎƘƻǎǘƭȅ ŦƛƎǳǊŜΦ ¢ƘŜ ǇƛŀƴƛǎǘΣ ŦƻǊ ŜȄŀƳǇƭŜΣ Ŏŀƴ ǳǎŜ ǘƘe moderator of 

the fortepiano to give a different colour that will enrich the necessary change of the 

dynamic of sempre pp, but also will differentiate LH that changes from a richer sound of 

octaves to a single note sound.  

 

Example 33: Rising A to E to accompany the unearthly Wallhaide, bb. 506-510 

 
Example 34: 9ǊƭƪǀƴƛƎΩǎ ǊƛǎƛƴƎ ŦƛŦǘƘ ŦǊƻƳ 9 ǘƻ ., bb. 26-29 
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Chapter 4: Loewe as performer 
Loewe was born in 1796 in Löbejün, a town north of Halle, Germany. He was the youngest 

child of a large family and he received his first musical instruction from his father.209 The 

ƛƴŦƭǳŜƴŎŜǎ ƻƴ [ƻŜǿŜΩǎ ǾƻŎŀƭ ŀƴŘ ƛƴǎǘǊǳƳŜƴǘŀƭ ǿǊƛǘƛƴƎ ǿŜǊŜ Ƴŀƴȅ ŀƴŘ ǾŀǊƛƻǳǎΥ ƛƴ ǘƘŜ ŜŀǊƭȅ 

stages, the composer found great inspiration in poetry and singing through the study of the 

DŜǊƳŀƴ DƻǘǘŦǊƛŜŘ !ǳƎǳǎǘ .ǸǊƎŜǊΩǎ ǇƻŜƳǎΣ ǿƘƛŎƘ ƻǇŜƴŜŘ ŀ ƴŜǿ ǿƻǊƭŘ ŦƻǊ Ƙim, as well as 

through the examination of the old Italian school method of singing by Vincenzo Maria 

Righini.210 At the age of 13, Loewe started singing lessons and music theory under Daniel 

Dƻǘǘƭƻō ¢ǸǊƪ ŀǘ ǘƘŜ DȅƳƴŀǎƛǳƳ ƻŦ ǘƘŜ hǊǇƘŀƴŀƎŜ ƛƴ IŀƭƭŜΦ [ƻŜǿŜΩǎ ŦŀƳŜ ŀǎ ƻƴŜ ƻŦ ǘƘŜ ōŜǎǘ 

singers in Halle211 was due to his intructor, and the concerts he was organising where young 

Loewe had the opportunity to show his talent in singing in front of people, including great 

personalities, such as the King of Westphalia, Jérôme-Napoléon Bonaparte.212 

4.1 The singer 

Singing was one of the skills that distinguished Loewe and his musical talent from other 

ŎƻƳǇƻǎŜǊǎΦ IŜ ǿǊƻǘŜ ƛƴ Ƙƛǎ ŀǳǘƻōƛƻƎǊŀǇƘȅ ǘƘŀǘ ΨώƘŜϐ ǿŜƴǘ ǘƘǊƻǳƎƘ ŀƴ ŜƭŜƳŜƴǘŀǊȅ ƎǊƻǳƴŘƛƴƎ 

in singing with Türk, in which blending registers, diction, and voice production were the 

Ƴŀƛƴ ŘƛǎŎƛǇƭƛƴŜǎΦΩ213 According to the vocal classification of the period, which was restricted 

to the four choral voice types of soprano, alto, tenor and bass (the baritone and mezzo-

soprano classifications were not added until the middle of the nineteenth ŎŜƴǘǳǊȅύΣ [ƻŜǿŜΩǎ 

voice has been described as a tenor.214 Messthaler explains that, according to the standards 

of the period, a tenor could be someone who had a lower voice but was also able to sing 

higher notes in falsetto, a technique very common at that time.215 As Martha Elliott notes, 

this was indeed prevalent; tenors were much preferred over lower male voices (which 

 
209 ²ŜǎǘΣ ά[ƻŜǿŜΣ όWƻƘŀƴƴύ /ŀǊƭ.έ  
210 Loewe, Dr. Carl Loewe's Selbstbiographie, 13-14; Bach, The Art Ballad, Loewe and Schubert, 50. 
211 Bach, The Art Ballad, Loewe and Schubert, 53. 
212 Halle by c.1810 belonged to the Westphalia kingdom. Ibid., 52-54. 
213 ¢Ǌŀƴǎƭŀǘƛƻƴ ōȅ {ǘǳŀǊǘ hΩ IŀǊŀΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ±ƻǊ !ƭƭŜƳ ƳŀŎƘǘŜ ƛŎƘ ōŜƛ ¢ǸǊƪ ŜƛƴŜƴ ƎǊǸƴŘƭƛŎƘŜƴ 9ƭŜƳŜƴǘŀǊ-
Cursus im Gesange durch, in welchem er Treffen, Aussprache und Stimmbildung als die Hauptzweige 
ƘŜǊǾƻǊƘƻōΦΩ [ƻŜǿŜΣ Dr. Carl Loewe's Selbstbiographie, 31. 
214 Bach, The Art Ballad, Loewe and Schubert, 166; Runze, Carl Loewe, eine ästhetische Beurteilung (Leipzig 
муупύΣ нпΣ ǉǳƻǘŜŘ ƛƴ aŜǎǎǘƘŀƭŜǊΣ ά/ŀǊƭ [ƻŜǿŜ ƻder das große aƛǎǎǾŜǊǎǘŅƴŘƴƛǎΣέ ф.  
215 Prof. Ulrich Messthaler, interview by Ioanna Koullepou, January 31, 2023, recording and transcript, online. 
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usually played buffo roles) and their parts commonly required them to use falsetto, as it 

ƻŎŎǳǊǎ ƛƴ wƻǎǎƛƴƛΩǎ ƻǇŜǊŀ Guillaume Tell.216 However, by modern standards, the vocal music 

that Loewe wrote for his own performance has a tessitura markedly deeper than that of a 

ǘŜƴƻǊΤ ǘƘƛǎ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ƛƴ ǘƻŘŀȅΩǎ ǾƻŎŀƭ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴ ƘŜ ǿƻǳƭŘ ǇǊƻōŀōƭȅ ōŜ ŎƻƴǎƛŘŜǊŜŘ ŀ 

high lyric baritone.217 One example of this is ΨWallhaideΩ whose range is A2-F#4, ideal for a 

baritone.  

The choice of a middle tessitura favoured also ballads that are entirely based on the 

narration of the story, as it is a comfortable area for the singer to bring out the text without 

the difficulty of high registers or vocal techniques; the focus lies on the story. Singing with a 

middle register is associated with a neutral sort of narrative figure which helps to connect 

with the characterΩǎ ǾƻƛŎŜΣ ǿƘŜǊŜŀǎ ǘƘŜ ŜȄǘǊŜƳŜ ǊŜƎƛǎǘŜǊǎ ŀǊŜ ƭƛƴƪŜŘ ǘƻ ǘƘŜ ƛŘŜŀ ƻŦ ǇŀƛƴǘƛƴƎ 

the different characters. A specific example ƛǎ Ψ5ŜǊ ¢ƻǘŜƴǘŀƴȊǘΩΣ ǿƘƻǎŜ ǊŀƴƎŜΣ ŀǇŀǊǘ ŦǊƻƳ ǘƘŜ 

extreme pitch of G4, lies in the middle tessitura of a baritone. This register is particularly 

effective in this ballad because the characters do not appear in the form of dialogues or 

monologues but as figures described by the same person, the narrator. Having set a 

comfortable tessitura like this, the singer can explore the different ways of communicating 

the story. The first two verses (Example 35), for example, are set with the same melody 

using B2-B3 range in order to give space to the singer to declaim these opening verses that 

establish the place and atmosphere where the events will take place. 

