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Abstract

This practicebased projectnvestigates performing practices in the piano accompaniment
2F /NI [2S6SQa olfflIRA® ¢KS LINAYIFNE 2dzi02YS
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 practiesed 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 chaptEoducesthe research
context and the methodology which outlines the research strategy: exploration of music,
text and relevant contextual matters, collaborative process and reflection ambrd he
second chapter considers the historical background of the ballad, the nineteemtury
literary and various other factors that influenced the development of the gehe. third
chapterhighlights the fundamental characterist2s¥ (1 KS aaet S 2F [2S6SQa
explores interpretative strategies.

[ 2S6SQa 2dziLdzi o1& | aAIYAFAOFY G FI OG2NI A
genre in the late eighteenth and early nineteenth century, gmelfourth chapter thus
SELX 2NBa (GKS O2yvyLRaSNna fAFS 6AGK LI NI AOdz I N
also on his improvisatory style and how it affects performance approaches. Cligpter
examines the contextual aspects of the historically informed performance practice
Y2@3SYSyYyG YR K2g a2YS 27 (tKiBe inep@t&tivndy 6 Q& FI OS
[ 2S6SQa otfftlRad !'tf OKILIISNE FNB AYUSNI SIS

experimentalapproach.



List of contents

Y 013 = (o PP EPP T PUPPRPPRPPPPPPN Ii
LIST Of CONTENTS....eeiiiiiiiii ettt e e sttt e e e e mr e e e e e ennrn e e e e i
LISt Of TADIES.....ceeeeeee e Vi
[ o) {0 U £ PP P PP PPPN Viii
List Of MUSICAl @XAMPIES.....oiiiiiiiie e IX
ADDIreviations @nd SIGNS.......ooiuiiiiie i Xii
ACKNOWIBUGEMENTS.......eiiiiiiiiie ettt e e e s rmnee e as Xiil
I dz K2 NR& .RS.OLE NI LA 2N e Xiv
Chapter LINTrOTUCTION .........eeiiii et m et e e e e e s s 1

220 |V =31 p o To (o] (oo | PSSP 13

MO dM 9ELI 2N} GA2Y 2F YdaAAQX..G.SEL. . .LyR

1.2.2 Collaborative process and reflection approach...........cccccooveviiceviiiiieennnnnnn. 14
Chapter 2: The ballad in historical CONIEXL...........cccoiiiiiiiiiieee e 21
2.1 Origins and historical background.............c.ccooiiiiiiiiriii e 21
2.2 LIEBIATUIE. ...t e ettt ettt ettt e 24
2.3 The emergence of the Romantic ballad...............cccoooovieeiii e, 26
2.4 Leading ballad COMPOSELS........uiiiiiiiie e 29
Chapter 3: Performing ballads: interpretative strategies.........cccccveeeeeiiiiciimicvivneeeeeeenn. 33
3.1. DEeClamatory StYIE........ccuui i 34
3.1.1 Modernist and declamatory approaches to performance........................... 40
3.1.2 CaSe SUAIES ... annaaaa 43
3.1.21CasestudyWW 9O NI 1.L.Y. A Q. e, 44

Initial interpretative process prior to exploration of declamatory ideas......... 44

02 YL

O9PARSYOS 2F RSOf I Yl G.2NE..A0GNLOSIASEE AY W9



LyGaSyidAazya 2F WIONI.L.LY.AIQAQ.. .L.AAS. .. . LIONF 2 NXY |

3.1.2.2Case StudW 9 RG.L.INRQu.ooooiiiiieeeeeeeeeee e, 57
Initial interpretative process prior to exploration of declamatory ideas......... 57
9PARSYOS 2F RSOf I YE.G.2NE...LAGNL.G.SIA.S58 YIORG |
LydSyidizya 2F WIORLLNRQAQ..L.AGS. . .LISNBE2NYI yO
3.2 TOPIC tNEOIY. ... 67
3.2.1 Pastoral topic and its pictorial Style..........coovi it 70
3.2.1.1CasestudyW 9 f S INE.KL.KQ. oo, 73
3.2.1.2 Case studyFom der ReIMER...........ccoiviiiiiiiiiee e 75
3.2.2 Hunt style and its cONNOLAtIONS..........oiiiiiiie e 77
3.2.2.1 Case studydArchibald Dougla3..............oiiiiiiiiiiiiee e 80
3.2.3 Military style and itS CONNOLALIONS..........c..uiieieiiiii e e eeenn 86

3.2.4 Dance style and itS CONNOtALIANS ............veeviiiieer e e eee e 90
3.2.4.1CasestudyW| 2 OKT SAGLASRQ e 90
3.2.4.2 Case stuty’ | S NNI. L. dZE. Q.ccooooeeriiiieeceeeeee e 92
3.3 NAITALIVE SIUCTUIE. ... ..uuiiiiiiiii e ettt eeas 94
3.3.1 INternal NAITALIVE.......ccoi e e 95
3.3.1.1Casestuty? I f f KL ARS. Qi 96
Chapter 4: LOEWE aS PEIfOMMEL.........cccciiieeiieee ettt e e e e e e 107
g R I =] T = RPN 107
A N =N o] = U AP 110
4.3 The IMProvisatory StYIE..........i i e e e e 112

4.3.1 INflUENCE ON LOBWE.......coiiiiiiiiiiieeieet oo 112

ndodH [ 2S6SQa AYLNRBAAAL.GA2YLL.. LINL.QA200SaY

4.3.2.1 Case study’5 S NJ %I dzo.S.NI..SKNI.AY.IQ..cccee..... 120



4322 Casestudy’5 SNJ ¢ 2 RA.SY.0.L.yY. 1.0 124
non ¢KS F2N¥ 2F [2S56S504. . AY.LNRAAASR..AIT (I RaA

4.4.1 Strophic form Case studyW5 S NJ %I dzo.S.NI.S.KNI.A.Y.3.Q0..126

Chapter 5: Historical performance and performance experimentation...................... 131

5.1 Performance exXperimentation.............uuuuuiiieeiiieie et eeeeees 136

5.1.1 Example of performance experimentation.............ccooeeeeiiimeieeeeeeeiiiiinnnn. 137
poOMdH t SNF2NXI yOS SELISNAYSY.OL.GA2Y..H3 [2S6S

5.1.2.1 The ROMANBEIA PIAN0O(S): .. eeeeerrrrunieeeeieeeaaeeeeeeeeiiie e e e e eeennnieeeeeeenes 139

The physical evidence of INStrUMENIS............uuiiiiiiiiiiie e 139

Treatises and other contempPOrary teXtS........ccuuvuiiiiieiiieeiie e 142

Aspects of the Written NOLALION.............uuiiiiiiii e eee e 143

5.1.2.1.1 Case studyddins Meeresrit..............cooovvuruiiiiieeeiiiiineeeeeeeeiiinn, 147

N 2 1 4] o (0 Y/ 7= o) o 151

5.1.2.2.1 Case stuayAnalytical close reading of the interpretative approach of

WONI {1l yA3IQ o6& DS2NHS..L.Sy.a0KSt. . .0.Mdqi8ly 0

5.1.2.2.2 Case stuayAnalytical close reading of the interpretative approach of

W1 S NNJ BIEchIBIESBtNGIOR. ........eee et eeeeeeeeeeeeee e e e e e e e e e 168

5.1.2.2.3 Case studylmprovisational ideas of the y i SNLINB G G A2y 2F W

WS A VoSNNI ittt 175

5.1.2.3 SeHaCCOMPANIMENL........uiiiiiiii e e e e e 178

(O o1 o) (=T g @0 o o3 [0 £ [ o S 181
RETEIEINCE LIST....ceiiiiiieiiiie ettt sm e e e 184
(IS o Y o] o 1= g o o =P ERPP 198
APPENIX L: MUSIC SCOIES.....cieiiieeeiiie e ee et eee e e e et e e et e e e e e et e e e eaa e e aeeaaaas 199
APPENIX 2: RECOITINGS. .. ciiiii et e et e e e e e e e e e e 200
Performance RECOIAINGSL .....cccuuiiiiiiiiiiie e e e e e e e e aes 200



Performance RECOITIINGS2 .......uiiiiiiiie e ee e et e e eaanns 200

Appendix 3: Texts and translations............coov et 201
WO RGENIR Qi 201
WO NI Ly A T e 203
WIS NN AZE.Q e 205
Bie nachtliche HEErsSCh&U..........cooviiiiiiiii e 207
W5 SNJ ¢ 2 ROSY. ALY T Qe 209
WVAlINAIAE. ... 211
WO £ GSINE KL K Qe 220
WI 2 OKT.SA UL AS RO e, 222
W5 BNHZO S NI..S. KNI A Y. T Qi 226
WNDKAOF f.R.5.2.dZ3 L. b.A.Q i 230
JOM der REIMER.........oeiiiiiiiiiieitee e e e e e 234
DdINS MEEresrit.........coooiiiii e 235

Appendix 4: Participant Projedhformation Sheet and Consent ForqiNon-Anonymous

T OV B VS .. e e e e 237

Vi



List of tables

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)...........cccovvvieeiiennnnns
Table 2: The ballads of the present research project presented chronologically..
Table 3: Table of process indicating the different periods of experimentatian.....

Table 4: SCOIrE ANNOTATIONS .. c.eee ettt e et eaeaes

¢FotS pY ¢KS YIAYy &0.NHzO.G.dzNL..f....S @Sy 0.4,
¢FrofS cY ¢KS YIAYy &idNHzO0.dzNL. f....S2.Sy.0.4.
¢FrofS 1TY ¢KS YIAY &iNHzO0.dzNL..£....S2Sy.{.4...

Table 8: The main structural events®om der ReiMeR...............coouviiiiiiieeeinnnenn.
Table 9: The main structural eventsYfchibald Dougld3..............cccoeviiiiiiiiennnenn.
Table 10: The main motifs of case stdlychibald Dougla3...............ccoevvviiiieeennns

Table 11: The main structural events¥®fe nachtliche Heersch&l.........................

¢FrofS MHY ¢KS YIFAYy &iNHzOO0.dzNT.£...S. @Sy 0.
¢FrofS mMoY ¢KS YIFAY &uGNHzO.G.dzNY..£.....5.4.5.y.0.
Table 14: The main structural events¥fallhaide......................ooo s
Table 15: The main motifs of case sttallhaide...................cooiiiieiiiiiiienn,
¢FrofS mcY [2S56S5Qa O2y OSNI LINP.IANL.Y.Z...
fS MTY ¢KS YIFAY &0GNHzOG.dzNI..£....S. 2S00

¢ I

(@]

...... 12
...... 20

...... A4
248 WO NI |
.25V WI9RgI
278 W9t @S

LEIBE AY { A
a.12F WwW5SN

¢FrofS mMyY ¢KS YIFAYy &aidNHzO.G.0zNY.£....5.8.S.y.(1.4.12F W5 SN

Table 19: The main structural events¥iins Meeresrit®..........ccccoeviieiiiiiieeenan.,

Vi



List of figures

Figure 1: A modern reproduction of a 1820 Fritz fortepiano model aNti&nal Centre For

Barly MUSIC....ooeiiii et 4D
Figure 2: Fortepiano made by Traugott Berndt, ddietiveen 1847 and 1865, owned by
(02 1 Il o 1= PP PPUPPPPPPPRT 142
Figure 3: Example of dotted Notes YR .............ccceiiiiuiiiiiee e 146
Figure 4: Example of dotted Notes YR .............cccoiiiiiiic e 146

viii



List of musical examples

A

I NI [98.5.4.5...WA.NI..
I NI [48.5.4.5...WO.NI..
I NI -R.2.5.6.S....WI.NI.
I NI [28.5.4.5...WO.NI..
- NI [82.54.5.. WO.NI.1.L.Y.A3Q>..0.0.465Tp
I NI [92.S.4.S.. WYO.NI.1.LY.AIQX. ..
I NI [82.5.4.5..YO9R4L.NRQZ...Q.
yY I NI -182.5.4.S...WOR&.L.NRQZ..0Q.0.
hY I NI [M42.S4S... YIOR4L.NRQZ...AQ.
mMmnY /I NI -8[.254S5... YAR4GLNRQS.. .0
MmMY /I NI -612.5.6.5.. W9 R4 NRQX...
MHY /I NI [@&S4.S... WIR4GLLNRQX...Q.
MoY /I NI -T72 LWORGLENRQY....
MmnY /I NI -82 WO RGALNRQSX...O.
MpY /I NI -362 WO R4 NRQSX....O.
El YLX McY /I NI -612. LWIRGALENRQY...0.0.9..66C

El YL} MTY /I NI {1@.S. LW LLASNEKL.KQS....07ad ™
EFYLXtS myY /NI [-5B LWOLLASNAEKLKQS....07@ D non
EFYLES mopY /NI (@, LW LLASNEKL.KQS...078D ™
Example 20: Carl LoewBom der Reimeé@bb. E14..........ccoooiiiiiiiiiiiieeee e 7

9 El YLJX HMY /[ NI [ 2S6-68. . WLNDKAGLL.R..5.2d8f | 4Q3
9 El YLJX HHY [/ NI $92S56S. WINIL.J1.ILYy.AJQ>..0.08 nn

9 El YLJX HoY /NI [ 2S6-89.. . WLNDKAGLL.R..5.2d8Hf | 3Q3
9 El YLJX HnY [/ FNXI [2S6S USAS..YNOKI{.AOK®S | SSN&
9 El YLJX pY [/ FN¥ [ 2484S5. . YIL20KLSAGLASR® 00d WM
9EFYLX S HcY /NI -p2S6S. WILSNNI.h{dZFQZ..0%P M
9EFYLX S HTY /I NI [ 2%4S..¥2L01KELARSQZ..AMP HHP
9ljdzr GA2Y HWyY [ NI [28065.4.S.. . ¥2.ILL0KLARSQZ1010® HNT
9EFYLX S HodY /I NI [ B8®aS. w2l .(KELARSQZ..AP HTN
9EFYLX S onY /I NI [ 3B8%4S.. w2l KLARSQZ..ABP onwm

(@p))

El YLX
El YLX
El YLX
El YLX
El YLX
El YL}
El YL}
El YL}
El YL}
El YL}
El YL}
El YL}
El YL}
El YLX
El YLX

MY YA ZQZ...0.0.M9Yy M
YA SQZ...0.0.961H 0
LY AT QZ....0.0.962 ™M

oY ATQE..0.0.962H ™

(0p))

HY
oY
ny
pY
cY
TY

v U

(0p)

(0p))

(0p))
_t)l

(7p))
~~ ~~ ~~ ~~ ~~ ~~ ~~ ~~ ~~

(@]
e 8 B DO
=
o))
N

(0p))
_t)l

(0p))
(9p))
(@]
o

_U))
e B 5 B B B

(0p))
(o]l
O

(0p))
92
(@]
(o]

(0p))
953
ty
(o]l
O

2.

ty
3

(0p))
(¥p))

_&\ '&\ .&\ _&\ _&\ _&\
(7))

@]

(0p))
973
ty
@]

v U
973
ty

3

© O O O O © © O © © © © O O O v v oo o
;j'))

mw v o W

I
!j'))
%3

iX



9 EI YL
9QEI YL

Example 33:

=
=
=
=
El
El
El
El
El
El
El

Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt

© O© © © © © O O O © o©

Example 45:
Example 46:

9 EI YLJX
9QEI YLJX

Example 49:
Example 50:
Example 51:
Example 52:
Example 53:
Example 54:
Example 55:
Example 56:
Example 57:
Example 58:
Example 59:

9 EI YLJX
9QEI YL
9 EI YL

S omY /NI [ 86aS.. W20 KLARSQZ. . AP oomMm
S oHY /NI [ 8B8%4S..W2l1LKLARSQZ. . ABD opy
Rising A to E to accompany the unearthly Wallhaide, bB1806............ 106

S onY 9ONI1! YyAIQEAINAAAY.I. . .FATIK. . IMRY 9
S opY [/ FNI [ 2-801S. . W5SN.L.¢204.Sy.il.yl@> o60®
S ocY /NI [2S6R..¥Y5SNL.YLJzZa.SNI.SKINI AYIQS
S oTY .SIAAYYAYy3I 2F /[ I NI..CNASRNAIBK %St i
S oyY /FNX /1SNye . {.2a0iSYL0Aa0K320! ytSAi
S oY /NI [2S6B..W¥Y5S5N.%Ldzo.SNI.SKIRI Ay3Qs
S nnY /FNI [ 2S¢ 908W5.S5NJ.%E.Az0.SNI.SKI8I Ay 3IQZ
S nmY /NI [ 2S458.¥Y5SNl.¢20S8y.4Ly. 1@ o60®
S nHY /FNI [2S5S687.W5.S5N).%Ldz0.SNI.SKI8I Ay3IQZ
S noY /FNI [2S5696.W5S5N).%ELdzo.SNI.SKNI AYy3IQS
S nnY /NI [ 2S¢ 95 36864004%).dz0. S.NI.S.KII Ay3IQS
Carl LoeWwBom der ReiméRbb. 1517.......ooeniiniiiiiieieeeeeeeeeee e 135

Carl LoewBom der Reimeépbb. 2737......ccccvvviiiiiiiiie e, 136

S ntY 1dz¥YSt Qa ! dza TNKNI.AOKS..0.K$@NBGAA&C
S nyY hNARAIAYIFEf &a02NB FTNRY | dzv.X.§46 Q4 ! dza
Carl LoewEom der Reimeé@bb. 102107...........ooveiiiiiiieeeeiiieeeee e, 147

Carl Loewddins MeeresritRbb. 217 ......ccccovvviiiiiiiiiiiieieeeee e, 149

Carl Loewddins MeeresritRbb. 2638...........cccciiiiiiiiiiiieee e, 150

Carl Loeg NI 1| Yy AR23.Q2Z....00. Q..M e, 151

Carl Loewg NI 1 | Y A-BDQZ...0.0.Q....C.Hueiiiiiiiiiiiie e, 152

Carl Loewg NI 1| YA-BQZ...0.0.Q....T.fleceeeiiiiiiiiiieeceeeeee, 153

Carl Loewg NI 1| Yy AR23.Q2Z...00.D...M.cociiiiiieiii e, 153

Carl Loewe NI 1 | YA-AQZ...0.0.Q....lfleciiiiiiiiiiiiieeei e, 154

Carl Loewg NI 1| Y A-BBQZ...0.0.Q....M.Coeeoovvvnvreriiine e, 154

Carl Loewg NI 1| YA-AQZ...0.0.Q....lfleceieiiiiiiiiiieecieeee, 155

Carl Loewg NI 1| YA-BQZ...0.0.Q....T.lleeeieiiiiiiiiiieeeee e, 155

S cnyY [/}
S cmY [/}
S CHY [}

NI -§02.5.6.5...WONI.1.I.y.A.3.Q..0.0.05
NI -922.5.6.S5... . WONI.1.I.y.A.3.Q...0.5.956 pn
NI -482.5.6.5...WONI.1.I.y.A.3.Q..0.0.05

X



E I
E I
E I
=
=
=
=
El
El
El
El
El
El
El
El
El
El
El
El
El
El
El
El

Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt
Y LJt

© © © © © © O © © © © © © © © © © ©o OO © ©o O o©

(00,30 0/ I 00 )X 0/ XN 00 )X 0/ NN 00 )X 0/ NN 00 )X 0 NN 00 )X ¢ 0\ 00 ) XN ¢ 0\ 00 ) NN ¢ 0 \ N 00 ) RN ¢ 0\ 00 ) RN 0 p )

coY
cny
cpyY
ccyY
cCTY
cyyY
c oY
TNy
TMY
THY
TOY
TNy
TpY
TCY
TTY
TYyY
THY
yny
ymY
YHY
yoyY
yny
ypy

~ ~ ~ ~ ~ ~

~

/
/

i
i
Example 86: Carl Loewom der Reimé&pbb. 1830
Example 87: Carl LoeEom der Reimé&pbb. 3137
Example 88: Carl LoewEom der Reimé&pbb. 2937

NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI
NI

-102.S.
-362.S.
-482.S.
-382.S.
-G02.S.
922.S.
J12.S.
-472.8S.
-§92.5.
-142.5.6.
-§32.5.4.

Xi

= & 8 B BB B B

3

O 2 O N O 2 A

S

Ww.9.
Ww.9.

NI..
NI..
NI..
NI..
NI..
NI..
NI..

NI...

NI..1.. 1.y A,

NI..1.1.y. A,
NI..1.1.y. A,

Y.A.3.Q....0.0.D56 Cc C
Y..A.3.Q...0.0.9570 n
Y.A.3.Q....0.0.D57p c
y.A.3.Q...0.0.8580 T
Y..A.3.Q...0.0.958 p b
Y..A.3.Q...0.0.958 p n
Y..A.3.Q...0.0.959 M C
y..A.3.Q...0.0.9600 T
y.A.3.0...0.0.061p i
Y.A.3.Q....0.0.962T n
Y.A.3.Q....0.0.962 T n

@640 T

-395864,3476 97484, §4....y A..

<
b
w
o
(o]}
(@]

-352.5.6.5....WONI.1..I.y.A.3.Q...0.0.9650 n
402.5.6.5... WO NI.1.I.y.A.3.Q...6.6.966 0 n
952.5.6.5....WONI.1..I.y A3Q...0.0.067T n
2.2.5.6.5... . WI.S.NNI..h{f.dzF.Q...0.468 WM™
J.2.84.5... . WI.SNNJ. .h.£.dZF.Q....0.D69 T H
[92.5.6.5.. WL.SNNJ. h.f.dzf.Q..0.469 ¢H
[3.5.6.5.. . WL.SNNJ.h.f.dzf.Q..6.a70 HnN
[52.5.4.S.. . WL.SNNJ.hi dzfQ..0.472 oT
[62.5.4.S....WL.SNNJ.h.f.dzF.Q..0.478 pp
[1@S.4.S.... WL .S NN .h.f.dzF.Q...0.a7 dp
[-A%.4.S... . WL.S NN .h£.dzF.Q...0.a7 wmnan
.................................................... 176
.................................................... 177
.................................................... 177



Abbreviations and signs

PXXXXXXXXXXXXXXXXXXXXX XXX X XXX XNy dzY 0
PO XXX XXX XXXXXXXXXXXXXXXXXX X XROOMMXXIKIXOK XNJ Y dzY O
FXXXXXXXXXXXXXXXXXXXXXXX XX X KKK KKK KKK © O
'Lt XXXXXXXXXXXXXXXXXXXXH¥snoadly Informed Performance

[ | XXXXXXXXXXXXXXXXX XXX X X XRROXRRXARKKENDITE
PXXXXXXXXXXXXXXXXXXXXXX XX X XXRROOPIAX X
PXXXXXXXXXXXXXXXXXXXXXXX X X XXX X LI I S
w | XXXXXXXXXXXXXXXXXXXXXXXXXXXXXX Ri¥hXHadd

2T D XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXHE X X dD P

Xii



Acknowledgements

| am very grateful to botimy supervisors, Professor Peter Seymour, and Dr. Mark
Hutchinsorfor their insightful guidancevhichhelped me undertake thiBhD A big thanks
to Professor Seymour for introducing me into this researchfangharing his invaluable
knowledge about performing thiepertoire. Another big thanks t®r. Hutchinson for
GF1AYy3 20SNI Y& F2N¥SNI coredstShnstppoindtalyiraportd® f ST | v R
assistand patiencd completed my PhDlhanks also to Professor Jonathan Wainwright for
his recommendations during my PhD Thesis Advisory Panel Meetings.
Performance was the foundation of this reseapbject and, therefore, | would like
to give thanks to the accomplished instrumentaliSteven Devine, Hilary Suckling, and
Andrew Snedden who enriched my knowledge of the interpretation of this repertoire. | am
also thankful to Professdlrich Messthalefor accepting to share his expertise on the
subject A big thank you also to the librarians frahe Handel House Foundatipn
Nuremberg School d¥usic,andthe International Carl Loewe Socidty all thevaluable
information. Thisperformancebased Ph2zould not beconducted without the highly
significant role of the two singersam indebtedl 2 { G dzFr NI h Q IwhiNJ} FyR WS
inspired me and helped me to develop my collaborative piano playing.
| express my thankfulness to the recording engindatse HoltMete Uncy Kutay
YavuzJesse BannisteMichele PizziAngel A Catafio FloreSonnor Kirtsind the rest of the
technical teanof Arts and Creative Technologiekthe Music department. Thanks also to
Catherine Duncan, Imogen Creedy and other members ofwtedthelped with the logistics
of my researctproject.| amalsograteful for given the opportunity to perform in the
beautiful space of thiNational Centre for Early Mudicy R F2 NJ YSY C2NNBaidQa
services.
| have been lucky to have practical assistance but mainly emotional support from
many friends. In particulat would like to thank Wenjun Li, Marianna Cortésderico
Pendenzand BriarMartinez AlvareZor being therefor the challenges and joy afiy PhD.
Finally, | would like to express raycere appreciatioto my parents Michalis and Niki, as
well as my siblings Dimitris and Maria (thanks also to Maria for her valuable German
translations) for their love, understanding, patience amahtributions throughout these

years.

Xiii



l dzi K2 NXda RSOf I NI
| declare that this thesis is a presentation of original work and | am the sole author. This
work has not previously been presented for a degree or oth&lification at this University
or elsewhere. All sources are acknowledged as referefides.research received approval
from the University of York Arts and Humanities Etidosnmitteefor the interview with

Ulrich Messthaler that is referred to at times within the text.

Xiv



Chapter 1lintroduction

This practicebased projecpresents a live recital performance accompanied by this written
thesis commentary aiming to demonstraitee distinctive characteof a number ofCarl
[ 2 S 6(F9BA869)balladsandthe important role of the accompanist, who is responsible
for shaping the different sound worlds that emerfyjem these balladsThe 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 Vesguéuttlingen) as the
Wy 2 NRRSdzil 8 OKSY { OKdzo S Nabuis léssielknbivrktiod@ySTReY | y  { OK d
RAAGAYOGAQGS PdladssdhiBexpbtionh ¢ @mpfeRand dramatic
narratives.The methodof interpretationin the present repertoires based omparticular
characteristicssuch aghe significantcharacterof the piano accompaniment as it has
various rolesSpecifically, wth its different sound qualitiesthe piano accompaniment
introduces scenes, it has the role of wepdinting, it comments on the unfolding story, it
represents characters of the story, the situations in which they are and the emotions they
carry.

The throughcomposed approacto formis also characteristic asatlows the series
of events to be heard and understood clearly with the introduction of continuous new
musical materialvhereall images, colours and emotions of the text can be conveyed.
Another feature istie presence of imitation of sounds and pictorialism and their
elaboration in musithat makes the story more viviC A y I f f @uBe ofléh$ 6 S Qa
introductions, embellishments, high and low tessituras, and detailed expressive indications
gives his music amprovisational characterEven though these are common featuxeish

musicalRomanticism, heréhey are specifically referred to as tools thesanhelp to

1 Johann Vesque von Piittling€é8031883 was an Agrian composer and tenor singer who was acquainted
with Loewe, as well as other famous composers of the time, such as Schubert, Schumafendetssohn
wSAYK2t R {ASGT = | Wwésque voNRidlidg2dalkaSaNs rdvetMuBicd\OnlimecEessadviay
20, 24,
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@-0000029262

2 Carl LoeweDr. Carl Loewe's Selbstbiograpted.C. H. Bitter (Berlin: W. Muller, 1870), 357.

B9gly 2S8aid3x a[ 2 Se&eEMusSineniectessed Get-5N2D1D,E
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@&-0000016869



communicatethe textualnarrative anddo soin a more definite wayhan in instrumental
Romantic music

Allthe abovefeatures are interrelated andive[ 2 S¢ S Q& oOnafratie Ra (1 K S A NJ
gualities The text of the ballad often retelkstories of legendssupernatural creatures,
history, mythology*, with epic, dramatic and lyric elements incorporated in their narratives,
FYR [2S6SQa aSitidAay3aa 7TAy RWhen/lbeyweztas singidgdis 2 F KA 3
ballads accompanying himself on the piano, he was an appealing storytelieparticular
AGNBY3IIK ¢l a GKBNBELIZDGDE )Y P ywicRis @ofafe@WOK 0| f
his compositional style; this a synthesis of a vocal line thadrtrays multiple personae and
a sophisticated piano accompaniment that comments through a variety of techniques of
sonic evocation on the story narrated by the singdf.thesecharacteristics constitute the
main differences between ballad ahéed andnake ballad a distinctive genréhe musical
ideas of Lied underline details of the text but they refer mainlgriandividual lyric moment
rather thanan episodic, dramatic unfolding narrative O K dzoGeithef am @nnrade
whose compositional date (1814as been described dlse beginning of German Romantic
Lied! hasthis distinctive recurrenaccompaniment that represents the image of spinning
wheel in theright hand RHIF Y R DNB i OK Sy Q deft ialBd-( RIiThiSslai Ay G KS
exampleof an important Lied in which the narrative takes a different forndjstinguishes a
moment, ameaning,and an emotion Thee is lesgiramatic intengy in Liedcompared to
the ballad which, as already said, aims to emphasise the dramatic content.

Thefeatures2 ¥ [ 2 S g SHae been distusseddn scholarly literature,

particularlyin German sourcéghat explore the composer and his ballads, as well as English

“9RGINR CP® YNIXr@AGGT a¢KS . FifFR ad /2yOSAgGRsime DSNXI
Romanticisml2, no. 2 (Spring, 1973): 500.

5 LorraineGorrell, TheNineteenthGentury German Lie(United States: Amadeus Press, 1993),.231

8 Ibid., 232.

" Norbert BokerHeilet al.,& [ % GrBve Music Onlinessessed Aug 21, 2021
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@-0000016611.

8 Loewe,Dr. Carl Loewe's Selbstbiographiéax RunzeCarl Loewes Werke Gesamtausgabe der Balladen,

Legenden, Lieder und Gesangediine Singstimme im Auftrage der Loeweschen Familie herausgegetben

VIII (Leipzig: Breitkopf & Hartel, 1808); Robert Han2bk| Loewe Balladenschule (Carl Loewes Singd

Vortragslehre) Nach den Quellen zusammengestellt von Karl Anton. Neu herausgegeben, nach dem Manuskript

des HandeHauses in Halle, im Auftrag der Internationalen CadweGesellschaf{Germany: Lébejiin, 2007);

UrA OK aSaadKFfSNE a/F NI [ 285 MBsik®REMICR hoas3 @NP):ERS, a A aa IS NA
Martin PliddemannBalladen und Geséange fur Bariton mit PianofdNérnberg: 189Basquoted in Kravitt,

G¢KS . FffFR a /2yOSA@PSR o6& DSNYISuUliéin/RamantigishiSE NE 2 F (K.
no. 2 (Spring, 1973): 45T t f NR R S Y I2\56Badnmér Rifitted5 (1892): 31836,

2



sources.The most significant ahe Englishscholarlytexts on Loeweare by Charlene Lotz,
Dana GooleyMichael Judd SheraniaRlaria Schors, and Jean Elaine Nora Mierowdkatz,
for instance, alongside the examination of the historical context of the composer, the
DSNXYIY w2YFYyGAO olffFR YR [2S6SQa O2YLRAAUGA
individual textstextual and musical analysis, the sophisticated role of the piano
accompaniment, the effect of musical features and what they defoctgxample time
signature, key relationships, character development, daileeelements and galloping
FAIdzNE Ay WINI || yA 3 QEchibakd DoulylaBhaticbrielat@s With2h€ K 2 NI/
topical discussion in the preseptoject) @ [ 2T Q&4 20aSNII GAZAofrda FyR |
this research project, as well as the performance suggestions which are demonstrated as
annotated scores accompanied by explanatory notes

VvdZA S RAFFSNBYy G FNRY [2G1 Qa NBaSI NOK 06 dzi
D2 2f Seé @antasie’d @ Improvisation: Free Playing in Nineteenth Century Music
Focused on the practices of improvisati@md musical style of the nineteenth century, the
I dzi K2 NJ LINBaSyida OlFasS aiddRRASaE 2F LISNF2NN¥SNEZ
t SNF2NXYI GADBS w2YFyiAOAaYDE t | NOAOdzZ I NI & A YLR
improviser and his external andltural motivations to improvise songs (trends of
improvisation that were already taking place in Germany, sudmasovvisatoriand poetry
YdzZAAO AYLINRPGAALFGAZ2YO0S | a whisHwil bé discusseddetteri A 2 y | f
inchapterd. Them& A OF € |yl feaira 2F GKS AYLNRPOAASR ol f
Wallhaide&Qand the discussion about their compositional forms (stroghis { S ¥ 2 NJ W5 A S
Y%l dzo S NI S KNI AoprApased fofiRallliniddpaeddSofenlightening with regards to
[ 2S6SQa AYLINR@GAAF A2yl E &adetsS FyR K2g GKAa C
repertoire in a live performance.

Despite thehelpful material that these sources offer to the presenbject, they
leave space for further practideasedinvestigationd @Sy (i K 2 dz3 Kddfe®asth@ & & 2 NJ

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

9/ KI NI SYeX § 2Nz .4 t t | (Rostordl thesis, Tedds Chrigtigh &) SVErsity, 2019); Dana
Gooley,Fantasies of Improvisation: Free Playing in Nineteenth Century [iNesicYork: Oxford University

Press, 2018), 1 p o T aA OKI St ThwaBalRde pfEi§HiERmhamd Wiketeér@entury Germany:

I 1 aS¥dA odzi b S3t $dddioERhesisSTRe Umigedsity OflAfizoné, A ZdBIasSchors

@ KS {O020G0GAaKXZ 9y Albctoralkhests, Bangdl Bnilvédsityd 2013]; JeahZERine Nora
aASNRgallz a¢KS . FffFR& 2F /I NI [286SY 9EIFYAYSR 6AlGK.
(doctoral thesis, Rhodes University, 1989).



herwork reflects a different viewpoint on how to approach performance comparechyo
performance researchlhe purpose of apractiee  a SR NBa Sl NOK Aa G2 WSy
AaKIFINB GKS gl ea 27T 1Yy 2 #rhf dainfatbrihatiakSsNEB S Ay LINI
presentprojectdistinct and cannot be found in textased research is the performance
factor; it offers an opportunity to explore the practigaiplicationsof the research, and to
draw it together specifically in the context of accompanimental performance of this
repertoire. For instance, thpresentationof an experimentaperformance that builds on
aspects of improvisatory practi@annot 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 instrumecas only become
apparent through the performance itself.
To arriveat the point where thiprojectWa K N8a GKS gl ea 2F (y26.
practice@' | examined areas of the subject that were common in other scholarly literature
(for example the ballad and representative composers of the gensee chapter 2, and the
O2y G SEldz £t Aal A2y ¢8€chiped b also aréas thfweheyey d G &f S
considered® F2NJ SEI YLX ST KA&AG2NAOIf LISNF2NXYIyOS AY
ballads) Through the investigation of German sources that would help to better understand
the composer and his work, the Carl Loewe Museuiinejlinprovidedme with access to
several Germahanguagepapers? about the subject but alsthe contact information of
Professor Uich Messthaler, an experienddJSNF 2 NYSNJ 2F [ 2S56SQa YdzaAC
interviewed onthe 315 January 2023. Thisterview was a facet dhis research that
enriched my examinatioof Loewe as a composer and, particularly, as a performer.