 
216 Elliott, Singing in Style: A Guide to Vocal Performance Practices, 135. 
217 A suggestion occurred during the interview with Messthaler. 
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Example 35Υ /ŀǊƭ [ƻŜǿŜ Ψ5ŜǊ ¢ƻǘŜƴǘŀƴȊΩΣ ōōΦ м-20 

As discussed in chapter 3, declamation was an important aspect of performance for 

Loewe and most likely characteristic of his singing. A contemporary source notes that [ƻŜǿŜΩǎ 

ΨǎƻǳƴŘ ǿŀǎ ŀǎ ƴŀǘǳǊŀƭ ŀǎ ǿƘŜƴ ƘŜ ǎǇƻƪŜ ώΧϐ Lƴ ǎƘƻǊǘΣ Ƙƛǎ ǎǇŜŜŎƘ ŀƴŘ ǎƻƴƎ ǿŜǊŜ ƻƴŜΣ ŀƴŘ ǘƘŜ 

tone with which he spoke or sang carried far, equally in open air and indoors, without giving 

ǘƘŜ ƛƳǇǊŜǎǎƛƻƴ ǘƘŀǘ ƘŜ ƛƴǘŜƴŘŜŘ ǘƘƛǎΦΩ218 Messthaler also adds that when Loewe was asked 

about correct declamation, he said in his Lehre des Balladengesangs that Ψone who learns to 

 
218 Harmonie, 15 December 1896, 1751, ŀǎ ǉǳƻǘŜŘ ƛƴ aŜǎǎǘƘŀƭŜǊΣ ά/ŀǊƭ [ƻŜǿŜ ƻŘŜǊ Řŀǎ ƎǊƻǖŜ 
aƛǎǎǾŜǊǎǘŅƴŘƴƛǎΣέ у.  
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ǊŜŀŘ ƳǳǎƛŎŀƭƭȅ ǿƛƭƭ ƻƴƭȅ ŀŘŘ ŀ ƭƛǘǘƭŜ ǘƻƴŜ ǘƻ ƳŀƪŜ ƛǘ ǎƛƴƎ Χ ŦƻǊ [ƻŜǿŜ ǎǇŜŜŎƘΣ ŘŜŎƭŀƳŀǘƛƻƴΣ 

pulse, execution of the accompaniment, the whole practice, and the circumstantial 

ŎƻƴǎŜǉǳŜƴŎŜǎ ŀǊŜ ǘƘŜ ŎǊǳŎƛŀƭ ǇƻƛƴǘǎΦΩ219 Mierowska also mentions similar characteristics of 

[ƻŜǿŜΩǎ ǎƛƴƎƛƴƎ ǎǘȅƭŜ ǿƘŜƴ ǎƘŜ writes ŀōƻǳǘ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ǇŜǊŦƻǊƳŀƴŎŜǎ ŀƴŘ ǊŜŎƛǘŀƭ ǘƻǳǊǎΦ 

hƴŜ ƻŦ ǘƘŜ ǇŜǊǎƻƴŀƭƛǘƛŜǎ ƛƴ ±ƛŜƴƴŀ ŀǘ ǘƘŜ ǘƛƳŜ ǿŀǎ ΨIƻǾŜƴΩΣ ǘƘŀǘ ƛǎΣ 

Baron von Püttlingen (who, as he considered he was half as good a 

composer as Beethoven, called himself by half his name). Years later, 

his widow, who heard Loewe sing in Vienna during this visit, 

recounted her impressions to Bulthaupt (B 52). She extolled the ease 

of his change of register from tenor down to the apparently equally 

ŎƻƳŦƻǊǘŀōƭŜ ōŀǎǎ ǊŜƎƛƻƴǎΤ άƘƛǎ ŜȄǘŜƴǎƛǾŜΣ ƛŦ ƴƻǘ ōǊƛƭƭƛŀƴǘ ǾƻƛŎŜέ ŘƛŘ 

not work the magic on its own, but seemed to merge with the 

declamation and the sense of the words so naturally and intimately 

that one was not conscious of any dividing-line. Further, she 

ƳŜƴǘƛƻƴǎ άƘƛǎ ƭƛƎƘǘ parlando, the charm of his humour, the incredible 

inner force of his tragic expression, and his own special talent for - 

one could say: scene-painting, so that the listener could see the 

ǇƻŜƳΩǎ ǎŎŜƴƛŎ ōŀŎƪƎǊƻǳƴŘΣ ǘƻƎŜǘƘŜǊ ǿƛǘƘ ŜǾŜǊȅ ǇƛŎǘǳǊŜǎǉǳŜ ŘŜǘŀƛƭΣ 

rise up befƻǊŜ ƘƛƳΦέ 9ǾŜǊȅ ƻƴŜ ƻŦ ǘƘŜǎŜ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ƛǎ ƻŦ ƳƻƳŜƴǘ 

when considering the performance, and indeed the compositional 

technique, of his ballads.220 

4.2 The pianist 

Alongside his vocal training, Loewe was a skilled pianist, a skill that he developed alongside 

his musical education as he was taught from an early age by his father Adam Loewe.221 At the 

ŀƎŜ ƻŦ муΣ ŀŦǘŜǊ Ƙƛǎ ǘŜŀŎƘŜǊΩǎ ό¢ǸǊƪύ ŘŜŀǘƘΣ [ƻŜǿŜ ōŜŎŀƳŜ ƻǊƎŀƴƛǎǘ ŀǘ ŀ ǊŜƎƛƻƴŀƭ ŎƘǳǊŎƘΤ ǎƻƳŜ 

ȅŜŀǊǎ ƭŀǘŜǊΣ ƛƴ мунлΣ ƘŜ ǿŀǎ ŎƘƻǎŜƴ ŦƻǊ ǘƘŜ ƻǊƎŀƴƛǎǘ Ǉƻǎƛǘƛƻƴ ƛƴ {ǘ WŀŎƻōΩǎ ŎƘǳǊŎƘ ƛƴ {ǘŜǘǘƛƴΦ 

 
219 Quoted from Carl Anton, Beiträge zur Biographie Carl Loewes (Halle, 1919/20), 79 as cited in Messthaler, 
ά/ŀǊƭ [ƻŜǿŜ ƻŘŜǊ Řŀǎ ƎǊƻǖŜ aƛǎǎǾŜǊǎǘŅƴŘƴƛǎΣέ у.  
220 aƛŜǊƻǿǎƪŀΣ άThe Ballads of Carl Loewe: Examined within their Cultural, Human and Aesthetic ContextΣέ 79, 
80. 
221 [ƻŜǿŜΩǎ ŦŀǘƘŜǊΣ !ŘŀƳΣ ǿŀǎ ŀ YŀƴǘƻǊ ŀƴŘ ǎŎƘƻƻƭƳŀǎǘŜǊ όŘƛŜŘ ƛƴ мунсύΦ West, ά[ƻŜǿŜΣ όWƻƘŀƴƴύ /ŀǊƭ.έ 
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[ƻŜǿŜ ŘŜǾŜƭƻǇŜŘ ŀ ŘŜŜǇ ƭƻǾŜ ŦƻǊ ǘƘŜ ƻǊƎŀƴ ŀƴŘ ƛƴ ǇŀǊǘƛŎǳƭŀǊ ŦƻǊ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘ ƛƴ {ǘ WŀŎƻōΩǎ 

church, as he wrote in his autobiography: 