Information, for exampleaboutvocal techniques of the periodasvaluablefrom a

historical performance perspectiasit O2 dzft R NBFf SO0 2y [2S6SQa aai)
(thisaspect idurther discussed in the following chapter®ne mportant element of this
style was declamatich 'y F LILINRB I OK G2 RN} YIFGAO @201t RSt

time. This constituted a valuable expressive tool for my interpreeatiecisionsas it could

Pwr ySa . dzf £ Se& Rraftike Rededt®Réport 1: WhatisPractice ResearBhh&ctice Research

Advisory Group UK (PRAIK) (London, 2021), 2, https://doi.org/10.23636/1347.

1 | bid.

12The two German paperswera:S & &4 G KI £ SNE ®I IANBANR A So & Aandt@ngikGanl Ny Ry A & €
Loewe- Balladenschule (Carl Loewes Singd Vortragslehre) Nach den Quellen zusammengestellt von Karl

Anton. Neu herausgegeben, nach dem Manuskript des H&taledes in Halle, im Auftrag der Internationalen
CartLoeweGesellschaft



enrich narrative andbe used in such a wap highlight the extreme emotions emeirgy
from the different dramatic scenes of these balldfigther information about declamation
is given in chapter 3)'he information abouthe declamatory style of singirtpat | gained
from my researchthus, was communicated to the singers and hggemountrole in our
collaborations (for detailed explanation obllaborative process see 1.2. Methodology).

Topic theory wasnotherareal examinedhat helped primarily to understand the
relationships between musical meaning and poetic meaning of this repertoitbe same
gl & GKFIG G2LIAO GKS2NE ¢g2N]J SR | a WF az2daNOS 27
eighteenthO S y (I dzNEB3 lik¥vdsa ik iOuSed here, to help convey ttlistinctivestyle of
this repertoire and highlight narrative. In terms of performande &xamination of topical
figures(such as rhythmical and melodic figurasd their connotations were used as a tool
of expressiveness which sometimes convey the literal meaning of the topic and sometimes
gobeyondt.! Y21 KSNJ I aLJISO0 ¢ & (GKS AYLINRGJA®ati2z2NE O
was interrelated with his abilitgs aselfaccompairst, andits effectson performance It was
something that Messthaler not only wrote about in piaper,but that he also experienced
Ay KAa OFNBSNIIA aAyaSNI gK2 | OO2VhebegehsS R KA Y &
(improvisation and seliccompaniment)whichwere drawn fromhistorically informed
performance were crucial to helpe bring out some of the improvisatory qualities of the
music(see chapteb).

The value of experimentation, aescribed irthe recent project of Paulo de Assis, is
02 WIRGIYyOS Ayy201I GA0S LISNF2NXI YOS LINI OtAaAOSa
new distributions of the sensible, affording unpredictable reconfigurations of musical,
artistic, social, and conceptual el A ‘OI8 thisppPacticebased project, experimentation is
one of the ways that the research uses to amplify the drama and expressiveness of the
particular repertoire as understood todagpecificallyl incorporate some of theistorically

informed performance practice movemedtd  AnRn§ ftesearchnotas a set of rules

Bpanutaa A NJ I = & LéyhiT DR azHarddBogk of Topic Thedlgw York: Oxford University Press,

2014, 1. Whe concept of topics was introduced into the vocabulary of music scholars by Leonard Ratner to

account forcrossreferences between eighteentbentury styles and genrésQ  acAlstladiédn The Oxford

Handbook of Topic Theory

¥/ KENFOGSNREAGAO SEFYLE S A& KaKich Mygsatil ubide and pianEafl 2 F [ 2 S
Loewe Herr Oly¢ |, 2 dz¢ dz&:®, pP A R S BestGardesBensibléganl7, 2015, accessedlanl, 2023,
https://www.youtube.com/watch?v=XAl7dmIgK68&list=PLzGXgKMac9wz7BCXG1IH7NrRGXr10kbr2&index=7

15 paulo de Assisogic of Experimentation: Rethinking Music Performance Through Artistic Re$&anotn:

Leuven University Press, 2018), 11, 12.



which should be followed systematically, but rather to experiment with them by selecting
the elements that | evaluate as useful devices to help me convey the tiafeaturesof
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 performindestizat has a
supreme rolé® and, therefore, with the appropriate adjustments can be applied to any type
of instrument, historical and moderh y I NB O2NRSR &ASYAY Il NJ I 02dzi
2F Ydza A OFf. N2yl (yA2lySéa G KIE O WwWaz2 YdzOK 2F Y2RSNJ
instruments is just modern performance on period instrumefts C2 NJ KA YX (GKS AYL
fASa Ay (0KS FaGdSYLIWGI G2 WNBLINRRAzOS |yeiKAy3a 2
GKAy3a GKI G @&2dz K| @ SFoiihis redsbn; IRxp&ridéniedvltly G KS f Ay
applying my ideas about interpretation Wallhaid€bn bothinstruments aViennese
fortepiano(a Dennis Woolley copy of a 17@Hlter) anda Steinwaymodel Dgrand piané®
(as seen in th&epertoire Recording§accompanying this commentary,
W2 | £ £ KIARSUYIR2 NIY RLIWR ¥ 2 ® KILIA RBlikerwBR tBeNd/eLIA | v 2 ® Y LJn €
performance will include a number of ballads played onadern Bisendorfer grangiano
(the latest ones®dins Meeresriti; 1854,YArchibald Douglal; 1858and Wom der Reime®
¢ 1867 so that the listener can experience the diffet@olours of each instrument while
the style remains the same.
Exploring and applying some of the nineteewtintury piano performance practice
techniques is anothesispect of myapproach toperformance research in this project

Particularly distinct techniques for the present thesis are dislocation, unnotated

By 38yas 2F adetsSzQ a . N1zOS 1teySa y2i38ax Aa GKS v
YdzaAO01AYy3IQZ SKAOK Ay@2f @Sa WLISNF2NXAYIAZ AyaldNdzySyd vy
teaching musical performance and mukistory, studying music history, composing new pieces and analysing
SEA&GAY3T 2ySas YR 42 2y®Q /tA@BS . NRsy |faz2 SOKz2Sa i
are so little susceptible to verbal explanation, that make all the diffeedretween one style of performance

YR | yEUtKHaMEROK S 9y R 2F 9 NI & adzai OWusic fot teNWentRirstt S NF 2 NIV S
Century(Oxford: Oxford University Press, 2007), €Bve BrownClassical and Romantic Performing Practice
1750-1900(Oxford: Oxford University Press, 2004), 2.

7Kronberg Academyt / £ A@S . NRoYyY Ga¢KS 5SOSLIS OS2@z8 205 ADARE22 FH
PRPAGSR 068 & ANDE  reoiBoNERREN, 024

https://www.youtube.com/watch?v=d2BUt52zYCs.

18 Both instruments are placed in the University of York where the recording took place on"ttué 2@ne

2023.



arpeggiation, rhythmic alteration and tempo modificatidn.addition,l have annotated
musical examples with specific interpretative decisions in the text where relesantosé
Antonio Bowen expressed, the purpose of studying and applying techniques (and similarly
gKSY dzaAy3d SINIASNI adetSa yR KAAG2NAROIE Aya
NI G KSNJ F2NJ WGiKS (y26f SRIS 2FerboBhelvarniguNylya 2 F S
F dzi KSYGAO IESNF2NXI yOSaodQ

Workingwith these tools gave me new opportunities to experiment with the sounds
of the pianq identify the imaginary scenarias$ the textthat come through playingnd,
therefore,communicate the narrative of these ballatisaclearermanner. Thisisalso the
reason whythis projectincorporates a number gbrior recorded demonstrations of the
repertoire alongsidehe live recital. These recordings come from a prior stagj¢he
project, and represent my earlier attempts to convey the narrative of the songs through my
accompanimentHaving heard and comparexdy recordings withate twentieth-century
NBEO2NRAY 3Ia 2 7l observBdataiaéth réflect tiie wiyaineteententury
performing practicesliffer from the practices o#vell-known performersof the twentieth-
century?® (for example DietrichFischetDieskau and Gerald Mogrand Thomas Quasthoff
and Norman ShetlerBoth of these recordingseflect the ideas of clarity and strict
adherence to the given notation and, with regards to the predeiNP 2 ipas&Endy
recordingsserveasevidence of an earlier stage ofdlnesearchproject, more specifically,
they represent dirst attempt at experimenting with historical instruments and practices,
which helped tgavethe way for the final recitaMWhile the recordings demonstrate a more
WEAGSNIfQ AYGSNIINBGEFGA2Y T K Sfrof thad@oddNdB OA G £ &
performance toone that ismore flexible and less dependent strict adherence tdhe
notation.

The choice of presenting this repertoire on a historical piano is mainly basexy on
personal excitement of playing this instrumenthichl first encountered at the beginning of
my postgraduate studieAlthough | 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

¥José Boweny2 K& { K2dzf R t SNF2NYSNB {GdzReé t SNF2NXIFyOSK t SNF
Analysis Performance Practice Reviewl19(1996)33, accessed-eb 15, 2024,

doi:10.5642/perfpr.199609.01.03.

20 Neal Peres Da Cosfaff the Record: Performing Practices in Romantic Piano Pldyeévg York: Oxford

University Press Publication Dat2012), IXXIII.



piano are still relatively new to me. After more than 20 years of learning and playing on the
modern pianowhich hasa much heavier action, it is hard to change to a lighter one,
especially if access to the latter is limited. This decisiotherone 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 learnare abou historical instruments, as well as the
musical style of the nineteenth centunwas accompanied by lessons and discussions with
accomplished instrumentalists in the fieidcludingPeter Seymour, Steven Devine, Andrew
Snedden, Mark Hutchinspand Hilary Suckling'he aeas that were covered in the lessons
with them varied: exploring the historical instrumerasd understanding their actionsdr
example lessons with Steven Devine and a guided tour led by him in the Finchcocks Charity
collection of keybard instruments); solving more pianistic technical issues; articulation;
pedalling; characterisation of the music; and learning how to apjigteenth-century
piano performance practices.

The following tables show the list of recordin@able 1fuller information about the
recordings is given in Appendixghda chronological list of the ballad3able 2jncluded in
the upcoming live recita The specific ballads were chosfinstly because they represent
olFfftlFRaE FTNRY [2S6SQa RAFTFSNBYy(H O2YLRAAGAZ2YI
the 1860s. Secondly, these ballads demonstrate a collection of different poets and different
texts, based on ScottisMordic,and German literaturé? Thirdly, | had @ersonaldesireto
work on weltknown but also less-known ballads and, lastly, to combiballads of varying

durations, from the very sho 2 dzNJ ‘Eik§higio $he 2B-minute long Wallhaide2 The

2| had access to three historical instrumefdsmodern reproduction of a 1820 Fritartepiano model at the

The National Centre For Early Music in York where the live performance will takego\deanese fortepiano

(a Dennis Woolley copy of a 1795 Waltergrand piano by Erard London frai856anda Steinway model D

grand piancavailable at the Universityf Yorj® | 2 6 SOSNE GKS NI y3IS 2F GKS OKz2a$:
Bie nachtliche Heersch&li W1 2 OKT SAf (f A SR Q Wallwad&Nehuitdd droirStNneditfoilE A y 3 Q> |
a wider compass which meantthatk £ G SNDa 021k g+t a y20 Sy2daAK (2 LISNF2N
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 qualitiehat arequite 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, | decided

to choose the Fritz copy as its compass was suitable but also because it hadlete@®aipof pedals that the

other two instruments lack, thena corda moderator and sustain pedal which | found important in my

experimentation with the sound qualitig¥allhaidg€has been recorded on both modern and fortepiano in

the Sir Jack Lyons Concert Hall, University of York, on the 22 Jurje 2023

22 5pecific focus on Scottish and Nordic balla®corQ &4 ( K@ &XBa {DF G GAAKT 9y If AaK g9 &
(Bangor University, 2013)



purpose behindhis wasthe desireto exploreand comparehe way in which the variety of
scenesare presented in shorter ballads with those of ballads that last more than ten

minutes.

Recordings at the National Centre for Ear Recordings at the Sir Jack Lyons Concert

Music (16 May 2023) Hall (22 June 2023)
WO9RGI NRQ WallhaideX; fortepiano (audio only)
YONI 1 I YATQ Wallhaide&lx modern piano

Wi SNNJ htf dzF Q

Bie n&chtliche Heerscha&u

W5SN) ¢2RAOSY iyl Q
WOt GSNEKI KQ

Wi 20KT SAGEASRQ

W5 SNJ %I dzo SNI SKNI Ay ]
WArchibald Dougla@

Wom der Reime®

Bdins Meeresritf)

Tablel: The twoset 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

Composition

Carl Theodor Kérner (1791813)

date/ :
Ballad/ Poet Publication Synopsis
date
WORGI NRQ 2LJP m3I y 2|1818/1824 | A motheris asking her son Edward three times about the blood on his swor
Johann Gottfried Herder (17443803) first, he claims that he killed his hawk, then his horse but finally admits that
After Scottish text killed his father. After that, Edward announces he is leaving and will never
return, and at he end when his mother asks what she will get from his
RSLI NI dz2NBES 9RgI NR NBLIX AS& Wi OdzN& ¢
the murder.
WONI (!l yAdIQ 2L mI [1818/1824 (¢ KS o6l ff I R 60S3Aya g¢A G RandtkeSmagdf dAftRer
JohannWolfgang von Goethe (174E832) and a son riding fast. Based fundamentally on questions and answers, Loe
distinguishes the three main characters, giving particular emphasis on Erlkg
as he represents the supernatural figure in this ballad. Emotions are built of
dangerousature of Erlkonig and heffect on the son, who athe end is dead.
Wallhaid€bp. 6 1819/ 1826 | Thepoem tells the love story of a girl, Wallhaide, and her beloved young kn

Rudolgh, a relationship that her fathedid not approve However,Wallhaide
rests her hope on the same faith and hope her ancestor (Wallhaid) showed
the story she begins to narrate. Although this separated story sounds very
AAYAETEFENI G2 21 ffKFARSQa ad2NBE (KS
afterordery 3 KSNJ f 2@0SND&a RSFGKX {(AffSR
not find rest,and through the last pamf the ballad and the next encounter of
the two lovers, the listener understasdhat the two stories meet and that the
end is going to be dramatic, as Wallhaide is a spiritRundolph sinks into the
grave with her.

234 9 NI 1 | Y A 3 The MypErien Recdrd2@l X, accessed Oct 10, 202ttps://www.hyperionrecords.co.uk/dw.asp?dc=W2534 GBAJY060386&s by Richard

Wigmore (2011).
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Composition
date/

Ballad/ Poet Publication Synopsis
date

Wl SNNJ hf dzZFQ 2 LJd H X|1821/1824 |Itis the tale of a rider, Herr Oluf, who was invited by a supernatural woman

Johann Gottfried Herder ONI {I yA3Qa RIdzZAKGSNE odzi KS 0O2dzZ R

After Danish text [ 2S6SQa &S Adisthgushing didarly théNddihgdigui Irom the
St 9SaQ RIyOSszs aKz2gAy3ad (GKS g NYyAy3Di
trembling mother with the dramatic bride who finds her bridegroom dead.

Wof SNEKI KQ 2LJb 053[1825/1825 |.  aSR 2y G(G(KS 5FyAakK GSEG W9t @SNI I I

Johann Gottfried Herder Herder. The plot begins with the character of the story, a warrior, lying dow

After Danishtext Elvershoh which geographically is a suburb in NorWéyile his eyes started
drooping, two maidens appeared singing to him with silvery tone and sprea
their magical sound towards all the participants of that landscape (fish, bird
The maidens wanted, through their song, to teach the warrior how toniagic
and become powerful. The warrior salesit, and the maidens took his reactiot
as an insult and, therefore, they wanted to kill him.

W5 SNJ %I dzo SNIX S KNI A y|1832/1832 | The old sorcerer leaves his workshop behind andpjsentice with some tasks

Johann Wolfgang von Goethe to complete. Being tired of the tasks, the apprentice uses magic he is not fu
trained into the broom to carry out the tasks for him. The result was the
G2N] aK2L) Ft22RSR o0& gl 0SN® 2KSyYy | f
control, the old sorcerer returns and breaks the magic.

Wl 20KT SAGE ASRQ 2 LJP 1832/1832 | The celebratory character of a marriage is clearly depicted in the opening a

Johann Wolfgang von Goethe end of this ballad. As the teprogresses, the music becomes busier expressi
the party the little dwarfs are organising.

Bie nachtliche Heerschaop. 23 1832/ 1833 | Itis a ballad based on tHeeling of avenge. The poem refers to the year of 1¢

Joseph Christian Freiherr von Zedlitz

6KSY bl LRtS2y Ay@lRSR wdzarAl | yR
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Composition
date/

Theodor Fontane
After Scottish text

Ballad/ Poet Publication Synopsis
date

other factors, French soldiers, as well as soldiers from other campaigns, we
killed 24

W5SNJ ¢2RGOSy Gl y1 Q 2|1835/1835 | The towerkeeper is watching over the cemetery at night while the dead con

Johann Wolfgang von Goethe out of their graves dancing. Stealing a shirt from one of the dead, the tower
IS running into the church. The skeleton who owns the shirt runs after him, |
the church bell strikes one(zlock and the skeleton falls and smashes into th
churchyard.

Bdins Meeresrittbp. 118 -/ 1854 A call in the middle of the night wakes up the blacksmith Oluf. It is a knight

Aloys Wilhelm Schreiber (174B41) wants Oluf to shoe his horse #uat he can arrive to Norway by the sunrise. O
FAYR&A& (GKS (1yAIKGQa obdadjhdzBas askell. Thel? Glui
realises that the knight is God Odin who at the end bids farewell and rides f
to the bloody battle.

Wrchibald Dougld®p. 128 -/ 1858 The story demonstrates Douglas after his seven years exile by King James

Theodor Fontane (1819898) OFad KAY 2dzi y2G 06SOFdzaS 2F KAa 24

Based orBcottishstory Fdzy RI' YSYyiGlFf YSIFYyAy3 A& 52dAflaQa |
which he must beg Kgndames for forgiveness. By recalling the joyful times ti
spent together in Linlithgow Castle, Douglas is trying to move the King who
6KS SYyR Aa (2dzOKSR o6& 52dzAfl aQa f i

Wom der Reimébp. 135 -/ 1867 It is an old Scottish ballad based on the tale of a man, Tom, who entrapped

tempting lady, the Queen of Elves, and exchanged seven years to serve he
onekiss.

Table2: The ballads of the present research project presented chronolibgica

24 éDienachtliche Heerschau, WoO11 Nb Ehe Hyperion Record2003, accessed Oct 10, 202ttps://www.hyperion-records.co.uk/dw.asp?dc=W3251_GBAJY0310826

Notes byGraham Johnso2003).
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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

122F [2S6SQa olffrRaAY IAGBSY 2y Mo ! dz3dzad HAHT
York, and the second is a written commentary where | describe how and why specific

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

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

Ydza A O GSEG | yR (iaKd$2) colboiaideé pfiodesianddeliebivé E G =

approach

1219 ELX 2NF GA2Yy 2F YdzaAOX GSEQ

Part of the first component was to conduct close readings of the music and theAiext.
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 suchids
CAGGOSNI) Fo2dzi [2S6SQa | dzi20A23IN)F LKeES 94y 2Sa
I OK Q &he arebalfad, Loewe and Schulb@€onducting 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 sammé¢ 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 architeand Oxford Liedéf were the main sources | 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 bktreader is the information about different

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

5 Loewe Dr. Carl Loewe's SelbsthiograpitieS a (i = ¢@phand)aCad>
26 Emily Ezust, May 24, 1995eessedOct 10, 2019nttps://www.lieder.net/.
27 Oxford International Song Festival, 2088¢essedOct 10, 2019https://www.oxfordlieder.co.uk.
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FfGSNIGA2YEa 0@ O2YLRASNAI KESEROI 20V yHI RKH NRS
sonst,s@ OK | YHQ Ay a i Son®R ungBFO KW/2H KOSINNI A OK

Compared to the LiederNet archive, Oxford Lieder does not offer translations of all
GKAAd NBLISNI2ANBQa GSEGAT GKS 2yt apdad t t F Ra | ¢
Meeresrittd W5 SNJ %I dzo S NI S Kt deyReidd@forthis @asdhlOkfdrddzF Q | Y R
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?® The database provides each song, not only with translation, but also with
suggested performances. Nonetheless, there were instances that English translations were
y2i F@FAflFof ST F2N SEIl YLX SARIhaeindh® NSl KQY W5 S
GdzN)ySR G2 O2ftfSk3dzSa yR y2y O02ff Sl 3dsSa sK2
Koullepou), and to German dictionaries, such as PONS dictj#fhargther software, such
as DeepL Translatét Additional information about the text and its meaning was obtained
FTNRY [ 28565Q48 Lizo f A & KGaNloawesWerkdzgdsantalisyaBe d&rA & 6 2 2
Balladen, Legenden, Lieder und Gesange fur eine Singstimme im Auftrage der Loeweschen
Familie herausgegebdCarl Loew& complete editionworksof ballads, legends, songs and
chants for a singing voigrublished on behalf of the Loewe famiffwdzy T SQ& 62 NJ | &
Fa GKS O2YLIAf SR a2dzNDOSa o2dzi [ 2S6SQa aAy3aAry
(edited by Robert Hanzlik) provided valuable evidence with regards to the significance of

text for both singer and accompanist.

1.2.2Collaborative 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

BWSYYAFTSNI wayel | I dNieednthCentSrirusib Reviehd, noiBK2024)S6LE20,

accessed Feb 22, 20Btps://doi.org/10.1017/S1479409820000531 Y St t &8 5SSty TheyadSy I a9 Ry«
LiederNet Archive010, accessed Oct 15, 2019, https://www.lieder.net/lieder/get_text.html?Textld=70544.
Pw2yel 12 a¢KS [RERSNbSGH ! NOKA @S¢

30 pONS dictionary, 200agccessedct 1, 2019https://en.pons.com/translate.

31 DeepL TranslatpR017, accessed Sep 6, 20&@ps://www.deepl.com/en/translator

32 RunzeCarl Loewes Werke Gesamtausgabe der Balladen, Legenden, Lieder und Gesénge fiir eine Singstimme
im Auftrage der Loeweschen Familie herausgegebain VIII.

33 Hanzlik Carl Loewe Balladenschule (Cdrbewes Singund Vortragslehre) Nach den Quellen

zusammengestellt von Karl Anton. Neu herausgegeben, nach dem Manuskript desHttirgted in Halle, im

Auftrag der Internationalen CatloeweGesellschaft
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collaboration The collaborative processad an important role in the practical part of this
research because ieflectsthe momentswhen the interpretative decisions were made with
thesinger®d { Gdzk NIi hQ 1T F N YR WS&aa 51 yReo0
As Paul Roe presents in his thedigre 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 effolty 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 excharayadi),
complementarity collaboration (is a collaboration based on the distinct division of labour
determined on specialisatiodf.¢ KS& | NBE Fff @SNEB &aAYAf | NJ odzi
AYyGaSyds Ay iaSNFBERiom lalyife madglgRolided M&presemt@esearch
project aims to reflect an integrative approach of collaboration. After an examination of this
model through the studies of Patricia Monti@®veralf® and Vera Johisteine?’, Roe defines
it as:

X 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 thabvai 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 RoegA Phenomenology of Collaboration in Contemporary Composition and Performgnoetoral

thesis, University of York, 2007),-28.

% Ipid., 24.

3¢ patricia MontielOveralld ¢ 2 6 NR I ¢KS2NEB 2F / 2t f | 0 SdidoliLibrary F2NJ ¢ St
Media ResearcB (2005): 2448, https://www.jstor.org/stable/3137976.

37Vera JohrSteiner,CreativeCollaboration(Oxford: Oxford University Press, 2000).
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thrive on risktaking, dialogue and shared vision. They are motivated

by the desire to transform current knowledge, styles or artistic

approaches into new versiors.

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; keywoisimection
with particular emotions; characterisation; emphasising different characters with different
emotions in different places; and how narrativity and declamation can be emphasised.
|l RRAGAZ2Y I ffes [2S6SQa O2YYSddlXewed R20dzyYSyd SR
Balladenschuleffered to our rehearsals some useful insights on how the composer would
have approached the text and how some particular musical indications would have been
usedtoconveythestori St t Ayad 'y SEIFIYLES A& [2856S5Q4a &adA
pianist shaild 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 townrindependent decisions (as
occurs in the later discussion on case studies).
Collaboration, as other researchét®sn 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 PhDHeatherRoche articulates her own view of collaboration as:

X I ONBIFGAGBS LN OGAOS (KIFG Sy3alr3asa gAilK

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

NBfldA2yaKALI X LG Aa | LINFYOGAOS GKIFG A

ax

process of collaborating and commitment to ¢@éhat are

determined by the collaborators. Trust is developed. Humour is

38w 2 SAPheomenology ofollaboration inContemporaryComposition and®S NJF 2 NY25 2D S = ¢

39 JohnSteiner,CreativeQllaboration(Oxford: Oxford University Press, 2000); Heather RatleA | £ 2 3dzS F Yy R
/26t 1F02NrGA2Y Ay GKS / NRdodiokalthesis2 Univensiyf Huddlensfiedd, 2B1A)NJ / € | NA
Bruce Ellis Bensoihe Improvisation of Musical Dialogue: A Phenomenology of Nusited Kingdom:

Cambridge University Press, 2003); Wendy Disop,A Y 3Ay 3 GKS b2GFGA2yY 'y 1dzi2Si
Singer in a PerformeZomposer Collaboration during the Creation of a New $08g0 {d&:Drél 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 grountf..

The above values are significant in a collaboration, and especially in this case where | had to
collaborate with two different singers under two different circumstances. Due to a more
flexible schedule, Stuart and | followed the integrative approach d¢dloofation 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 gateocollaboration mainly
0SOlFdzaS 06SAy3 gl NE 2F SIFEOK 20KSNRDa NeBftS ¢g2d
this case where Loewe many times was simultaneously the singer and accompanist.
wSAaLISOGAY3I IyR GNMzAGAY 3 {lédadhideddandhoRastaSRIS |
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 | worked otWallhaid&€). 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
O2YLX SYSYyUlFNxAGe O2ftl 02NF GA2Yy>-StdiekcSllsivy2a i 6 AR
g KA OK adtérised I8y Hiklon of labor based on complementary expertise, disciplinary
knowledge, roles, and temperament. Participants negotiatrtoals and strive for a
O02YY2y ‘“@Didaper@lghiinark preceded the actual collaboration. From a personal
point of view, | 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 |
understand the text, how the plot unfolds, the change of the scenes, the importans part
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 betoeerecording time (same
day,22d2 ¥ WdzyS HnHo0UX L KIFIR (2 Llzi GNYzad Ay WSa
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 directivé role,

“Rocheg 5ALf23d2S FyR /2ftf+L02NF A2y AVLGKS / NBLFGA2Y 2F b
41 JohnSteiner,d ¢ K NB dz3 K/ 2 Creatiye®llahoation(©xfoidyOxford University Press, 2000),
198.
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had in mind that this is an improvisational work. As with Jazz music, where improvisation is
ddzoadl YyGAFT X WYdZAAOAlIYya AYaLANB SIFOK 20KSNJI
AY Y20 A8 achiddithis? iyismecessary to develop a different type of
collaborative communication, newerbal communication. As F. A. Seddon explains, a
collaborative NnoRASNB I f O2YYdzyAOI GA2Y KIF LIWISya WgKSy O:
exclusively through musicadteraction and focused on creative exchanges. Thisvesbal
creative musical communication requires empathetic attunement to occur and provides the
potential vehicle for empathetic creativity to emerge through spontaneous musical
dzi 6 SNP Yy OSaoQ

On a personal level, both experiences of collaboration demonstrated the level of
development which occurs through interaction and interdependence. Collaboration aims to
NBFOK (KS YdzaAOlIf ONBIOGA2Y 2F [2S6S0ss ol tf R
the goal is to develop an interpretation of this repertoire that makes space for
SELINAYSYy(l GAz2yd | & { Obased reSedrchlemabldspracttignerg 2 G Sa =
G2 NBFESOG 2y 6KIFG (K S&terdog refleftign isiakindab A G ¢ A (K
natural outcome in a practiebased research. Likewise, reflection is an important feature in
the present performancdased research as it demonstrates the way of processing my
practicebased experience to produce thigdil thesis. Reflection can be divided into two
types,selfobservationand seiNB F f S O tohseryation &lle@d factual data of whiat
happeningat the time of research whereas se#flection gathers introspective data
NBLINS&ASY(GAy3 &2 dzNMIThanmBrposeoiiboth $tigenadicn Gndl €68 & @ Q
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 pxade new insight4®

42\ 2 SASPheimomenology of Collaboration in Contemporary Composition and Perform&ace

BF A Seddotya2RS& 2F / 2YYdzyA OF (i A 2 yBritishdidinal & Msie Educatiéy LINR GA & |
no. 1 (2005): bdaccessetreb 12, 2024. doi:10.1017/S0265051704005984.

YWEYS DAYao2NHI awSaSINDK {(1AffalBABER MISGBX BOXK [ Sik MIHA
Research and Research Education in Music Performance and Pedadjdggott D. Harrison (Dordrecht; New

York: Springer, [2014]), 82.

4 Heewon Changy / 2 f t S GDbseryafiondl &é FeReflective Data in Autoethnography as method

(London: Routledge, 203689-90, accessed 20 Feb, 2024#tps://doi-

org.libproxy.york.ac.uk/10.4324/9781315433370.

46w 2 SAPheinomenology of Collaboration in Contemporary Composition and Perforihd0de
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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 taldef process indicates the different periods when
experimentation of the different areas was carried out, particularly, in reheafédlse
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 togetheéodmild

interpretative suggestions that represent the style of this repertoire.

47 G. Gibbslearning by Doing: A Guide to Teaching and Learning Me{flodsrd: Further Education Unit,
Oxford Polytechnic, 1988), n.p.
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The focus on marrying
music and text
showed that | 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.

.

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

Table3: Table of process indicating the different periods of experimentation

20

V'

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

| 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.

| 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.



Chapter 2:The ballad irhistorical context

2.1 0rigins and historical background

¢ KS GSNXY Wol & tahg&dovelappingtdhdeptigreidrd, the following

LI NI INJ LIK&a LINBaSyid GKS ol ff | RQadifferenhtypdof & | y R

song. Tk following two chapterset up a roadmagvhich beginswith the histoical context

of the balladand leads to the development of the nineteentientury ballad An mportant

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 fréime Latinballarewhich means to

dance*® However, Evelyn Kendrick Wells offees/eral othepossible origins:
OM0 ¢KS RIyOS> 0SOlFdzasS 2F (KS NKeEeUKYAC
L2Sdaz ftaz2 2F GKS F2f1® 600 ¢KS O2 dzNT
The monks, because the ballad stanza shows a metrical similarity
to the Latin hymn, thus bespeaking some learning and skt
0S0ldzasS GKS SFNIASald GSEGE aWdzRI 8¢ OHC

Carols have been also discussed as an additmmsaibleorigin. Wells and Leslie Shepard

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

the spiritual material often seen in the balla8oth religious carols and nineteenttentury

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

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

¢ KS (S Nlefeted in Edropeaiterary culture topopularor traditional
song that emerged by the end of the thirteenth century and developed in 1700 and 1800 as
musical accompaniment to village festivéi§hese popular songs fell intbree broad

categories the first type of popular and traditional song was the minstrel baléith

48 Alan Bold;The BalladLondon: Methuen & Co. Ltd, 1979), 12.

4% Evelyn Kendrick Well$he Ballad Tree: A StudyRritish and American Ballads, their Folklore, Verse and
Music, together with Sixty Traditional Ballads and their TiNesv York: Ronald Press Co., 1950), 193.
50Jameg 2 NIi S NJ S (¥ Gilovie ¥isic @nlifessésse®Apr 15, 2024
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@-0000001879.
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emerged in the fifteenth century and offered various types of entertainment to different
socal classes. There were two types of minstrels, those with aristocratic background (similar
to bards) and those who travellli 2 Y I y & jorigeuQOS & AYWAY I (GKSANI azy
public>! Religious themes were the main subject matter, but topics of warriors, politics and
other themes related to society started replacing religious toputisstrel ballad texts also
included ideas from legends that were still in the process of formation, such as Robin Hood
or themes from the Arthurian mytho%.

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 goitant
AYLI OG G2 GKS RS@St2LISyid 2F GKS oFftftFR Fa&a
development as a song of a high standard. Evidence of this is Thomas Percy, who strongly
believed that the many heroic ballads in Rsliquesas well as the smallarratives, were
composed by those minstrets.

Thesecond type was thbroadside ballagvhichflourished between 1500 and 1700
FYR INRPAS a4 I RSOSE2LISR YR LINAYGSR @OSNRBRAZ2Y
ballads®* 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 > Later versions of it were the pamphlets, chapbooks or chHeagks 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 conc¥rts.

5! LeslieShepardThe Broadside Ballad: A Study in Origins and Meahg

52\Wells,The Ballad Tree: A Study of British and American BalladsFtikiore, Verse and Music, together

with Sixty Traditional Ballads and their Tun2@7-209.

SThomasPercyy ! y 9aal e 2y GKS ! y ®ikRelgies of Adcigna EnglidhtPdetryA y 9y It | v
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, 1794xiii.

54 The sixteenth century brought many changes in England, for example, the rapid growth of population and

GKS Y2yl NOKe& | FGSNJ GKS 9y3IfArAaK / KdzZNOKQa RAGSNASyOS T
providing up to date news but at the sameng remaining the folk and traditional tales and songs, and able to

fulfil that need were the broadsides.