¢ƘŜ ƭŀǊƎŜΣ ōŜŀǳǘƛŦǳƭ ƻǊƎŀƴ ƻŦ {ǘ WŀŎƻōΩǎ ŎƘǳǊŎƘΣ ǿƘƛŎƘ Ƙŀǎ ǊŜƳŀƛƴŜŘ 

with the residents of Stettin as a magnificent monument from the 

Catholic era, was the object of special attention for me. From the 

first day I loved this organ of the Venerable Church, with its many 

powerful and tender voices, as one loves a beautiful human soul, in 

ǿƘƻǎŜ ŘŜǇǘƘǎ ƻƴŜ Ŏŀƴ ƭŀȅ Řƻǿƴ ƻƴŜΩǎ ōƻŘȅ ŀƴŘ ŦǊŜŜŘƻƳ ǿƛǘƘƻǳǘ 

worry, and in which one can find understanding, consolation and joy 

Χ ¢ƻ ǘƘŜ ǎǘǳŘŜƴǘǎ L ǘǊŀƛƴŜŘ ƻƴ ǘƘƛǎ ƻǊƎŀƴΣ L ǳǎŜŘ ǘƻ ǎŀȅΥ Χ ǘƘŜ ǎƻǳƴŘ 

that the hand elicits must be full and powerful.222 

aƻǊŜ ŘŜǘŀƛƭǎ ŀōƻǳǘ [ƻŜǿŜΩǎ ƪŜȅōƻŀǊŘ ǘǳƛǘƛƻƴ ŀǊŜ ƴƻǘ ƪƴƻǿƴΤ ƘƻǿŜǾŜǊΣ [ƻŜǿŜ ǿŀǎ ǾƛŜǿŜŘ 

by those around him as a confident interpreter, with particular skill in self-accompaniment, 

but not as a virtuoso of the technical level of Liszt or Chopin; for example, his close 

ŎƻƴŦƛŘŀƴǘ !ǳƎǳǎǘŜ ¢ƛƭŜōŜƛƴ ǿǊƻǘŜ ǘƘŀǘ ΨƘŜ ώ[ƻŜǿŜϐ Ƙŀǎ ƛƴǘŜƎǊƛǘȅΣ ŜƴǘƘǳǎƛŀǎƳΣ ŀƴŘ ƎŜƴƛǳǎΣ ōǳǘ 

no virtuosity.Ω223 {ŎƘǳƳŀƴƴ ŀƭǎƻ ŎƻƳƳŜƴǘŜŘ ƻƴ [ƻŜǿŜΩǎ ǇƛŀƴƛǎǘƛŎ ŀōƛƭƛǘƛŜǎΣ ǿƘŜƴ ƻƴ ƻƴŜ ƻŦ 

ǘƘŜ ƭŀǘǘŜǊΩǎ ǇŜǊŦƻǊƳŀƴŎŜǎ {ŎƘǳƳŀƴƴ noted:  

Rich in that inward, deep melody, which characterises his ballads, he 

[Loewe] selects an instrument, which, to sound and to sing, needs a 

different treatment from, and produces another effect than, the 

human voice. Loewe plays truly enough with his fingers what he 

hears within him.224 

{ŎƘǳƳŀƴƴΩǎ ŎƻƳƳŜƴǘ ǎǳƎƎŜǎǘǎ ǎƻƳŜ ƻŦ ǘƘŜ ŀǎǇŜŎǘǎ ƻŦ [ƻŜǿŜΩǎ ǇƭŀȅƛƴƎ ǎǘȅƭŜ ǿƘƛŎƘ Ŏŀƴ 

serve as a guide for modern interpreters. He talks about the fact that the piano sounds 

 
222 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ƛŜ ƎǊƻǎǎŜ ǎŎƘǀƴŜ hǊƎŜƭ ŘŜǊ WŀŎƻōƛ-Kirche, die den Einwohnern Stettins 
als ein grossartiges Denkmal aus der katholischen Zeit geblieben ist, war für mich Gegenstand besonderer 
Aufmerksamkeit. Diese Orgel der ehrwürdigen Kirche mit ihren zahlreichen mächtigen und zarten Stimmen, 
habe ich vom ersten Tage an geliebt, wie man eine menschliche schöne Seele liebt, in deren Tiefen man Leib 
und Freide unbesorgt niederlegen kann, und in der man Verständniss, Trost und Freude finŘŜǘ Χ 5Ŝƴ {ŎƘǸƭŜǊƴΣ 
ŘƛŜ ƛŎƘ ŀǳŦ ŘƛŜǎŜǊ ŘƛŜǎŜǊ hǊƎŜƭ ōƛƭŘŜǘŜΣ ǇŦƭŜƎǘŜ ƛŎƘ Ȋǳ ǎŀƎŜƴΥ aŀƴ Ƴǳǎǎ ǎŀŦǘ Ƴƛǘ ŜƛƴŜǊ CǊŀǳ ǎǇǊŜŎƘŜƴΤ Χ ŘŜǊ ¢ƻƴΣ 
ŘŜƴ ŘƛŜ IŀƴŘ ŜƴǘƭƻŎƪǘΣ Ǿƻƭƭ ǳƴŘ ƳŅŎƘǘƛƎ ǎŜƛƴΦΩ [ƻŜǿŜΣ Dr. Carl Loewe's Selbstbiographie, 80. 
223 hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ9Ǌ Ƙŀǘ DǊǸƴŘƭƛŎƘƪŜƛǘΣ .ŜƎŜƛǎǘŜǊǳƴƎ ǳƴŘ DŜƴƛŜΣ ŀōŜǊ ƪŜƛƴŜ ±ƛǊǘǳƻǎƛǘŅǘΤ ǎƻ ƭŜƛǘŜǘ ŘŜƴƴ ŘƛŜ 
bƻǘǿŜƴŘƛƎƪŜƛǘ ǎŜƭōǎǘ ƛƘƴ ŀǳŦ ŘƛŜ ǊŜŎƘǘŜ .ŀƘƴΦΩ hǘǘƻ !ƭǘŜƴōǳǊƎΣ Carl Loewe. Beiträge zur Kenntnis seines Lebens 
und Schaffens ό{ǘŜǘǘƛƴΥ ±ŜǊƭŀƎ [Ŝƻƴ {ŀǳƴƛŜǊǎ .ǳŎƘƘŀƴŘƭǳƴƎΣ мфнпύΣ мпΤ aŜǎǎǘƘŀƭŜǊΣ ά/ŀǊƭ [ƻŜǿŜ ƻŘŜǊ Řŀǎ ƎǊƻǖŜ 
aƛǎǎǾŜǊǎǘŅƴŘƴƛǎΣέ т.  
224 Landau, The Lied: The Unfolding of its Style, 71. 
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different from the voice, and thus needs different treatment, and that Loewe was able to 

convey this ǘƘǊƻǳƎƘ Ƙƛǎ ǇŜǊŦƻǊƳŀƴŎŜΦ ¢ƘŜǎŜ ǿƻǊŘǎ ōȅ {ŎƘǳƳŀƴƴ Ŏŀƴ ŀƭǎƻ ǊŜƭŀǘŜ ǘƻ [ƻŜǿŜΩǎ 

ability to musically paint the text and to engage with different topics (for example, figures 

depicting the sound of horns or dotted-rhythm representing the horse galloping). 

4.3 The improvisatory style 

4.3.1 Influence on Loewe 

In the nineteenth century, as in the Baroque and Classical period, pianist composers were 

also performers, without any distinction between composer and performer225 and, 

ǘƘŜǊŜŦƻǊŜΣ ƛƳǇǊƻǾƛǎŀǘƛƻƴ ǿŀǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ǇŀǊǘ ƻŦ Ƴƻǎǘ ƪŜȅōƻŀǊŘƛǎǘǎΩ ǘŜŎƘƴƛŎŀƭ ǘƻƻƭƪƛǘΦ ! 

pianist who was able to improvise reflected spontaneous originality, one of the most 

significant aesthetic values of the Romantic period which attracted nineteenth-century 

audiences.226 In Vienna, the city that was considered the musical centre in Europe in the 

Romantic period, improvisation was part of smaller and larger scale concerts. According to 

!Φ ƭΦ aƛǘŎƘŜƭƭΣ ǘƘŜ ǘǊŀƴǎƭŀǘƻǊ ŀƴŘ ŜŘƛǘƻǊ ƻŦ /ȊŜǊƴȅΩǎ Systematic introduction to the 

improvisation on the pianoforte, this happened in the first half of nineteenth century, mainly 

due to the establishment of the Gesellschaft der Musikfreunde in 1812, and the growth of 

the piano and its new capabilities (for exampleΣ ΨŘƻǳōƭŜ ŜǎŎŀǇŜƳŜƴǘ ŀŎǘƛƻƴΣ ƛƳǇǊƻǾŜƳŜƴǘǎ 

in the damper mechanism, enlargement of keyboard range ... legato playing, quick repeated 

notes, graded dynamics, and its gradually developing sensitivity ς permitting greater 

margins of tempo, dynamics, and expressiveness, and freer wanderings into remote tonal 

ǊŜƎƛƻƴǎΦΦΦΩ227). In his comments, Mitchell adds that a great number of concert programmes 

by Beethoven, Chopin, Liszt, Moscheles, Czerny and others record improvisation and place it 

usually at the end of their programmes.228 Some of the most successful solo recitals of Liszt 

ǿŜǊŜ ŎƻƴŎƭǳŘŜŘ ǿƛǘƘ ŀ ΨŦǊŜŜ ƛƳǇǊƻǾƛǎŀǘƛƻƴΩ, in which the theme on which the improvisation 

 
225 Kenneth Hamilton, After the Golden Age: Romantic Pianism and Modern Performance (Oxford: Oxford 
University Press, 2008), 181. 
226 Carl Czerny, A systematic Introduction to Improvisation on the Pianoforte, ed. and trans. A. L. Mitchell (New 
York: Longman, 1983), xi. 
227 Ibid., x. 
228 Ibid., ix-xi. 
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was based was proposed by the audience.229 As Table 16 below shows,230 Loewe similarly 

ƛƴŎƭǳŘŜŘ Ƙƛǎ ƛƳǇǊƻǾƛǎŀǘƛƻƴΣ Ψ5ŜǊ ½ŀǳōŜǊƭŜƘǊƭƛƴƎΩ ŀǎ ǘƘŜ ƭŀǎǘ ǇŀǊǘ ƻŦ his concert program and, 

according to him, the Berlin audience seemed to enjoy it (ΨΦΦΦΣ ƭƻƴƎ ŀǇǇƭŀǳǎŜ ǿŀǎ ǇǊƻƻŦ ǘƘŀǘ L 

ƘŀŘ ƴƻǘ ƭŜǘ ǘƘŜ ƛŘŜŀ ƻŦ ƳǳǎƛŎŀƭ ƛƳǇǊƻǾƛǎŀǘƛƻƴ ŜƴǘŜǊ Ƴȅ ƭƛŦŜ ŎƻƳǇƭŜǘŜƭȅ ǿǊƻƴƎƭȅΩ231). 

 
Table 16Υ [ƻŜǿŜΩǎ concert program, Berlin Singakademie, March 1832232 

[ƻŜǿŜΩǎ improvisations were often inspired by songs he enjoyed performing, 

particularly those by Zelter, Zumsteeg and Reichardt. Figures, melodies, harmonies and 

other stock phrases from those earlier composers were internalised by Loewe and, 

therefore, it was easy for him to use them in his improvisations.233 In fact, Loewe may 

sometimes have worried that he would be too influenced by these prior settings; as he 

writes in his autobiography about a concert he gave in Dresden where he improvised a 

ǎŜǘǘƛƴƎ ƻŦ ¢ƛŜŎƪΩǎ ǇƻŜƳ ΨLƳ ²ƛƴŘǎƎŜǊŅǳǎŎƘΣΩ ƘŜ ŜȄǇǊŜǎǎŜŘΥ ΨώƳȅ ƛƳǇǊƻǾƛǎŀǘƛƻƴϐ ǿŜƴǘ ǿŜƭƭΦ 

wŜƛŎƘŀǊŘΩǎ ōŜŀǳǘƛŦǳƭ ŎƻƳǇƻǎƛǘƛƻƴΣ ǿƘƛŎƘ L ǎŀƴƎ ǎƻ ƳǳŎƘ ƛƴ Ƴȅ ȅƻǳǘƘΣ ŘƛŘ ƴƻǘ ŘƛǎǘǊŀŎǘ ƳŜΦΩ234 

A clear example of the influence of these earlier composers can be found by comparing 

[ƻŜǿŜΩǎ муон ǎŜǘǘƛƴƎ (Example 36ύ ƻŦ DƻŜǘƘŜΩǎ 5ŜǊ ½ŀǳōŜǊƭŜƘǊƭƛƴƎ ǿƛǘƘ ½ŜǘƭŜǊΩǎ ǎŜǘǘƛƴƎ of 

 
229 Hamilton, After the Golden Age: Romantic Pianism and Modern Performance, 45. 
230 The table is provided by Gooley who suggests ǘƘŀǘ ǘƘŜ ŎƻƴŎŜǊǘ ǘƻƻƪ ǇƭŀŎŜ ƛƴ муонΣ ǿƘŜǊŜŀǎ [ƻŜǿŜΩǎ 
Selbstbiographie ŎƭŜŀǊƭȅ ƛƴŘƛŎŀǘŜǎ ǘƘŀǘ ǘƘŜ ǎǇŜŎƛŦƛŎ ŎƻƴŎŜǊǘ ǇǊƻƎǊŀƳ ǿŀǎ ǇŜǊŦƻǊƳŜŘ ƛƴ муомΣ ΨŘŀǎ /ƻƴŎŜǊǘ 
ǿǳǊŘŜ ǾƻǊōŜǊŜƛǘŜǘ ǳƴŘ ƪŀƳ ŀƳ млΦ aŅǊȊΦΩ [ƻŜǿŜΣ Dr. Carl Loewe's Selbstbiographie, 132; Gooley, Fantasies of 
Improvisation: Free Playing in Nineteenth Century Music, 123, 124. 
231 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ ΨΦΦΦΣ ƭŀƴƎŜǊ .ŜƛŦŀƭƭ ǿŀǊ .ŜǿŜƛǎ ŘŀŦǸǊΣ Řŀǎǎ ƛŎƘ ŘƛŜ ƭŘŜŜ ŜƛƴŜǊ ƳǳǎƛƪŀƭƛǎŎƘŜƴ  
LƳǇǊƻǾƛǎŀǘƛƻƴ ƴƛŎƘǘ ƎŀƴȊ ǳƴǊƛŎƘǘƛƎ ƛƴϥǎ [ŜōŜƴ ƘŀǘǘŜ ǘǊŜǘŜƴ ƭŀǎǎŜƴΦΩ Loewe, Dr. Carl Loewe's Selbstbiographie, 
133. 
232 Gooley, Fantasies of Improvisation: Free Playing in Nineteenth Century Music, 124. 
233 Ibid., 120. 
234 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ ΨwŜƛǎǎƛƎŜǊ Ǝŀō ƳƛǊ ¢ƛŜŎƪΩǎ ȊǳǊ LƳǇǊƻǾƛǎŀǘƛƻƴΣ ΨLƳ ²ƛƴŘǎƎŜǊŅǳǎŎƘΣΩ ǿŀǎ ƳƛǊ 
Ǝǳǘ ƎŜƭŀƴƎΦ 5ƛŜ ǎŎƘǀƴŜΣ ƛƴ ŘŜǊ WǳƎŜƴŘ ǎƻ ǾƛŜƭ ƎŜǎǳƴƎŜƴŜ /ƻƳǇƻǎƛǘƛƻƴ Ǿƻƴ wŜƛŎƘŀǊŘ ǎǘǀǊǘŜ ƳƛŎƘ ƴƛŎƘǘΦΩ Loewe, 
Dr. Carl Loewe's Selbstbiographie, 188.  