%5 ShepardThe Broadside Ballad: A Study in Origins and Meag

%6 1bid., 23.
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¢KS GSN)Y Wol fofalAFE® Sa58 (KK ey ptiiudaidtdpicay S I v
GSNARS GKI G O2dzZ R 0 S5 Ehddyfdadside2ballad starfed pridcigdlly2at R
the old ballad that was learnt orally, and which later took the form of a printed bafl@te
first composers of broadside ballads appeared just after the decline of the minstrels, and
they were courtiers, notable poets, or tavern poets. The subject mébirssed less on
grand mythical narratives and more on localised current evesush as political opinian
whichwere often satirised by the broadside writer. The verse included detailed narrative
but without a particular emphasis on important sections of the t&the texts, in turn,
were printed and provided to the public in the formlafgebroadsheetsbroadsides. These
oFrtflFrRA 6SNB adzy3a Ay | FlLYAfALFN YSE2RexZ
20KSNJ 3 GKSESNAYy3 L F OSaoQ

Although the subject matter seemed to be displaced from religious mysticism
(minstrels) to the more materiahterests of everyday life, older sources were not
completely abandone@! Ballads continued toambine dramatic events in the past with
present ones, and this gave them a poetic and metaphysical q@alityis is, in fact, linked
GAGK [2S6SQa olfflRA | YRI A yepreskeniedinhi® dzf || NE
accompaniments and how they constitute part of the performance decisions.

Thethird main categorwasthe old German tradition of the eighteenth and
nineteenth-centuryBankelsanget® TheBankelsangewere weltknown itinerant
performers who travelled with their troupt various festivals and sang different tales. The
text of the chosen talewaslurid most of the time, narrating crimes, misfortunes, battles
and human disasteand their presentation was meant to be realistic as if they were

historically informed?* The melodies were inspired by familiar melodies, or from the

*7Ibid., 47.

*8 |bid., 48.

59Wells,The Ballad Tree: A StudyBiitish and American Ballads, their Folklore, Verse and Music, together
with Sixty Traditional Ballads and their Tur@®9, 211214; Porter'S G | £ @ & . I £ f || RPE

€0 Wells, The Ballad Tree: A Study of British and American Ballads, their Folklore, Verse and Music, together
with Sixty Traditional Ballads and their Tup2k1.

®1 Shepard;The Broadside Ballad: A Study in Origins and Measatg

®2bid., 54.

BDNI KFY W2Kyazys 9ONARO {IYaAI | y-BndROthOK ¥ @i iBEeBISsE LISNI S& =

Online,assessed Mat5, 2022,
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001
64 Ssammy KMcLean The Bankelsang and the Work of Bertolt Brett 20, 23.
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TheBéankelsdngeand his troupe carried with them props, suchadsench, a
pointer, picture sheets illustrating the story antlusical instrument(s), most commonly a
hand orgarf® 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 gfltdtewhich was
then introduced by the singer, accompanied by the instrument. This sort of environment
O2y AydzSR I G4SNJo6e GKS NBad 2F GKS GNRdzZISQa
more similar ballads, while in between the hand organ was fillinggamg, often by playing
more sentimental song¥.
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,misch
will illustrate text translations but also images that correspond to the text meanings of each
ballad. As in the case of tligAnkelsangeand his troupe, this staging idea supports the
atmosphere of each story and provides the audienc wktratools that will help them to

better understand the plot.

2.2 Literature

As already seen, Englismguage ballad tradition had an impact in the development of the
nineteenth-century Germanballad.Many of the Romantic German writers, such as J. W. von
Goethe, G. A. Birger and J. C. F. von Schiller, were inspired by English poetry and English
oFffl RAY y20l of Ossiatt YRa . & 14 BIRIKS NREByEQaRAntieSIND & Q &

AsAB..  OK SELX I Ayaz ty | aadzyLiiazy GKIG Oy 6S YIRS NB3
they were a result of improvisation and ideas emerged from people who were highly imaginative. Albert B.
Bach,The Art Ballad, Loewe and Schulfedndon: K. Paul, TrenchNbner & Co., 1897), 34.

5 McLean;The Bankelsang and the Work of Bertolt Bre6ft

1 R2f F { LJ Y S Nie déutsdig \olkskuiade yva(B2rlin: Herbert Stubenrauch
Verlagsbuchhandlung, 1935), 45ioted in McLeanThe Bankelsang and the Work of Bertolt Bre€tatris:
Mouton & Co. N. V., 19723.In the eighteenth century, Vienne&inkelsangvas 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 singitg_ean,The Bankelsang and the Work of Bertolt
Brecht 9, 15.

®7bid., 17, 18.
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English poetryReliqueswhichwas published in 1765, includes English and Scottish ballads

FYR KFER Iy AYLRNIFYyG AYLI O Mayy ofitie$extDd NY Iy 0 |

0K24aS olftfFR&E FNB {O2G0AaK 6adzOK a WIORSI NRQ

borders, their history, topography, and poetic traditi&hThe 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 wereidensd the regions of the border ballad.
Scottishliterary poetry emerged during the fifteenth century amdten interacted

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

and alternative realities whichwyith the addition of the nature element, created an

imaginative concept that stimulated many Romanfit$heir textsoften referto

supernatural themes, riddles and spelsid presenthumansassociatedvith unearthly

ONBI GdzNBad 9EI YLX S& | NB CNJ yrheiEagliswand Bogulat KA £ RQ

Balladswhich was published by the end of the nineteenth century and inclddhesnas

RhymeyTam LinHind Etin Clerk ColvillThe Great Silkie of Sule Skearyd The Queen of

9f Ft I yR O Bhikewise drhldati &red closely linked with the supernatural component

are the Danish ballads.
Twodistinctive movements within literature thamerged in Germany during the

late eighteenth centuryvere Volksliede(folk song) and@&urm undDrang (storm and

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

Gottfried Herder and hiStimmen der Vdélker in Liedeivoices of the people in songs

(1788y b0 = | f 2 Y ReliquéES Kt RNIDe GaA Iy A FA Ol yi Ay Tt dzSy OS

towardsVolkslied’? As Andrea LindmayBrandinotes, this new turn towards folk materials

can be explained by the combination of the Enlightenment interesbltecting and editing

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

®ct SYYAYy3d Do ! yRSNESYZ WhNIf ¢NIRAGAZY Ay 9y3flyR AY
Flemming G. Andersen, Otto Holzapfel, and Thomas Pettitt (Gtie. Ballad as Narrative: Studies in the Ballad

Traditions of England, Scotland, Germany and Denf@adknse, 1982), 5®Quoted in Nick Groong§ ¢ KS . | f £ | R
and Literary Antiquarianismin The Making of Per€y Reliques28, accessed Sep 12, 2022
https://doi.org/10.1093/acprof:0s0/9780198184591.003.0002.

®Wells,The Ballad Tree: A Study of British and American Ballads, their Folklore, Verse and Music, together

with Sixty Traditional Ballads and their Tungé76.

OporteeSG |t ¥ a. FfflR®

1 Ibid.

2 Anneliese Landadihe Lied: The Unfolding of its Sifilimited States: University Press of America, 1980), 59.
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German nationalism as a political movemeénK A OK W02y OSYy i N} 6§ SR 2y Od
scientific and intellectual interest in history, tradition, folklore and popular language as a
aedyvyoz2t 2F GeLROIt DSNXIYyySaaoQ

During this periodserman poetrywvas also exploringew ways of experiencing
emotions.Sturm undDrangand its turbulent characteemerged as a way to provide the
L2SGa 6AGK (GKS LRaaArAoAftAGe 2F SELINBaaAy3d Ly
SELINB&&AA2YQT Al 61 & GKS YSRAdzy wOIF LI oO6ES 2F |
poet so that others could understand and sh&é & LINA @ 1 S* 22& 2 NJ &2 NNR

2.3 The emergence of the Romantic ballad

In the nineteenthcentury German artistic and literary theory, theS N Wo lF £ € F RQ &I &
Fa Wil NASNI SLIAO (GeLlSa 2F LRSUNEZI YR SALISOAL
1YyAIKGAS "RPROSYVIGE@NBASELX I AYSR & | &az2y3 (KI
RNJ YI Y2 NB ©Basey onfaccdmdpliSHedieXaindles by composers of the, time
Gustav Schillingave the following expanded definition of the baliéd

X ¢KS YdzZAAOIf O2YLRaAlA2yEI gKAOK ¢S | NB

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 specialimase

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

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

FANRG (2 0O02YLI2asS . NNHASNNRa a[ Sy2NBEd | Aa

B Andrea LindmayBrandl,d ¢ KS a2 RSNY Ly @Syidiazy 2F (GKS WweSy2NX ASRQY
Lied Setting Early Music History82 (Cambridge: University Press, 2013), 123.

"“Margaret Mahony Stoljag ¢ KS | &S 2 F t 2 S ME Rolfy &d 8oikgSn Lata Bghteehth { 2 v 3
Century Germany: A Study in the Musical Sturm und Otaorglon; Dover, N.H.: Croom Helm, 1985),197
Translationisminch NA IA Yl f GSEGY WINI 0SNBNI SLIAAOKSNI 54A0KGdzy 34
¢CKFEGSY | dza RSNJ wiA G iSNB St G JohaonDgaigkslzligedein&® Thatled&t ¢ G Sy =
schonen Kiinste in Einzeln: nach alphabetischer Ordnung der Kunstworter auf einander folgenden, Artikeln
abgehandeltvol. 4 (Leipzig: Verlatj794), 113.

BThNAIAYLFE GSEGY W5AS RSdziadOKS . I ffF RS yNKSNI &A0
a2 RIG YIFyYy aAS KAY dzyR 6ASRSNJ &2 3 NandydapadiRdeS . NKy
gesammten musikalischen Wissenschaften, oder, Univees@ton der Tonkunstol. 1 (F. H. Kéhler, 1835),

413.
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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; tieatest master
among them was Zumsteeg, from whom a not inconsiderable
number of the most excellent ballads were published, including
G SYy2NB¢ F2NJ 0KS aSO02yR GAYS X !'yR az2x
composers, Loewe is the only one who knows how to writé skill
in this style’®
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 Pliddemann (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 wdg arpioneer).
The ballads that have appeared since Loewe have too much of an
AYYSNI F FFAYAGE gAGK GKS [ASR® 9@0Sy &a2YS
YR [Aal G6Qa 3INBIG olfflFrRaE Olyy2G 0S8 02Y

accusation; strictly speaking, they are albtgrical, too sondike.”®

8 Translation is mineh N& 3 A y [. Die mu$kaliécke Cérapdsition derselben, welche und hier besonders

angeht, hat im Ganzen nichts Eigenthiimliches: sie muf3 wie alle Vocalmusik dem Gedichte vollkommen

angemessen senn. Diejenigen Stanzen, wenigstens den meisten, eine besondere Musik uhteegetay

misse, sind vorziglich Schuld daran, daR® wir die B. nun fast ganz zur Seite gelegt haben. André der Vater war
RSNJ ONARGSZT RSNJ . NNHSNDRA& [ Sy2NB¢ RdAzNDKI dza O2YLRYANIL S
wer eine kraftvolle, gelaufigeland im Pianofortespiel hatte, der vermochte wohl, mit dem Sanger, bessen

Lunge hier seht in Anspruch genommen wurde, zum Vergniigen der Zuhorer sein Scherflein beizutragen. Ihm
folgten mehrere Componisten in diesem Style; der gréRte Meister darunter wast&eg, von dem eine nicht

dzy 6 SGNNOKGf AOKS »%lF Kf RSN g2NINBFFt AOKadGSy . FtflRSY
RAS&S I 06SNJ AAYR aSAYS GO9NBFNIdzy3esr a{SKyadzOKi¢3zx dzyR
¢ I dzo Sy K khyzynesteeg ist-die Zeit der gréReren Ballade bei und immer mehr verschwunden; auf einen
bleibenden Werth dirfen unter den jingeren nur die Balladen von Seckendorf und Goéthe rechnen, deren
meisterhafte Musik auf die erste wie die leRte Stanze paRt, wied. d¢ WA G G SNJ hf dzF ¢ 2 G RSNJ 9 NI
unter den neuesten Ballade=Componisten auch nur Lowe der einzige, der in diesem Style mit Geschick zu
A0KNBAO0SY ¢Bdydopadie depkshrhniteh yhdsikalischen Wissenschaften, oder, Uriexisah

der Tonkunst413.

Pe¢NI yatltiAz2y A& YAYS® hNAIAyYyLE GSEGY Ws5AS . IffFRS A&
Arten der Poesie, namentlich fundamental verschieden vom Liede, und dieser Unterschied pragt sich denn

S
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The answer can only be in the negatk&®evenge 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, baiis never such a ballad

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

understood the poenXLy G KS WIONI {1l yA3IQ>x | asSyasS 27

so strongly that it powerfully pulls everything downants 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 being$?®

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

usefuli 2 SEIFYAYS (KS GSN¥Y WwaSyNBQr 6KAOK RSTAYS

art®/ F NI 51 Kf KI dza yz 6Sa GKIFGd GKS 3ISYNB NBTSNNF

FTSSRAYI 2y (KS KAZG2NAOIt &dzoadlyO0S 2F (KAa

auch bei echten Balladen, als welche wir einzig die von Loewe (Zumsteeg war nur Bahnbrecher) bezeichnen
mdchten, deutlich genug aus. Was seit Loewe an Balladen erschienen, hat eben zu viel innere Verwandtschaft

mit dem Liede. Selbst einige grossartigelB&ISY { OKdzo SN Qa > { OKdzYl yyQa dzyR [ A2
YAOKG 3yl FTNBAI dALINBOKSYy> aiGNBy3dI 3Sy2YYSy &AYyR aias |
320.

BO0¢NFyatl A2y A& YAYS® hNAIAYIE GSEGY Wb20K KSdzi S &0 NJ
RSy +#2NJ dz3 OSNRASYySyod 5AS CNI3IS SANR Tl falOK 3SadasStt i
oder ist er es nicht? Die Antwort kamur 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 Aufreguaiich ein

Abbrechen und enttduschtes Erwachen. Aus dieser elementaren fluth konnte eine Ballade auftauchen, aber

nimmer ist sie selbst schon eine solche. Hatte Schubert sie dafiir gehalten, so hatte er einfach das Gedicht

nicht verstanden gehabt. Warehchte, dal dieses Stiick 1815 geschrieben ist, wahrend einer Zeit, da er

3SNI RS RAS YSAaiaSy . ItfFRSYy O2YLRYANIGS® DAoG Sa 1 6Aa
auRBere und innere Verwandtschaft? Vollends wird man nach irgend einem aneaagnastklingenden Zuge

vergeblich suchen. Den reitativischen Schlul? kann man nicht dafiir ansehen; recitativartige Perioden kommen

auch sonstinseinenvdlly NA 4 OKSy . STFNy3aSy @2NX LYy RSY ydaNJ dzy SAy
der Uberhauptein E NNBA OKSa DS3ISyoAfR 1T dzyY WONI Il yA3aQ 6ASGSGY S
FSKYSYyRSa !dzFF GKYSYy> SAYy 6SKYNGKAISA wSAIASYy dzyR { OKg.
Drundempfindung so stark vor, daB sie allmachtig Alles iniI&&T3 KA Yl 0T ASKG®Q t KA ALY {
Musikgeschichtliche Aufize (Berlin, GebiXder Paetel, 1894), 427, 42&cessed 9 Oct, 2023
https://www.digitale-sammlungen.de/en/view/bsb115570387?page=, 1.

BIWA Y { | Y& 2 ¢ibve MiBiS gridgccéssedSepl3, 2022,
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@&-0000040599
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aimed to make it understandable to the listenéfdzor instance, if a piece of music was
OFftf SR W. I NOFENRffSQr GKSYy AdGa GAGES NBLINB&ASY
this case 6/8, accompanied with a distinct rhythm portraying the movement of the $oat.
| F gAy3 &FAR GKIFIGX 51 KfKlIdza KlFa |faz2 RS&ON

ISYNB YR K2¢g AYLRNIFYyG AG Aa NBIFNRAyYy3I GKS
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 perceive® thuthor as a musical

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

y20G G2 FolyR2y (KAa y20A2Yy X !'yiAlS adzy

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

manner of speaking, is overhebby the audience. Listeners are

essential to the ballad, but incidental to the Li&d.