114 
 

the same text published in 1802. (Example 37). Both composers divide the lines in an almost 

identical way, each line corresponds to one barΣ ŀƴŘ ōƻǘƘ ǇǊŜǇŀǊŜ ǘƘŜ ǊŜŦǊŀƛƴ όΨ²ŀƭƭŜΣ 

ǿŀƭƭŜΧΩύ with a trillΦ wƘȅǘƘƳΣ ƳŜƭƻŘȅΣ ǎȅƭƭŀōƛŎ ǇŀǘǘŜǊƴǎΣ ǎŎŀƭŀǊ ƳŜƭƻŘƛŎ ƻǳǘƭƛƴŜǎΣ ǘƘŜ ǊŜŦǊŀƛƴΩǎ 

harmony based on tonic-dominant and the transition from verse and quavers to refrain and 

semiquavers are obvious correlations between the two settings.235 ½ŜƭǘŜǊΩǎ ōŀƭƭŀŘ is in a 

simple strophic form (apart from the last refrain), whereas [ƻŜǿŜΩǎ ǎŜǘǘƛƴƎ, although 

broadly strophic in structure, incorporates changes in every repeat which are significantly 

ŎƘƻǎŜƴ ŦƻǊ ǘƘŜ ǇƭƻǘΦ ¢ƘŜ Ƴƻǎǘ ŀǇǇŀǊŜƴǘ ǾŀǊƛŀƴŎŜ ǿƛǘƘ ½ŜƭǘŜǊΩǎ ǎŜǘǘƛƴƎ ƛǎ ŘŜǇƛŎǘŜŘ ƛƴ ǘƘŜ Ŧƛƴŀƭ 

refrain, where the sorcerer himself arrives. Loewe sets this final moment as recitativo to 

depict the unexpected appearance of the sorcerer and the unexpected solution to the 

problem.  

 

Example 36Υ /ŀǊƭ [ƻŜǿŜ Ψ5ŜǊ ½ŀǳōŜǊƭŜƘǊƭƛƴƎΩ, bb. 1-10 

 

 
235 Gooley, Fantasies of Improvisation: Free Playing in Nineteenth Century Music, 128. 
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Example 37: Beginning of Carl Friedrich ZelterΩǎ Ψ5ŜǊ ½ŀǳōŜǊƭŜƘǊƭƛƴƎΩ 

As mentioned earlier, the ŎƻƴŎŜǇǘ ƻŦ ŀƴ ƛƳǇǊƻǾƛǎŀǘƛƻƴ ōŀǎŜŘ ƻƴ ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ 

choice of theme was a common practice amongst Romantic composer-pianists. Gooley 

ŜȄǇƭŀƛƴǎ ǘƘŀǘ ΨIǳƳƳŜƭ ŀƴŘ [ƛǎȊǘ ƭŜǘ ǘƘŜƛǊ ŀǳŘƛŜƴŎŜ ǎǳƎƎŜǎǘ ǎǳōƧŜŎǘǎ ŦǊƻƳ ŀ ǊŜǇŜǊǘƻƛǊŜ ƻŦ 

familiar folk songs, opera arias, and national hymns, turning the process into an equalising 

ŜȄŎƘŀƴƎŜ ǿƛǘƘ ǘƘŜ ǇǳōƭƛŎΣ ƻǊ ŀǘ ŀ ƭŜŀǎǘ ŀ ǎƛƳǳƭŀŎǊǳƳ ǘƘŜǊŜƻŦΦΩ236 One of the most popular 

ŎƘƻƛŎŜǎ ǿŀǎ Lǘŀƭƛŀƴ ƻǇŜǊŀΣ ŀǎ ƛǘ ǿŀǎ ŦŀǾƻǳǊŜŘ ƛƴ 9ǳǊƻǇŜ ŀǘ ǘƘŀǘ ǘƛƳŜΣ ŀǎ ǿŜƭƭ ŀǎ .ŜŜǘƘƻǾŜƴΩǎ 

sonatas, which were especially popular in Germany and Austria.237 The text was usually 

chosen by a member of the artistic or bureaucratic aristocracy: for instance, Zelter 

ǎǳƎƎŜǎǘŜŘ ǘƘŀǘ [ƻŜǿŜ ƛƳǇǊƻǾƛǎŜ ŀǊƻǳƴŘ DƻŜǘƘŜΩǎ ΨYŜƴƴǎǘ Řǳ Řŀǎ ƭŀƴŘΩΤ238 Prince Anton 

wŀŘȊƛǿƛƭƭ ŀƭǎƻ ŀǎƪŜŘ [ƻŜǿŜ ŦƻǊ ŀƴ ƛƳǇǊƻǾƛǎŀǘƛƻƴ ƻƴ ǘƘŜ ǇƻŜƳ  Ψ5ŜǊ ½ŀǳōŜǊƭŜƘǊƭƛƴƎΣΩ ǿƘƛŎƘ 

the composer accepted and improvised during his debut in Berlin in 1831.239 Another 

occasion of this kind of practice has been described by Loewe: 

 
236 Ibid., 130. 
237 Hamilton, After the Golden Age: Romantic Pianism and Modern Performance, 51. 
238 Loewe, Dr. Carl Loewe's Selbstbiographie, 133. 
239 In 1831 Loewe organised a debut in Berlin in which he was planning to include solely his own compositions. 
His idea was to present instrumental and vocal music that required the orchestra of the Singakademie and the 
conductor Carl Möser. Part of the arranƎŜƳŜƴǘ ǿŀǎ ǘƻ ƛƴŎƭǳŘŜ .ŜǊƭƛƴΩǎ ƭŜŀŘƛƴƎ ƻǇŜǊŀ ǎƛƴƎŜǊǎ ŀǎ ǿŜƭƭΣ ōǳǘ ǘƘŜƛǊ 
ƻōƭƛƎŀǘƛƻƴ ǘƻ ŀ Ǌƻȅŀƭ ōƛǊǘƘŘŀȅ ŎŜƭŜōǊŀǘƛƻƴ ŎƘŀƴƎŜŘ [ƻŜǿŜΩǎ ǇƭŀƴΦ DƻƻƭŜȅΣ Fantasies of Improvisation: Free 
Playing in Nineteenth Century Music, 124. However, this was not a big problem for him; it ended up being a 
good motive for the composer to show publicly his ability as a pianist who can accompany himself, and this 
was indeed the surprising turn of a virtuoso concert with which the audience was not familiar. After a 
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In the evening, there were my Ballad-cycles in the Hall of the Rose, in 