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 distinguigHesm 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 amposers

Duringthe same period, therevere three Schools which were particularly important, as

they opened the way to the development of the nineteestthntury art song and,

82 carlDahlhausEsthetics of Musjdrans. William W. Austin (United Kingdom: Cambridge University Press,

1982), 15

8Blhidz mMpT al dNAOS Wod 9@ . NB gy GroyeRlusit OligelSdedse®ept3 | | YA T (2
2022, https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@-0000002021

84 DahlhausNineteenthCentury Musi¢United Kingdom: University of California Press, 1989), 105.

8 Ipid., 105.
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specifically, the ballad. These were theatled First and Second Berlin School and the
Swabiarf® Franz Benda (1768786), Johann Friedrich Agricola (1724¥4), Carl Heinrich
Graun (1702771), and C. P. E. Bach (1-2788) were four of the most influential song
composers othe First Berlin School 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 example§such composers: (1) August Bernhard Valentin Herbing
(17351766) and his collectiollusikalischer Versuch in Fabeln und Erzéahlungen des Herrn
Professor Gellerlss ¢ KA OK O2yaAaidSR 2F Waidz2Navwe® | yR FI 0
LISNKI LJA GKS RANBOGO FyidSOSRSyd 2F GKS | NI . Ff
(2) Christian Gottlob Neefe (174898) and hiSerenaten beim Klavier zu singehich
demonstrated the idea of altering the accompaniment in a way that would support the text
andwould be of an equivalent importance to the vocal lifle.

bSSTSQa ARSI g1 a LI NyuwOwas furtddrdevelbpedoi2 NI | y i
the Second Berlin Schodlhethree most significant composeds the Second Berlin School
were Johann Abraham Peter Schulz (1-2800), Johann Friedrich Reichardt (14824) and

ax

Carl Friedrich Zelter (175832). Reichardt and Zelter, specifically, demonstrated a
willingness to explore compositional possibilities that were more advanced than renedg
known strophic form; for example, Reichargied tripartite formand gave an important
role to the accompanimerit By the same periodinotherapproach of composing vocal
music developed in the southern part of Germattywas the Swabian SchoolStuttgart

and its pioneer composet®hann Rudolf Zumsteeg (1#6802), Christian Friedrich
Schubart (1739791) and Christoph Rheineck (17487)8° The composers preferred texts
from North German poets such as Birger and Claydmisvell as from Swabian poets such

as Schiller.

86 K S NJ Yhe Bajfabde ofiEighteenth and Nineteexitentury Germany: A Useful beglected

Pedagogical Tobl¢ SehorZ ¢ €S { 020 GA AKX 9Yy3ITAEAK 3 b2NRAO ol ffl RaX:
87 bid., 26.

8 |pid., 27, 28.

813 {OK2NAR Of NATASaA:X WGKS GSN¥Y waldkz22fQ Ydzald o6S I LJ
F2ft26 02YY2y VYdzAAOlIt YR | SAGKSGAOIE LINARYOALX Sa Ay
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Even though the Swabian School was more independent of rules and doctrines
regarding the relationship between music and t&ki, was influenced to a certain extend
by the Berlin Schoolandtheir idea of setting music with one general mood rather than
expressing every word of the teXtCompositions bygchubart and Rheineeklepict this
ideawhile Zumsteeg adopted ththrough-composed style?? As Sheranian explains, the
experimentation with the througtO2 YLI2 a SR | LILINR I OK 2FFSNBR wWaiil
oFrftfFRE SAGK SKAOK WIiKS {1Se@02FNR aadzySa 3INEB
experimentation, naturally leading to compositioosgreat imagination and influencg.n
YodzY & G S S 3 @ampas&d®|ads, ke piano parts are so detailed that are able to
express a variety of moods and effects of the ®t,a ¢St |a Wiz NBFE SO
both the overall mood and the individual words, without thereby neglecting a true
Ol y (i I°Zuristéeg kiad the ability to switch from recitative and melody and vice versa so
that the dramatic narrative is emphasised | YR KA & LAY 2 | O0O2YLI} yAYS
FYR 2FGSy 3ANARLIAY3A o6& GKS adlyRI®NRAE 2F GKS C

9 Rules and doctrines referto one of theS NI A Yy LIND K H2 1084 W{ I yIolI NI SAGQ 6KAOI
YSIyid GKS WwOf 2aSySaa Handdn 8y SchvaaiidrRgbarkeit/ Populadizi uan® & Q

Kunstlied: Studien zu Lied und Liedasthetik der mittleren Goethezeit 184@d(Regensburg, 1965), p. 19,

quotedAy { OK2NERI a¢KS {O200A4KX 9y3IfAaK 3 b2NRAO olftftlR
91 According to Schors, one general mood derived from an important major characteristic ®toed Berlin

Schod = WW{ LN} OK&A]1SLIAAEAQ 0a0SLIIAOAAY 2F aLISSOKOLX | LIKACT
and August Schelling. According to this philosophy, the medium of speech was ambiguous and incapable of

exact communication. Thus, it was believedttbnly 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 certadti@min order to obtain
A2YSUKAY3 GKFG 61 & WLISNFSOG yR O02YLX SGS 1a | gK2tSQ
determined their leading principles of composition: a melody which followed the natural ductus of speech, a

rhythm that wasdetermined by natural declamation amgmost importantlycG KS | @2 A Rl yOS 2F G2y
Schors statementisbased S NK I NR *2Y 1 2F¥S>Y " D2SGKS& DSRIYy(1S SAySN
. SANNYRdzyd AY YdzZAA]INaAGKSGAAOKSY 5AFf23 YAEne®wSt 0§ SNY =
Symbolik furs Ohr: Johann Wolfgang von Goethe: Lyrik und Kfuaikkfurt am Main, New York, 2002), pp.

19¢42,pp. 267> ljd2Gi SR Ay {OK2NBRXZ da¢KS {O24GAaKs 9y3IftAakK g b
2Ddzy i SNJ al A SNE & %dzy & (i S S IGraveMizdic Ohlinds$ess8dsFebW2, RORY Y wdzR2 € F X .
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@&-0000031067.

931 K S NJ yhe Bajflade ofiEighteenth and Ninetees@tentury Germany: A Useful but Neglected

Pedagogical Toblé H @

94 HsiaeYun KungCarl Loewes Goethéertonungen: eine Analyse ausgwahlter Lieder im Vergleich mit der

Berliner Liederschule und Franz Schufarburg: Tectum, 20036,accessed Oct 13, 2021
https://www.google.co.uk/books/edition/Carl_Loewes_Goethe_Vertonungen/2KUDn4JtVdY C?hl=en

®al ASNE d%dzyad $S3 % derovgd MuScSORIBd@ssesSedrEebyL Y, 20R1dzR 2 f T X €
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@&-0000031067.
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hyS 2F GKS O2YLI2aASNAR 6Kz ¢éla FGaGNI OGSR
gl & LI NIOAOdzZ F NI & Ay¥FtdsSYyOSR o6& w%dzraidiSS3aQa
use of recitative, rhapsodic form, and the overall ability to capture the mood scatively.
Schubert tried to follow these techniques in his ballads, especially those ballads composed
between 1811 and 1816, and namélagars KlagéD5),Lied der Lieb@109) Nachtgesang
(D314) Ritter ToggenburgD397) Die ErwartungD159) andskolig(D507), ballads that
Zumsteeg set to music beforehafitlAlongside Schubert, scholars refer to Loewe as the
20KSNJI O2YLI2ASNI K2 gl & YdzZOK®Amokddaded OSR 0 @

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

= W

oe

dzy

»d

FLILISENB (G2 26S YdzOK 2F KAa &adiDSAGKANSRDINMAT S

to blend strophic and repetitive style with moterough-composed approacbf different

scenes, various sound worlds accompanied by recitative and arioso settions.

al ASNE @G%dzyadS$S3 w¥kdzy {i(SSd@p OK e & NEfoye MudldOBIE € T w20 S NJ

assessed Feb 14, 2021
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@-0000025109.
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Chapter 3: Performing ballads: interpretative
strategies

All of the ballads presented in this thesis have very dramaticiarmbmecases
unpredictable narrativesthrough which the listener experiences not just a moment but
rather follows a plotAs Mieke Bal notes,

anarrative textis a text in which an agent or subject conveys to an

I RRNBJaasSS 6aidStfaéegd GKS NBFRSNE OASoSNE

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

combination thereof. Atoryis the content of that text and produces

I LI NOGAOdzE | NJ YIFYAFSadl A2y AyFtSOGAz2ys

fabulais a series of logically and chronologically related events that

are caused or experienced by acté?8.

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

AdzLISNY F GdzNF £ AaY YR Y@alSNEBEX WIHdzZRIOA2dza G € S
FILyalradao | yR R deruyafive qualifies i albaldd afedlonded with epic,
dramatic and lyric elements. All the evolving dramatic situations of the text are traced by a
WASNAFGSR YdzAaAOlFIt &adNHz2OGdz2NBEQ gKAOK AyOf dzRSa
OK I NI O repvasentatidn, & wéll as their dialogif.In Lied, contrastingly, there is
WneallLJIS NI A @S Y22R RSNPPERITORY| (K8 {RBYDOOQA
NEO23dyArasSa { OKdz SNI Qa W9 that thdreg/is\abssic fedlinglthat] A SR
prevails so strongly that it pulls everything down into its depths, something that does not

characterisea balladt%4

100 mieke BalNarratology: Introduction to the Theory of Narrativith ed. (Toronto: University of Toronto

Press, 2017), 5.

VIYNF gAGGE a¢KS . FffFR a /2y0OSAGSR o0& DSNXNIYAO /2YLR
192bid., 501-502.

033 adlrdSR 0@ 9¢ Cod YNIQGAGGT FaadzraAiy3a GKIFIG GKA&A 204a8$8
his first volume of ballad8alladen und GesangBlurnberg: Wilhelm Schmid, 1892), iii. The discussions by
Pliuddemann in his books of ballado¢wortandNachworh +F NE 2F 4GSy Y2ad AyadNuzOiGA D
this sourcelbid,p nm® al NIAY tf NRRSYlIYyyYy ¢Fa FyR FRYANBNI 2F [ 2
works.

V4 Translationisminea NA Ay GSEGY WLY 9ONIl1lyA3 sl fdSiG SAyS DNH
lfftSa Ay AKNB ¢ASTS KAyl ol A SK ivosikgeschichRdheNamize 42K aSAy

wm W
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Fabulahas an equally important role in a ballad. As Bal adds, the key elements of
fabulaare theeventwhich defines the place(s) where something happens and their
alteration, and theactor(s)who can be a person or any medium that is part of an eveéit.
O2dzZ R 06S alAR GKIFG GKS | OO02YLleywehtsfitheét 2F [ 2S¢
singer represents thactor(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 meang®¢ KSNEFT2NBE>X 6KSY LISNF2NX¥YAYy3I [2S6S5SQa
the time, is so rich that it can establish battientandactor(sE I Y R LI NI A Odzf I NI ¢
emotional state.

The narrative qualities have implications for performance. As Shepard comments,
G§KS &A3IyATAOmghdedof did§ibgh 3 & R2 W 21K0% K@hankeSof G SE G @
singin 4a2YSK2g O2NNBAalLRyRa (G2 GKS aY2RS 2F LINB
and are closely linkedtoth@ f f  RQa OK I itdise of Solex unfoldingd |  dzS =
narratives The text is important, buthe focus should be on how the performance can
communicate the textunfold the charactebehind 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. Declamabry style
LY YdzAAO0X IYyR &aLISOATAOFftfe @20Ff Ydzaa O RSOf
0SG6SSy @GSNDBIf aidaNBaa FyR YStE2RA®BtaDOSYld Ay

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

105 B3I, Narratology: Introduction to the Theory of Narratj\&

1061 pewe 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 fundaralesitn 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 Burn&@tmpany oPianogKent: Finchcocks Press, 2004), 53.

107 Shepard;The Broadside Ballad: A Study in Origins and Meag

8h gSy WIEYRSNI YR ¢ A YGravd MEicONBeasses&s&IO@tt LY 20524 2 v T ¢
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@-0000007369.
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exaggeration of speech and gestuf€%Declamation is closely linked to rhetoric and its five
stages as formed by Greek and Roman writers, such as Aristotle, Cicero and Qdiftilian:
Inventio(invention of the idea)dispositio(presentation of the idea as an argument),
elocutio(elaboration of the idea with stylistic feature®r example tropes and figures of
speech)memoria(the commitment of speech to memonypronunciatio(delivery which
aims to teach, delight and move the listenét) The most significant stage that involves a
strong connection with declamation pgonunciatio.

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 nineteentiry
vocal performancé’?but there were some tensions with other kinds of performance
LN} OGAOSad Iy ¢l aasSts SEI YAYA-¥830) ddBivglbw] & 2y
Leopold von Sonnleithner (179873), argues that the declamatory style was equally
prevalent in this peod as the lyrical way of singing Lied&! & aSSy Ay =+l y ¢l ada
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 exaggerategy 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
LINAYOALX Sa 2F RSOt YFGA2Yy 0SAYy3 AAIYATFTAOl Yy

emerges from the writings of the composer himself and the reports of those arbimd**

W5 NIAY Yydza(sS Gmedbosddg !50NZ dvii SwA QKR NR 2 | A9hEhidny / NS G A
Music38, no. 3 (Spring 2015): 225, accessed1lB2024,

KUGGLIAYKKGG6DP2ai2NWP2NBKAGF 0t SKMANPMPHPKYOYDPHAMp Poy Po dH
2y G KS 9 IEMNE Musitl2iro.y4 2ND\E 1984): 47273, accessed Jdr, 2024,

http://www.jstor.org/stable/3137976.

110BJake Wilson, George J. Bueljdwy R t SGSNJ | @ | 2 & (i Grové MuKiSGhith&kskeSsed OftR  a dz& A C
12, 2022. https://doi.org/10.1093/gmo/9781561592630

2 xt a2y Slioltdr awkKSGEi2NAO FyR adzaAO¢T bAl 9ftATFO6SGK
DAGAY3I W[ATFTS (2 GKS b23SaQ Ay a2l FNIUa {2ylFdlFa F2N %,
2007), 5.

W2EricVan Tassél, W{ 2 YSGKAY 3 | GGSNI & bSgQY [AaGSYyAy3a (G2 { OKdz S
Early Musi@5, no. 4 (1997)702-714; MarthaElliott, Singing in Style: A Guide to Vocal Performance Practices

126:159 (New Haven: Yale University Press, 90B6iott, Singing in Style: A Guide to Vocal Performance
Practices160-193.

WyanTassey W{ 2 YSGKAY3 | GGSNI&@ bSgQY [AaGSyAy3a G2 { OKdzo SN
704.

14 HanzlikCarl Loewe Balladenschule (Carl Loewes Singd Vortragslehre) Nach den Quellen

zusammengestellt von Karl Anton. Neu herausgegeben, nach dem Manuskript desHttirgted in Halle, im

Auftrag der Internationalen CatloeweGesellschaft1-100.
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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

ManuelD I NONS¢gQali NBI G6AasS 2y GKS NI 2F aAy3aiay3ay B

with examples and exercises for the cultivation of the v(ii880)**° Declamation was also

RA&0dzaaSR Ay SI NI ASNJ & Anfralitcyior to theNdst bfSingm@*a = 4 dzOK
D I NMB0506)7 name is often met in studies related to nineteertantury

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

LISNF2NXI yOS LN} OGAOSa INB Of2asSte ftAyl1SR G2

particularly enligntening!'® Garcia 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 quateefer to the importance of the deliberately powerful

pronunciation of consonants?

SManuel GarciaD F NDAF Qa bSg ¢NBFGA&AS 2y GKS I NI 2F {Ay3IAy3yY
Examples and Exercises for the Cultivation of the \(Bston: Oliver Ditson Compari$87-?]).

116 First publication was in 1757. J. Friedrich Agricisimoduction to the art of Singingl757) ed. and trans.

Julianne C. Bai@Cambridge: Cambridge University Prelg95, 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). Garcia, even

though a contemporary of Loewe, developed an acadestatus that had an impact on the nineteenth

century singing world. Although the origins of the two men (Loewe in Germany and Garcia 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 autobiographites that when he was young, and influenced by his eldest

brother, used to study the Italian school method of singing (Vincenzo Maria Righini). Garcia, on the other hand,

was the son of the renowned tenor bel cantoand singing teacher Manuel del P6pulo Vicente Rodriguez

Garcia (1778.832). Both his father and his sister, Maria Malibran (:8886), built great careers in Italy

where they inherited the Italian singing style, and which Garcia (son) tried to devetnmthhis research on
LIKeaAzft23ed | LINAE CAGTfe@2ys IGHR Mitic O8idessessel Rov a0 A = & DI NJ
2023 https://lwww.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@&-90000380458Loewe Dr. Carl Loewe's Selbstbiograpfi@mn T WF YSa wl R2Yai1 Az
a |y dzS Grove MusE ©nlinessessedec 7, 2023,
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@&-90000380457Radomskid 9 & G | 6 f A &a KAy 3 11811) arNFaly NBI281)ENRK & O My 1
in Manuel Garcia 17'#4832: Chronicle of the Life of a Bel Canto Tenor at the Dawn of Romaii@oiford:

hEF2NR | YAOBSNEAGE t NBa&dzZ wunnn0X wmnnrAS NG ENOERGI K C2ND S
Online assessedec 72023,
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@-0000017547{ A Y ASNE LI} OS> dGal ydzSt DI NOAI LLY ¢KS a4/ 2
https://singerspace.com/articles/introductiothe-singersdilemma/, [accessed 7 Dec. 2023].

118 peres Da Cost@ff the Record: Performing Practices in Romantic Piano P)a@4d95.

WGarciaDl NOAF Qa bS¢ ¢NBIFIGAAS 2y GKS !' NI 2F {Ay3IAy3ay | /[
and Exercises for the Cultivation of the Voice
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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/

XX F aidRRSyil akKz2dZ R O2yaARSNI GKS &
O2yaz2ylyaaTtT X 2SS gAft y2¢ adlidS dzyrRS

consonants should be forcibly pronouncédistly, in order to
surmount any mechanical difficulty of articulatisecondlyto give

strength to the expression of some sentimetttirdly, to render

g2NR& FdZRAOES Ay fINBS odzAf RAy3a X 9E LN

weight and strength given to articulatio@onsonants express the

force of a sentiment, just as vowels express its natieare always
impressed by words strongly accentuated, because they appear to

be dictated by some acute passion; and of course, the most
AYLRNIFYO ¢2NR aK2dzZ R NBOSAGS (KS
necessity for being understood, generally causes a speakay @ |

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 sontf®

' y20KSNJ SEI YLX S Atw@mpbdubdiophichists RSTFAYAGAZ2Y 2F

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 gigesater
vehemence to bursts of passiéfi.