which the good Jena society participated attentively. Everything 

went well in the familiar way that has already been described to you, 

except that I succeeded particularly well in improvising. Prof. Wolff 

was so kind to write down a theme given by the amiable and 

ŎŜƭŜōǊŀǘŜŘ CǊŅǳƭŜƛƴ ½ƛƎŜǎŀǊΥ Ψ±ŀƴ {ǇȅƪΩ όŦŀƳƻǳǎ 5ǳǘŎƘ ŎŀǇǘŀƛƴ ǿƘƻ 

blew himself up with his gunboat in the last Dutch-Belgian war), 

quickly wrote out a poem, immediately and clearly in 5 minutes on 

two quarter pages. I performed it with inspiration.240 

[ƻŜǿŜΩǎ ǇǊŀŎǘƛŎŜ ƻŦ ƛƴǾƛǘƛƴƎ ǎǳƎƎŜǎǘƛƻƴǎ ŦǊƻƳ ŀǊƛǎǘƻŎǊŀǘǎΣ ƛƴ ǇŀǊǘƛŎǳƭŀǊΣ ǊŜŦƭŜŎǘǎ Ƙƛǎ 

preferences for the makeup of his concert audiences: he wished them to be constituted of a 

number of people, between 100 and 400, who were from the educated social circles with 

which he was associated, in order to create an intimate atmosphere for his performances.241  

The concept of improvising a song upon a selected poem from the audience in a live 

performance was increasingly popular in Germany in the nineteenth-century literary and 

philosophical circles. One popular group were the Improvvisatori (1750-1850), Italian poet-

improvisers who improvised poetry based on subjects that the audience chose, 

accompanied by a violinist.242 Although Improvvisatori first appeared in the eighteenth 

century, their performances had a big impact in the nineteenth century and constituted the 

most intriguing phenomenon that Europeans had to see when visiting Italy.243 

Improvvisatori were used also as leading characters in poems, theatre works and novels 

ǎǳŎƘ ŀǎ DŜǊƳŀƛƴŜ ŘŜ {ǘŀšƭΩǎ Corinne (1807) which had a big impact on the literary, as well as 

 
conversation Loewe had with Zelter, he expressed that he intended to be heard as a ballad-singer and pianist. 
Loewe, Dr. Carl Loewe's Selbstbiographie, 124.  
240 Loewe is improvising a song based on a text. hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ!ōŜƴŘǎ ǿŀǊ ƳŜƛƴ .ŀƭƭŀŘŜƴ-Cyclus im Saale der 
Rose, an welchem die Jenaische gute Gesellschaft aufmerksam Theil nahm. Alles ging in der bekannten, Dir 
schon sattsam geschilderten guten Art, nur dass mir die Improvisation ganz besonders gut gelang. Prof. Wolff 
ǿŀǊ ǎƻ ŦǊŜǳƴŘƭƛŎƘΣ Ŝƛƴ Ǿƻƴ ŘŜƳ ƭƛŜōŜƴǎǿǸǊŘƛƎŜƴ ǳƴŘ ƎŜŦŜƛŜǊǘŜƴ CǊŅǳƭŜƛƴ ½ƛƎŜǎŀǊ ƎŜƎŜōŜƴŜǎ ¢ƘŜƳŀΥ Ψ±ŀƴ {ǇȅƪΩ 
(bekannter holländischer Capitän, der sich mit seinem Kanonenboote im letzten holländisch - belgischen Kriege 
in die luft sprengte), sogleich in Zeit von 5 Minuten auf zwei Quartseiten deutlich niederzuschreiben. Ich trug 
Ŝǎ Ƴƛǘ LƴǎǇƛǊŀǘƛƻƴ ǾƻǊΦΩ [ƻŜǿŜΣ Dr. Carl Loewe's Selbstbiographie, 214, 215; Gooley, Fantasies of Improvisation: 
Free Playing in Nineteenth Century Music, 136. 
241 Gooley, Fantasies of Improvisation: Free Playing in Nineteenth Century Music, 134. 
242 Angela Esterhammer, Romanticism and Improvisation, 1750-1850 (Cambridge: Cambridge University Press, 
нллуύΣ мΦ Lƴ YƻŎƘΩǎ ƭŜȄƛŎƻƴ Improvvisatori are presented singing in recitative style while accompanying 
themselves on the guitar. Koch, Musikalisches Lexikon, 777. 
243 Esterhammer, Romanticism and Improvisation, 1750-1850, 3. 
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musical ǿƻǊƭŘΦ !ǎ DƻŜǊƎŜǎ tƻǳƭŜǘ ŜȄǇƭŀƛƴǎΣ ΨCorinne is portrayed in the novel as an 

improvisatice, that is, as a person whose function and even whose profession it is to 

ǇǊƻŘǳŎŜ ŀƴ ŜȄǘŜƳǇƻǊŀƴŜƻǳǎ ŘƛǎŎƻǳǊǎŜ ƻƴ ŀƴȅ ŀƴŘ ŜǾŜǊȅ ƻŎŎŀǎƛƻƴΦΩ244 Rossini, for instance, 

added an improvising character named Corinna in his opera Il viaggio a Reims (1825) and 

similarly Pacini did with Saffo όмуплύΣ ōƻǘƘ ƛƴǎǇƛǊŜŘ ōȅ {ǘŀšƭΩǎ Corinne.245 Loewe had the 

opportunity to perform Corinne while being a student in Halle; this novel was particularly 

ƛƴǎǇƛǊƛƴƎ ŦƻǊ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ǇǳōƭƛŎ ƛƳǇǊƻǾƛǎŀǘƛƻƴ ŘŜōǳǘ ƛƴ .ŜǊƭƛƴ ƛƴ муомΦ Lƴ Ƙƛǎ 

autobiography Loewe says:  

I owe the idea of improvisation in general to the reading of Corinna 

by the intelligent Fr. Staël, who in general stimulated in me many 

new things in the field of art, both from the emotional side and from 

the side of genuine spontaneity, the noblest conception of life; 

without the reading of Fr. For Staël I would not have held on to the 

idea of giving a concert in Berlin as a singer and virtuoso.246  

Even though there is scant evidence beyond this comment regarding the influence of 

the Improvvisatori on [ƻŜǿŜΩǎ ǇǊŀŎǘƛŎŜǎΣ DƻƻƭŜȅ ƳŜƴǘƛƻƴǎ ǘƘŀǘ poetic improvisation 

ŦƭƻǳǊƛǎƘŜŘ ƛƴ DŜǊƳŀƴȅ ǿƛǘƘ hΦ [Φ .Φ ²ƻƭŦŦ όDŜǊƳŀƴȅΩǎ Ƴƻǎǘ ǇƻǇǳƭŀǊ ƛƳǇǊƻǾƛǎŜǊ poet). Loewe 

and Wolff collaborated in the salons of Jena (1835, 1846) and Weimar (1835), where they 

performed together as a duo improvising poetry and music in a melodramatic style.247 From 

the 1820s to the 1850s this kind of performances were common in German-speaking 

ŎƻǳƴǘǊƛŜǎΣ ŀƴŘ ǘƘŜȅ ǿŜǊŜ ƪƴƻǿƴ ŀǎ ΨάƳǳǎƛŎŀƭ ŘŜŎƭŀƳŀǘƻǊȅ ŀŎŀŘŜƳƛŜǎΣέ άŜǾŜƴƛƴƎǎΣέ ŀƴŘ 