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

waettloAOFGAZ2Y S 3 Nkguaederdih bf vdicezthimbrasisigong |

A = 7

I OO0SyiGas aA3daKazr SELINBaAaABS yR dzy SELISOGSR

St S iSRQ RAOUAZ2YT I'yR KS FRR&a UGKIFG GKAa

a i

aGNRY

w

e

and with strong acting characteristi€®! f £ 2 F DI NONIF Qa &adzZa3SadArzya

with strategies that musicians use évokemusical sentiment. Articulation and tempo

120GarciaDl NOAF Qa bS¢ ¢NBIFIGAAS 2y GKS !' NI 2F {Ay3IAy3ay |

and Exercises for the Cultivation of ¥eice 45.

2lGarciaDl NOALF Qa bS¢ ¢NBIFIGAAS 2y GKS !' NI 2F {Ay3IAy3ay |

and Exercises for the Cultivation of the VoS

22GarciaDl NOAF Qa bS¢ ¢NBIFIGAAS 2y GKS !' NI 2F {Ay3IAy3ay |

and Exercises for the Cultivation of the Vpi&
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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.

' y20KSNI I LILINRF OK NB3IFNRAYy3I RSOfFYIFGd2NER ai
which was patrticularly focused on German songs:

SALISOAFfte AF KAa waAy3aISNDRae RSAGAYFGAz2

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

elocutionary tuition will advance from a purely physical training of

the speakingprgan to a precise instruction in the gtture 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, willtexd to the

development of plastic and mimetic aptitudes, to meet the

requirements of each dramatic actid#®
Thisapproach 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\aatnge 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
SchrodetDevrient (18041860) who was admired by Beethoven, Schumann, Mendelssohn,
Wagner and other$?* Compared to other singers of her time with more lyrical approach to
singing, SchrodeDevrient was characterised by her powerful dramatic performances. Her
exaggerated expressiveness was a result of her use of declamation and acting skills and

muchless® KSNJ G2yS | OOdz2N} Oéd LYRSSRI | SyNE C2i(K

123 Rjchardwagnerw A OK I NR 2 | Wofks dditedl and teRsiated by William Ashton Ellis (London: K.
Paul, Trench, Noner, 1893)185.

2aW2 Ky 2 | NN SIS NR{SFHINIoR'SN  { O®Brovg NUSINGhIhassessedkDed 10,428 = ¢
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@-0000025090 Elliott, Singing in Style: A Guide to Vocal Performance Pracitige468.
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were delivered without any care, save to give them due force. Her execution was bad and
KSIged ¢KSNB gla Iy FANI 2F AGNIRY FyR &L} aYy
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!®®] A4 RSt APGSNE Ay Of dzZRSR &iNkariRlief AGK2XSy Gas
SaaSyuAalrto 2NYIFYSyGaQ gKAOK ¢ SREndMEBsEdoNRSR | &
Ay Of dzZRS Wi I NESNJ NK@ GKYAO khoddetyd@adritaddhds Y LIK I (A C
crescend@nddecrescendothe mezza vocand portamentg legatoandstaccatoS 1 O Q 6 dzi
Ffaz2 WFNBS LI aal 3 faritre Bz &/ SHIHKE { SEKSINI+2 Y XQfal NI7
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, Sonaléd y SNJ LISNODSA QPSR aAy3IAy3a RSOt YLl
SELINBaaAz2yQ (GKIFG YAIKG WAYLISRS (KS Ft26Q 27
{ OKdzo SNII Wg2dzZ R y2a 2 WiNirlioQhe le&stSdeviafiohi@ K Sa i |
0SYER 0Q
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
O2YYdzyAOF A PGS SyRod {2yyfSAGKYSNRa | NBdzySyid |
idea of the dominance of Schubertian Lieder performance style in subsequent inusica
Odzft G dzNBE 6 KAOK KIFa 2F4GSy f SR LISNF2NXYSNE AyO2N
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 researclegdirom the evidence

125Henry Fothergill Chorle, ¢ KS |, S NJ MmyoHY DSNXKHNBHBRBISNBI N QO @& h PRE ¢
(United Kingdom: Hurft & Blackett, 1862), 56.

126Tasselg W{ 2 YSGKAY3I ! GGSNI & bSsQYy [AaldSyAy3a (2 { OKdz SNI
27\walther Dirrd { OKdzo SNI YR W2 K| yy édthdDentus/MusiSzna. 2 M979)12% S | LILINI A
128.

28¢NF yatl A2y A& YAYS® hNAIAYyLE GSEGY W/ yR Tdz RSy o684
Manieren gehoren theils alle jene einzelnen Vortragsarten, die wir oben, in dem vorhergehenden Capitel,

bereits entweder als groRere rhyth mische odes anphatische Accente kennen lernten, wie accelerando und
ritardando, crescendo und decrescendo, das mezza voce und portamento, ligato und staccato etc. *), theils
0StAS0A3S w2dz F RSy > [ Ndzf SNJ dzy Rusikafisghe Dyharik odefdié tehr® K S CA 2
vom Vortrage in der Musi{Cassel: Krieger 1843), 254.

PTasselg W{ 2 YSGKAY3I | GGSNI & bSsQY [AaldSyAy3a E&E#04{ OKdzo SNI
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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 stylisticesiesn
aSaaldKFItf SNE F2NJAyadadlryoSs y2i0Sa GKIFIG G§KS LINA
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
waSyasS 2F 6 3ISalGdz2NBE X thetBinthdza & aSS [ 2S4S
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 manndvianierer] implicit
in the score'3°
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 atithntoan

achieve the declamatiot?!

3.1.1Modernist and declamatory approaches to

performance

a8 aSSy Ay + 2 fhoughihe &eldmutadf s§IE of SigiSg/vas an important

strand of thinking and performingiedet 0 KS ARSI 2 F LJS NJF 2addortlipggd { OK d
to a specific aesthetic (a nateclamatory aesthetiajominated. In a way, the same idea
NBazylridSa Ay Y2RSNY Ay idSNLINEG édetiohdisglusseszhie [ 2S5 S

comparisorbetween declamatory and moderniperformancewhichdepend

B¢ NI yatl GAz2zy {ddzZa NI hQ I FNF® hNAIAYlLIE GSEGY WSAyYy € SA
flieBende und freie Behandlung der Melodie, die nicht im Widerspruch zu der Deklamation steht, welche

wiederum immer den Text prasent und lebendig gétst, und ein improvisatorischer Gestus ... Wir missen

die Gesangsasthetik Loewes im Kontext seiner Zeit sehen, denn diese Asthetik setzte er ja bei der

Interpretation seiner Werke voraus. Sie hatte einen wichtigen Einfluss auf die Art, wie er seiree Werk
YZUASNLSZ RSy’y’ RAS @2y AKY @2NI dzaEISaSuI usy yal YASNBV\
Yy20iA 8a8BRORI f SNE a/FNX [2S6S 2RSNI RI IANRGS aAda@SNAaL
Blprovided by Carl AntoBeitrage zur Biographie Carl Loew€grmany: Halle, 1919/20), 238 f, as presented

Ay aSaaiKFtSNE a/INX [2S6S 2RSNIRIFa INROGS aildaag@SNmGN
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fundamentally on the incorporation of a more experimental manner of interpretatis.
chapter5 will demonstrate experimentation is associated with the examination and
incorporation of source material which includes early recordings (which are very limited in
[ 2S56SQa OFasSos GNBIF (A aSa pHyscl evltlénsedNdstdefits S Y L2 N
and aspects of the written notation. A more focused view on the modernist interpretations
2T [286SQ4a o0t f I RMeskthaikrHe dtBs/fhatSrianyEoidiads Bf 0 &
[2S6SQa oltfFrRa FYyR 20SNIff NBL®MERINE ¢ SNB
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-Rothantic.
| FeySa RSaAaONAOGSa GKSY Fa WNBaAaUuUNROGAaRYyaQ o6SOl
NBEIFIRAY3I 2F R20GAY3 YR 20KSNJ NK& KA O RSGI Af
adzYYlI NAaSa (KS OKFNIOGSNRAaGAO FSadkKSuAaoOa 27
and strong vibrato, longine phrasing, lack of beat hierarchy, unyielding tempos, unstressed
RAdazylyoSasz ol yR8¥nNd Becshfinges Kidjdescriptiomby Saftingy 2 (1 S & =
that:

a2RSNYy aidefS Aa LINHZRAAKXEZ GKS YdzaAOolFf Sl

O2NNBOlySaade LT w2YFYyidAO LINRG202t 41 a

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

Modern style is the reverse: light, impersonal, mechanidakdl,

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

look for discipline and line, while they disparage Romantic

performance for its excessive rubato, its bluster, its-gadfilgent

posturing, and its sentimentality?®

D2Ay3 ol O]l G2 asa ddarGdniaNcdrdiiySEbenlih LIG A 2y a4 2

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 basdaritone voices and, thus, complete absence of any improwgajesturesThese

1321bid., 17.

BBHaynest KS 9y R 2F 9 Nieé adzzaAOY ! t SNR 2RirstCEMRANY SND& | A2
1341bid., 48.
135 1bid., 49.
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features correspond tsomerecorded examplene of them is¥ ¢ndler Reime®
performed by Heinrich Schlusnus (18B8652) and Sebastian Peschko (19@87) in 193&°

in whichthe focus is on a bel canto purity of line rather than on clear distinctions of colour
andcharactes. The only kind of tempo fluctuation happens in places where the composer
indicated it, for example, in passages wittenuto (for example b. 55 onwards)Likewise,
improvisational features, such as the embellishmentsars@6-77 and later lars84-85 do

not convey the sound of bigbng as they do in théess modernistecording ofLeo Slezak
(18731946) and Manfred Gurlitt (1890972)%" (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. 38l); he interprets differently the quavers by shortening th
end of the bars. Similarly, he pladesf the newD major®® of bar 42 earlier than it is
GNAGOGSY a2 GKIFIGO KS SYLKIFIairaSa GKS KIN¥2ye
creating an asynchronisation with the piano part. However, the attention lies mainly on the
singer and not so much on the piano accompanim@athis 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) 81 S NNderforimedBycDonald Bell (b. 1934) with John

Wustman (b. 1930%° 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

OK

charactersforexampl& | f S&aa WoSIdziATFdzZ Q G2A0S G2 Aff dz

she stops being nice with Herr Oluf and puts a fatal sickness on him), the piano part remains
a wellplayed support. Once again, in the introduction the accompaniment could have
incarporated 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. 2:4) could be separated in a way to show the different directionthefstormy night,

36 dzRgA 3 @Iy . SSGK2@SYys | KN a2 LIKHelnidastusnusledeRBugnE t A S

Volume 2 Lebendige Vergangenheit, 19931 accessed Dec 20, 2023,
https://www.youtube.com/watch?v=qVQtk93dMOM

137| jederoperagreatsy [ S2 {f ST F{T da¢2Y £RS NI deSdrorSS R 2 NIc YRS 6 S

Gt A SRSNERLISIND @ NabcesSail Det B0, 2028ttps://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 recitadd musical examples

B9Kadoguya 52yt R . St f &AyYy 3 dz¢ 0ZBBO-EPE PPREIRSANI 0 8¢ ad i R2EWER HAMcC

accessed Oct 20, 2028ttps://www.youtube.com/watch?v=GIBNkmQzgsk.
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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

the fast and slow speed, and back and forth of the wind, which conclude to the introduction
of the elvest*°They are dancing inaos5-9 for the first time and a clear distinction from the
previous stormy image is necessary; lingering on the last crotchedref treates the

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

appear.

3.1.2 Case studies

| have chosen the following case studiegadicularly appropriateexamples of the

declamatory decision®eclamations an important aspect of the performance practice for

all of the ballads discussed in this research project but | 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 thesacteais. The
discussion includes recordings documenting the evolution of my irgépve 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 | made for my live
performance. In addition, in various points in thexté refer to interpretive decisionsgsing a
notation whichl havel R LJi SR FNRY ! yRNBS { YSRRSyJ4 a02NB
(Table 4).

slightly earlier

moving forward or slightly later

/ diagonal lines for asynchronisation
or

arpeggiation

arpeggiation beginning on the top note

%
é

140 As noted in HanzlilGarl Loewe Balladenschule (Carl Loewes Singd Vortragslehre) Nach den Quellen
zusammengestellt von Karl Anton. Neu herausgegeben, nach dem Manuskript desHtiirgted in Halle, im

Auftrag der Internationalen CakloeweGesellschaft6872.

141 Andrew John Snedde, + A G F £ t SNF2NXI yOSY /[ dzZf GdzNBX 2 2NIX ROASGHS |
LILX AOIFGA2Y Ay CNIyYyT [A&l GQ& [/ 2y a2 f(dodofalzhgsis, BdihR ! yy SSa
Cowan University, 2018), 207.

unbroken chord
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Table4: Score annotations

3.1.2.1CasestudyW9 NI 1| yA3TQ

Bars Section | Narrative events Musical features

1-25 A The narrator describes the Gminor, 6/8, begins with
scene in which the first dialogu{ semiquaver accompaniment in
between father and son RH and octave chromatic patter
happens (bb. 124). in LH. It changes the other way

around in bars 123.

26-81 B The dialogue between the 6/8 andtremolowhen Erlkdnig

Erlkonig, son and father. appears and with specific
expressive indication. 9/8
continues but 6/8 returns in bar
Tc | O02YLI yeAy
words.

81-95 C The narrator describes the fina| Back to 9/8, galloping figure is
fearful image of the father who| dominant here to illustrate the
carries his dead child. fearful father riding fast to save

his son. Spooky end.

Table5: ¢ KS YI Ay aid NHzOG dzNJ €

SoSyia

2T WONI{IlyAdQ

Initial interpretative process prior to exploration of declamatory ideas

The¥ A NA (i

aalk3as

2¥ Ye

from the National Centre for Early Music recorded on th& d6May 2023, as well as the

recordings of the rest of the ballads (apart fréWallhaid€), were made in May 2023 in The
National Centre For Earusic 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 recodings of this ballad made in the second half of the twentieth century, such as

Dietrich FischeDieskau and Gerald Moore (196*Aor Thomas Quasthoff and Norman

Shetler (1989}*3 At the same timel was trying to incorporate more ballatyle features

such as the variety of colounsy using this early instrument quickly found that using a

historical instrument wasot by itself sufficient to create an authentic performance and

bring the style of these ballads. Nevertheless, | found that the pedals of the specific

fortepiano (Figurel) were particularly useful tools to help me enrich the colours of each

142 Felix MendelssohBartholdy, Dietrich Fischdr A Sa 1} dz 6 { AYISND T LigderNEMN | YA IS
Classics, [England], [2007], Disc, accessed Oct 20, 2023. https://www.youtube.com/watch?v=6XUtF8j2s6A.

143 Carl Loewe, Norman Shetler, Thomas Quastidoff NI { | y A,&BaladsiWarneb(QaEsiTs, [United
Kingdom], 2015Dis¢ accessed Oct 20, 2023. https://www.youtube.com/watch?v=VFe9yasObqgk.
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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

character. The right pedal, like the right pedal on a modern piano, lifts the dampers creating

a sustained sound. The left pedalisa cordawhich, when depressed, shifts the key action

to the right making the hammers strike one or two strings creating thus not only a
ReYylFIYAOFtfte &a2F0GSNJ azdzyR odzii I faz2 | YOKIy3asS 2
The middle pedal is theoderator, a particular pedal that was fourgtimarily on Viennese

pianos and cannot be found on a modern piano, and which creates a special sound because

2 T ( K S-sh#pe@pjegedas leather or cloth [that] are interposed between the hammers

and the strings, muffling the sound, but leaving theidty 3a&8 FNBS (2 GAONI S

Figurel: A modern reproduction of a 1820 Fritz fortepiano model at the National Centre For Early Music

To distinguish the three characters of this ballad | chose to use the three pedals
according to their sound effects: for Erlkonigllowed] 2 S¢S Q& AYRAOF A2y AY
depress thaunacordd Yy R adza Gl Ay LISRFf & (2 3Sun&k®nNdI (GKS Wy
with the resonance of the sustain pedawdOF LJGi dzZNBE 9 NI { | yA3Qa S@At a

144 David RowlandA History of Pianoforte Pedallingambridge England; New York: Cambridge University
Press, 1993135, 139.
Whid> mMonT a200a> a{d2LJA YR hiKSHB{LISOAIf 9FFSOGa 2y
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to lure the son. The sowasaccompanied with the indication ¢fitte cordewhich |
interpreted with the use of sustain pedal amdoderator, 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, | relehdes moderatorand kept only

the sustain pedal to illustrate the greater strength of this character, which contrasts with his
a2y Qa QOdzZ ySNIoAfAGe

Evidence of eéclamatorystrategiesinrP9 NI 1 | Yy A 3 Q
Ly [2S¢6SQa olftflRax 0KS AYLRNIIFIYyOS 3IAQSYy G2
200larzya GKIG KIS 0SSy NBO2NRSR o0& [2S6SQa
talked about his use of declamation in his performances, providing as sge@ifitple his
AYOSNLIINBGFGA2Y 2F KAa oFfflR WONI {1l yAaQ HKSN
Y2NBE (KIy KS aly3acd ! yR &St KAA "RSODIKHFWUIAQRY o
O2YYSyida IyR y23Sa FTNRBY KSNJfSaazya 6AGK KSN
WONI (1!l yA3IQaQ AYUSNILINBGIFGAZ2YY

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 Erlkénig figure anchatdame

time father and son, each for himself. The unity is created by the

accompaniment?’