άŜƴǘŜǊǘŀƛƴƳŜƴǘǎέΦΦΦΣ ǿƘŜǊŜ ǊŜŀŘƛƴƎǎ ƻŦ ǇƻŜǘǊȅ ŀƴŘ ŘǊŀƳŀ ǿŜǊŜ ƳƛȄŜŘ ǿƛǘƘ ƳǳǎƛŎŀƭ 

ǇŜǊŦƻǊƳŀƴŎŜǎΤΩ248 these events were closely related to the performances of Improvvisatori, 

and the characteristic of the Italian poetry improvisers accompanying their poetry on guitar, 

piano or violin was something that fascinated Germans.249 9ǾŜƴ ǘƘƻǳƎƘ [ƻŜǿŜΩǎ 

 
244 DŜƻǊƎŜǎ tƻǳƭŜǘΣ ά¢ƘŜ wƻƭŜ ƻŦ LƳǇǊƻǾƛǎŀǘƛƻƴ,έ ELH 41, no. 4 (1974): 607. 
245 Gooley, Fantasies of Improvisation: Free Playing in Nineteenth Century Music, 134. 
246 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ƛŜ LŘŜŜ ŘŜǊ LƳǇǊƻǾƛǎŀǘƛƻƴ ƛƳ !ƭƭƎŜƳŜƛƴŜƴ ǾŜǊŘŀƴƪŜ ƛŎƘ ŘŜǊ [ŜǎǳƴƎ ŘŜǊ 
Corinna von der geistreichen Fr. v. Staël, die überhaupt manches Neue im Gebiet der Kunst, sowohl von der 
Gefühlsseite her als auch von Seiten echter Spontaneität, edelster Auffassung des Lebens, in mir angeregt hat; 
ohne die Lesung der Fr. v. Staël hätte ich überhaupt nicht den Gedanke, in Berlin ein Concert als Sänger und 
±ƛǊǘǳƻǎ Ȋǳ ƎŜōŜƴΣ ŦŜǎǘƎŜƘŀƭǘŜƴΦΩ Loewe, Dr. Carl Loewe's Selbstbiographie, 133, 134. 
247 Gooley, Fantasies of Improvisation: Free Playing in Nineteenth Century Music, 136. 
248 Ibid., 134. 
249 Ibid., 135. 
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ŎƻƭƭŀōƻǊŀǘƛƻƴ ǿƛǘƘ ²ƻƭŦŦ ǿŀǎ ŜǎǘŀōƭƛǎƘŜŘ ŀŦǘŜǊ [ƻŜǿŜΩǎ ƻǿƴ ƛƴŘŜǇŜƴŘŜƴǘ ƛƳǇǊƻǾƛǎŀǘƛƻƴǎ 

(ΨWallhaideΩ - мумфΣ Ψ5ŜǊ ½ŀǳōŜǊƭŜƘǊƭƛƴƎΩ ς муонΣ ŀƴŘ Ψ5ŜǊ ¢ƻŘǘŜƴǘŀƴȊΩ - 1835), the growing 

interest in poetic improvisation increased the ǇƻǘŜƴǘƛŀƭ ŀǳŘƛŜƴŎŜ ŦƻǊ [ƻŜǿŜΩǎ ǿƻǊƪ. 

Alongside the external and cultural motivations are also other factors that impelled 

[ƻŜǿŜ ǘƻ ƛƳǇǊƻǾƛǎŜ ǎƻƴƎǎΣ ǎǳŎƘ ŀǎ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ŜŘǳŎŀǘƛƻƴŀƭ ǇǊƛƴŎƛǇƭŜǎΦ ¢ƘŜ ǘǊŀƛƴƛƴƎ ǘƘŀǘ 

[ƻŜǿŜ ǊŜŎŜƛǾŜŘ ōȅ ¢ǸǊƪ ƻƴ ƘŀǊƳƻƴȅΣ ŎƻǳƴǘŜǊǇƻƛƴǘ ŀƴŘ ƻǊƎŀƴΣ ŀƴŘ ¢ǸǊƪΩǎ ǘǊŜŀǘƛǎŜǎ ƻƴ Ǉƛŀƴƻ 

playing and basso continuo with exercises on the improvisation of cadenzas were the 

foundation for Loewe and the trigger to explore improvisation even more and make it part 

of his own music.250 ¢ƘƛǎΣ ƛƴ ǘǳǊƴΣ ƘŜƭǇŜŘ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ŦǳǊǘƘŜǊ ƻŎŎǳǇŀǘƛƻƴ ŀǎ ŀ ŎƘǳǊŎƘ 

organist which required him to practise improvisation regularly.  

DƻƻƭŜȅ ŎƭŀƛƳǎ ǘƘŀǘ [ƻŜǿŜΩǎ ǎƻƴƎ ƛƳǇǊƻǾƛǎŀǘƛƻƴ ΨǊŜǇǊŜǎŜƴǘǎ ŀ ǊŜŘŜǇƭƻȅƳŜƴǘ ƻŦ 

ǘǊŀŘƛǘƛƻƴŀƭ ǇǊŀŎǘƛŎŜǎ ƻŦ ƛƳǇǊƻǾƛǎŀǘƛƻƴΦΩ hƴŜ ǿŀȅ ǘƻ ŜȄŀƳƛƴŜ ǘǊŀŘƛǘƛƻƴŀƭ ǇǊŀŎǘƛŎŜǎ ƛǎ ōȅ 

ƭƻƻƪƛƴƎ ŀǘ ǘƘŜ ƛƳǇǊƻǾƛǎŀǘƛƻƴ ǘǊŜŀǘƛǎŜǎ ƻŦ ǘƘŜ ǘƛƳŜΦ /Φ tΦ 9Φ .ŀŎƘΩǎ ŀƴŘ ¢ǸǊƪΩǎ ǘǊŜŀǘƛǎŜǎ ƘŀŘ an 

important role in the Classical period and the perpetuation of the three types of Baroque 

improvisation: embellishment, free fantasias and cadenzas.251 hƴŜ ƻŦ ¢ǸǊƪΩǎ ǘǊŜŀǘƛǎŜǎΣ 

ǇŀǊǘƛŎǳƭŀǊƭȅΣ ŜƴŎƻƳǇŀǎǎŜǎ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƛŘŜŀǎ ƻƴ ǎŀŎǊŜŘ ƳǳǎƛŎ ŀƴŘ ǘƘŜ ŦƻŎǳǎ ƻƴ ǘƘŜ 

accompaniment of liturgical chorales (as given in the following quote), and shows that Türk 

was giving thoughtful attention to the textual content. 

The extended prelude or free fantasy has the fewest difficulties, 

because, compared to other genres, it is less accountable to the beat 

(tact), the modulation, the rhythm, etc.; however, the organist can 

also show his skills by performing in a considered and serious 

manner appropriate to the content of the song.252 

It was not only a matter of improvising an accompaniment for the text, but the 

improvisational idea had to be elaborated in a way that it could suit and support the tone of 

 
250 Ibid., 120, 121. 
251 wƻōŜǊǘ 5Φ [ŜǾƛƴΣ άLƳǇǊƻǾƛǎŀǘƛƻƴΣέ Grove Music Online, assessed Oct 1, 2022. 
https://www.oxfordmusiconline.com/grovemusic/display/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000013738?rskey=TwciWS&result=1. 
252 ¢Ǌŀƴǎƭŀǘƛƻƴ ƛǎ ƳƛƴŜΦ hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ5ŀǎ ƎŜƳŜƛƴŜ ±ƻǊǎǇƛŜƭ ƻŘŜǊ ŘƛŜ ŦǊŜƛŜ tƘŀƴǘŀǎƛŜ Ƙŀǘ ȊǿŀǊ ŘƛŜ ǿŜƴƛƎǎǘŜƴ 
Schwierigkeiten, weil man hierbei in Absicht des Taktes, der Modulation, des Rhythmus u.f.w. nicht so 
gebunden ist, als in den übrigen Arten; indessen kann der Organist auch hierin seine Geschicklichkeit durch 
ŜƛƴŜ ŘŜƳ LƴƘŀƭǘŜ ŘŜǎ [ƛŜŘŜǎ ŀƴƎŜƳŜǎǎŜƴŜΣ ƎŜōǳƴŘŜƴŜ ǳƴŘ ŜǊƴǎǘƘŀŦǘŜ {ǇƛŜƭŀǊǘ ȊŜƛƎŜƴΦΩ ¢ǸǊƪΣ Von den 
wichtigsten Pflichten eines Organisten: Ein Beitrag zur Verbesserung der musikalischen Liturgie, ed. Johann 
Friedrich Naue (Germany: Schwetschke, 1849), 112. 
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the text accordingly. In order to achieve something like this, it required an understanding 

both of the text and of what musical means will help to reflect it (such as relevant topical 

material)Φ ¢ƘŜ ŀōƛƭƛǘȅ ƻŦ ǘƘƛƴƪƛƴƎ ŀƴŘ ǊŜŦƭŜŎǘƛƴƎ ǘƘŜ ǇƻŜƳΩǎ ŎƻƴǘŜƴǘ in voice line and piano 

accompaniment, could well have been something that Loewe inherited from his 

Kapellmeister lessons with Türk.253 

Another treatise of great importance ŘǳǊƛƴƎ [ƻŜǿŜΩǎ ǘƛƳŜ ǿŀǎ /ȊŜǊƴȅΩǎ 

Systematische Anleitung zum Fantasieren auf dem Pianoforte (first publication, 1829). Apart 

ŦǊƻƳ ōŜƛƴƎ .ŜŜǘƘƻǾŜƴΩǎ ǇǳǇƛƭ ŀƴŘ [ƛǎȊǘΩǎ ǘŜŀŎƘŜǊΣ /ȊŜǊƴȅ ǿŀǎ ōƻǊƴ ƛƴ ±ƛŜƴƴŀΣ ǘƘŜ ƎǊŜŀǘ 

music centre of that period, which helped spread his reputation and work. His treatise 

provides a detailed list of improvisational suggestions specifically designed for the 

pianoforte of the period and the many possibilities that can emerge from that instrument. 

Czerny enumerates in detail and with clear examples various types of improvisation: for 

ŜȄŀƳǇƭŜΣ ƳƻŘǳƭŀǘƛƻƴǎΣ ŜƴƘŀǊƳƻƴƛŎ ŎƘƻǊŘǎ ΨŦƻǊ ŀ ƎǊŜŀǘ ǾŀǊƛŜǘȅ ƻŦ ŎƭƻǎƛƴƎ ŦƻǊƳǳƭŀǎΩ,254 

recitative-ƭƛƪŜ ǇǊŜƭǳŘŜ ǿƛǘƘ ΨŎƘƻǊŘǎ ǎƻǳƴŘƛƴƎ ǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ŀƴŘ ƻǘƘŜǊǎ ǿƛǘƘ ōǊƻƪŜƴ 

ŎƘƻǊŘǎΩ255, a distinct theme developed in inversion and frequently reused, use of familiar 

musical tunes from opera, folksongs etc.256 According to Messthaler, many of these types 

ŀǊŜ ǊŜŦƭŜŎǘŜŘ ƛƴ [ƻŜǿŜΩǎ ōŀƭƭŀŘǎ;257 however, the following discussion will be focused on 

modulations ŦƻǊ ǿƘƛŎƘ /ȊŜǊƴȅ ƴƻǘŜǎ ǘƘŀǘ ΨŜǾŜƴ ōƻƭŘΣ ǎǘǊŀƴƎŜ ƳƻŘǳƭŀǘƛƻƴǎ ŀǊŜ ǉǳƛǘŜ ǿŜƭƭ ƛƴ 

ǇƭŀŎŜΧΣ ŀƴŘ ǘƘƻǎŜ ǿƛǘƘ ŀ ǘƘƻǊƻǳƎƘ ƪƴƻǿƭŜŘƎŜ ƻŦ ƘŀǊƳƻƴȅ Ŏŀƴ Ŝŀǎƛƭȅ ŀŦŦƻǊŘ ǘƘŜ ƛƴǘŜǊŜǎǘƛƴƎ 

ǘǳǊƴǎ ƘŜǊŜΩ258 (Example 38). 

 
253 Gooley, Fantasies of Improvisation: Free Playing in Nineteenth Century Music, 121. 
254 Ibid., 15. 
255 Ibid., 23. 
256 Ibid., 52-62, 87. 
257 Messthaler, interview by Ioanna Koullepou, January 31, 2023, recording and transcript, online. 
258 Czerny writes about modulations in improvising preludes. Translation is mine. hǊƛƎƛƴŀƭ ǘŜȄǘΥ Ψ!ǳŎƘ ǎƛƴŘ 
selbst kühne, fremdartige Modulation in diesen Vorspielen recht gut an ihrem Platz, und wer gründliche 
Harmonie Kentniss besitzt, kann sich hier leicht die interessantesten Wendungen erlauben.Ω Czerny, 
Systematische Anleitung zum Fantasieren auf dem Pianoforte, Op.200 (Vienna: Diabelli & Cappi, n.d. [1829]), 9. 
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Example 38: Carl Czerny Systematische Anleitung Χ, p. 10 

4.3.2 [ƻŜǿŜΩǎ ƛƳǇǊƻǾƛǎŀǘƛƻƴŀƭ ǇǊŀŎǘƛŎŜǎΥ 

4.3.2.1 Case study - Ψ5ŜǊ ½ŀǳōŜǊƭŜƘǊƭƛƴƎΩ 

Bars Section Narrative events Musical features 

1-15 Verse 1 
+ 
refrain 

The sorcerer left and his 
apprentice is now alone trying to 
apply the magic he learned from 
his master. 

Vivacissimo, C major, common 
time, dotted-rhythm, unison. 
Bars 9-15 constitute the refrain 
which is in D flat major 

16-30 Verse 2 
+ 
refrain 

He uses the spell and commands 
the broom to carry water for him. 

As above, refrain in bars 24-30. 

31-44 Verse 3 
+ 
refrain 

The broom follows his 
commands. When the apprentice 
tries to stop the broom, he 
forgets the spell word. 

Semiquavers depict water, 
refrain in bars 38-44 but bars 43-
44 in relative D flat minor, depict 
the first mistake (RH 
semiquavers, LH dotted quavers). 

45-58 Verse 4 
+ 
refrain 

He sees that the broom begins to 
be out of control and he gets 
frightened. 

As above, refrain in bars 53-56, 
bars 57-58 in A minor, pattern of 
semiquavers and dotted quavers 
conveying him feeling frightened. 

59-72 Verse 5 
+ 
refrain 

The apprentice gets angry and 
threatens to break the broom. 

Contrary chromatic motion, 
refrain is in bars 67-72 slightly 
different from previous times. 

73-87 Verse 6 
+ 
refrain 

He breaks the broom but then he 
sees it coming alive and he gets 
desperate. 

Refrain in bars 81-87, ff, both 
hands with recurrent 
semiquavers. 

88-108 Verse 7 
+ coda 

The situation is out of control 
until the moment when the 

Begins with a canon, no refrain. 












































































































































































































