TheRSIf aO0SYINA2 KSNB ¢2dzZ R 6S I NBO2NRAY3

time which is impossible, and, as far as | know, no recordings from his pupils exist either.
| 26 SOSNE a S &&/GIKNIE SINDS S S SERISNI RI poinBd\N@#ei S aAraag
towards arecordind“®from 1928by Sir George Henschel (185934), who performed as a

146 Hanzlik Carl Loewe Balladenschule (Carl Loewes Singd Vortragslehre) Nach den Quellen

zusammengestellt von Karl Anton. Neu herausgegeben, nach dem Manuskript desHtéirgted in Halle, im

Auftrag der InternationaleCartLoeweGesellschaft30.

WeNl yatl GA2y A& YAYSO® hNAIAYylLE GSEGY wsaAS . S3t SAilidzy3
sehen und das Pferd aus der Tiefe (Ferne) herangaloppieren héren. Der Sanger hat die im Klavierpart

erscheinende Naturgewalt zur Erlkdniggestaliersonifizieren und zugleich Vater und Sohn, jeden fiir sich.

5AS 9AYKSAG aiSmib®d2. RAS . S3f SAldzyd KSNWPQ

“8w2 3SNJ , 2NJ = & {-RNHeDly 2adiS SNEYgHNDOKESYA3T YR | SAYNKOK 58
GARS23 cYomXI LRAGSR o0& aw23aSNI , 2N ¢ WHY HMI HAn(pI |
https://youtu.be/eLFHOesYe9Q?si=qk2E3aPn560KnlO0&t=14.

46


https://www.youtube.com/watch?v=eLFH0esYe9Q

seltaccompanied 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)vhen 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
LISNF2NYSNEOT 2y GKS 20KSNJ KIFIyRXZ gKAfadg 1 Syac
FNR Y [ tBnS, didh@heless they reflect a greater level of fieen than more recent,
Y2RSNYyAald AYUGSNIINBGlFIGA2yad | SyaOKStQa YIFAyYy L
Messthaler:

Because Henschel (who studied piano under Ignaz Moscheles in

Leipzig) accompanied himself on the grand piano, an improvised

BSNEAZ2Y ¢l a 0KS NBadzZ 6§ OKI NI O0SNA&SR

Qi

dramatic setting. No heavy, unmusically inflexible vocatsatian 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
AAY3ISNDa KFIYyRfAYy3I 2F GKS NKedGKY A& 3IdzAR
character in the text, and we also see how he doessing 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 voiceagéther 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 ron
contemporaneous piano creates a livetydsspontaneous

expressiont#?

WeNFyatl GA2yhNBEEA NI hQSELNMI w! dzOK KI NBYy 6ANJ RSdzit A OKZ
des Rhythmus vom Sprachgestus der jeweiligen Protagonisten des Textes leiten lasst, wie er also zum Beispiel

die geschriebenen Achtel nicht gleichmafig, sondern deklamatdriseler oder langer singt, wie er,

begriindet 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 ndtdem Klavier. Dieses bewusste Verschieben der deklamierenden Stimme vom vertikal

YAOKG 1 SAG3t SAOKSY Yt @GASNI SNI SdaAlG SAySy tSoSyRA3Sy
RIa 3INRGS aAda@SNBRUNYRYAAZIE mMyd
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At the end of the ballad, Henschel accelerates (especially in Exdmnipdes 8186
where the father appears to ride even faster), increases the speed but also the dynamics,
whiletheF 2t f 2 Ay 3 1 ad 62NRa WiK®R) dappearinBbakely RS RC
audible whisper, all of which make the dramatic scene more vivid and convincing. As
aSaadkKrFf SN adzZ33Sadazr WiKS WiAYAYy3IQ teF RSOt IY
AYLINBaaAzy 27F | PHtisdziattér of Aidwzhé peFoFmeaded8lGp® & d Q
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 pdicular melodic or rhythmic variety. Incorporating, thus, different
expressre features, such as fluctuation of rhythm, phrasing and breathing, Henschel offers

a more communicative singing stylich sounds natural.

BO¢ NF yatlidA2y A& YAYS® hNAIAYyLE GSEGY W5l a
9AYRNHzO1 SAySa ylI iGNNI IbidKSEY. { LINF OKTf dzaaSa Sydaads
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SourcessuchdsSy a OK S QencolNay®©Ous dIvakypeyond the modernist

conception of performance and to look for more possibilitiest allow for a closer

connection between the music and its underlying narratiVee following discussion

f A0S

LJS NJFF 2 N

providesexamples ofnterpretative decisions that will be heard in the live recital, which

regard the interpretation of the piano part informed by declamatory id8d® 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 singbout section Band the three

OKI N OGSNE® 2SS 221 SR Heimlich filisternd unfl IacBahd Q& Ay RA C
(Secretly whispering and luring, Examplé. 28) which captures the character of this

moment in the narrative (Erlkonig is introduced talking to the son with the intention to take

him away). It is a scene change thaali®ady prepared by the piano part withe former

rit. and it is followed by the new indication wémolowhich is not heard in theecorded

examplew S 02 NRA y 3 & B I3OLIL BheNGromER Qentre for Early Music

recorded on the 18 of May 20231:00-1:28) Tremoloworks 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 |

concluded in the decision thate can experiment with the tempo by playing slightly slower

giving thus space to the singer to declaine itharacter even mor@nd perhaps by adding

different tone colour and facial expressidfollowing this idea, we aim to apply the same

kind of tempo fluctuatiorto the other two characters as well; the S0 ¢ 2 NR &-40A Y 0 I NE
59-62 and75-81 will be accompanied bgnacceleranddo illustrate the fear and anxiety he

FSSta FNRY 9NI || yA3IQa I (bOLANEBlardBZES)ringRback K S T I K

more stable tempo.
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Another set of interpretative decisions that will feature in thes performance
relates to the moments of pictorialism and, particularly, the ongoing semiquavers in the
LA Y2 LI NI S6KAOK NBFSNI (2 GRthegianghisthheyoR Wi KS
of word-painting and, thus, | intend to play the first two bars, for example, with greater
rhythmic freedom, lengtheningnd shortening the beatsf@ach baias the piano introduces
the overall atmosphere of the ballad, capturing the different directions of the wind aiming
for a dramatic first picture (Examp8. For the same reason, | will focus more on the
chromaticism that comes from the semiquavers, especially when accompanied by a bass
note (either from LH or RH), and lessabarity ofarticulation so | can convey a more blurry

and indistinct feeling that accompanies the opening. (Exarpld. 2123).

Geschwind

T —
¥
| ~
]

Exampled: Carl Loewél 9 NI ,bb. 12X Q

Another change is the way | interpret dynamarkingsin specific places; in the

d02NB Y2ald 2F (GKS&AS IINB y20FrGSR a aArAy3atsS Ay

14 9 NI 1| Y A 3 The hiypkrion RecBra2o1¥. ¢
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there are a few examples dkecrescendsigns on short notes to accompany the last
repeated words of the son (Examggb. 76 onwards)The interpretation of these passages
Ad AYT2NN¥SR o6& /A0S . NRoyQad 20afelddlesi A2ya 2y
that the range of available marking®i example dynamics and accents) saw a great
RSOSt 2LIYSYyld RdNAYy3I GKS yAySGiSSyikK OSyddzaNEBXZ |
or types of accents and dynamic effects, and performance instructions of all kinds were used
S @S NJ Y 2 NBParfichl® Snib@yufties detected in the use of hairpins; they could be
distinguished as accent, diminuendo, as well as accent and diminuendo. InAlB&mmeine
musikalische Zeitungentionsii K &t WYRSONB A OSyR2 aiaidya o6p0 200
y20Sax odzi GKS O2YLIRaSNB 2yfteée ¢gP¥amedKS y20Sa
examples of composers who showed their preferefarghe interpretation of hairpins are
Fanny Hensel (1865847), the older sister of Felix Mendelssohn and Brahms. R. Larry Todd
who examines Fanny Hensel, writes:

The sign$Gstand foraccelerand@ndritardanda The instruction is

striking on several counts. First, the performer is to interpret the

tempo flexibly, presumably in a type of rubatdhe rhythmic

groupings are noliteral 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®*

Fanny Davies (18€1934), having studied under Clara Schumann, knew Brahms and

had the opportunity to listen to his performance in BaeBaden. Particularly interesting are
KSNJ O02YYSyida 2y . NIKYaQa AYUSNLINBilegt 2y | YR
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 $i@fas used by

Brahms, often occurs when he wishes to express great sincerity and

152 Brown, Classical and Romantic Performing Practig&0-1900, 62, 96, 97.

183¢ NI YAEFGA2Y A& YAYS® hNRIAY I Zeickied E)salbsteyctteiNardenmzF A 3 | 2
b2GSy @2NE RdNODK ¢St OKS 2SR20K RAS Y2YLRYA&AGSY ydzNJ R.
Allgemeine musikalische Zeitungl. 43 (Leipzig: Breitkopf und Hartel, 1841), 133.

154 R, Larry Toddranny Hensel: The Other Mendelss(tew 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 thestinto a

metronomic bar®®

wSUdaNYyAy3 G2 [2S6SQa WONI(IYyA3IQ YR KIFGAyY

my interpretationtreats the following examples in an analogous way. For the signs in
Exampleb (b. 77 onwards) apply a more accenteahd emphatic articulation to convey the
dramatic effect. An altered tempo from this passage onwards, with sigtelerandosvill
be used to illustrate the drama that is moving towards disaster. Emphatic accents are also
heard from the horse figure (Exam@eb. 81 onwards) which | aim &stablish by
accelerating the tempo gradually, as well as gradually applying more pedal (EX@rinpha
b. 84 onwards). For the longdecrescendgigns as shown specifically iarb89 and 92
(Example), | 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.

Bcryye 5102843 a{2YS tSNaE2YIf wSO2f {/2MioAR(Y15Q &2 T/ & ONI2KLY
Survey of Chamber Musiml. 1 (London: Oxford University Press, 1929), @8®ted in George S. Bozarth,

GCryye 5F@ASa | yR . NI KRe#dning BrahinSEarly EVidénteSoNPedodraric€Style A y

eds. Michael Musgrave and Bernard D. Sherman (Cambridge: Cambridge University Press, 2003), 170

54
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3.1.2.2Casestulf?9 Rg I NRQ

Bars | Section Narrative events Musical features
1-68 A The first three questions E flatminor, 6/8 for the mother
between mother and Edward | and 2/4 for EdwardG minor
about Edward covered in blood accompanies the thirdnswerin
The third question is the peak | common time
where he confesses that he
killed his father.

69106 |B The next two questions related| Different rhythmical patterns
to what will happen to him and | (crotchet with semiquaversh
his life. the piano part to illustrate the
FYEASGE Ay Y2i
107-145 | C The final two questions about | Same rhythmical pattern as in B
KA& OKATf RNXBY Qa| but slightly different{dotted
mother. crotchet with semiquaver

triplets) to capture the rising
FSStAy3 2 Fanxie ®
what is about to come.
Recitativelike passage (bb. 115
126) as contrast before the final
dramatic end.

Table6: The main structural events &#dward?

Initial interpretative process prior to exploration of declamatory ideas
WONI {1 yAIQ AfftdzadNI SR GUKS gl eéa Ay GKAOK GSY
GAYONB L gl a |tNBFRe YI{Ay3 olaSR 2y [2S6SQa
challenging because the distinctions between the two characters are muchesmal
However, in this case, | 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
therecordingw S O2 NRAY 3 SEI YLX 8e NadoRasCehtie torvERily RIusi€ NB Y
recorded on the 18 of May 2023 the distinction between the two charactersfairly clear
the singer and | are very dependent on the score and we are overall metronomically
obedient.

In section B,He feeling of not exceeding the profound temfagitato) 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 clean Example7 where Loewe uses a different material for this

~

question YagSNI» 2S 620K RSOARSR G2 F2fft2¢ (GKS WN
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moment, which resulted in the less clear distinction of the characters. More specifically, |

played lars75 and 76 Recording exampl#’ 9 R ¢ | NR @ e Mafonar GeRtré for Early
Music recorded on the 16of May 20231.58-2:02) in an identical tempavithout finding a

way to give space to the singer to change the character.
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Example7:./ | NI [ 2S 6. 6983 Rg I NRQ
Evidence of eclamatorystrategies# 9 R ¢ | NR Q

Evidenceof declamation for this balladan be foundin 2 1 Kg St f Qa
26y AYUSNIINBGIGAZ2Y 2F WIORgGIFNRQ 6KAOK L
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Fo2dzi fAGBS LISNF2NXIFIyOSe ' f2y3aARS (KIFdG FyR 2
LISNF2NXIFyOS 2F WIORgIFNRQ $KAOK gl & IAGSY o8& |
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

psada SR aAyOS (GKSYy FyR &S0 ¢S adAatt KSIF NJ

ghastly shaded tonesnow the heartbreaking cry of despair, now

melting into gloomy melancholy at the thought of wife and child,

FAYlLft& aG2NXVAYy3 2dzi Aya$22YAKSt NRIASST

that the son hurls at the mothel®

2 3y SN Ffaz2 dFrft1SR 6AGK IAINBIFG aAIYyAFAOlyC

of the third volume oLoeweGesamtausgab®e wdzy 1 S YI 1 Sa NBFSNByOS
discussion with Wagner on musical declamation (Bayreuth, summer of 1875), part of which
gl a GKS AYOGSNIINBGIFOGAZ2Y 2F [ 2S6SQEGHsays | NRQ |
WIS w2l 3IySNB AYYSRAIFIGSte RSAONAOSR WI9RGI NRQ
OKIF NI OG4SNAR Al GAZ2Y X (NI IA C3WaymeSaNd Qurd Begaritoa (0 S NI @
LISNF2NY GKS ol ffl R X

When, in the middle of the piece, | suppressed about two of the-well

1y26y WhKHQ SEOfIl YIiA2yad o0& O2YoAyAy3d i

G§KS LINBOSRAYy3I GSEGSET 21 3ySNI LI dzASRTI | &1 A

SEOf I YFHNiA2Yy&aKQ L NBI f Aféehfthaitkd § L KI R R2

alltoo-F NBlj dzSy & NBLISGAGAZ2Y 2F GKA&a WhKHQ 02

B¢ NF yatlGAz2y Aa&d YAYS® hNAIAYIEE GSEGY WbAOKG RAS 2AN]
kénnte erschitternder sein, als wir einst erlebt, was diese Ballade hervorbrachte, als unser genialer Loewe sie

in seiner eigenen, den Worten sish vollkommen anschlieRenden Komposition vortrug. Sechzehn Jahre sind
RIFNN6SNJ gSNEBFy3aISYy dzyR R20K KINBY AN y20K Rl & FdzZNOKIG .
jetzt der herzzerreiRende Schrei der Verzweiflung, jetzt in distere Metdéiedhinschmelzend beim Gedanken

an Weib und Kind, endlichaus i NNYSY R Ay &OKNdzZYSYyRSNJ 2dzix RIFIa 90K2 RS
I dzZF RA S a dzii THendenibefne ISz Juhelvae@okRobinsonVersuch einer geschichtlichen

Charakteristik der Volkslieder germanischer Natioftesipzig: Brockhaus, 1840), 602.

157 RunzeCarl Loewes Werke. Gesamtausgabe der Balladen, Legenden, Lieder und Gesamge fir

Singstimme, im Auftrage der Loeweschen Famitielll (Leipzig: Breitkopf & Hartel, 1803), vi.

P8¢ NF yaftl A2y A& YAYS® hNRAIAYyLE GSEGY wDf SAOK 9R4I NR

/ KI N TGSNRAGATEZ GNIIAA0KSy DSwik fd dzyR YSA&aGSNI AOKSyYy
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Y2HQ KS aK2dzi SR FASNDStes WiKFGaQa o6KI QG
exclamations must all come as they stand; not a single one must be
& dzLILINBE a SRHQ

LYGaSyadazya 2F WIRGINRQAQ fADS LISNF2NYI
The first change to my interpretation is found in the opening dialégletween the
mother and Edward, and especially the first two questions and answers which establish the
agitato moodand the two different character®An mportant role in the decision of these
G2 1jdzSadAz2ya | yR Iy aowiNgr refar@d to fequendySthd Qa y 2 0 S
following paragraphs.
| A4 o[ 2S6SQa8 K GHispering and BaRtiyhe galigdzA NA y 3 =
5SAYy {OKgSNI>X ¢AS AadQa @2y .fdzi a2 NRGQ
Und gehst so traurig da®® our sword, why is it so red with blood,
Edward, and why do you walk so sadly?
GhK® & & H¢ Al Dbk dilentasgstheduestian] S | o NS G K
came the answer:
Ich hab geschlagen meinen Geier tot, Mutter
Und das, das geht mir na®! (I have killed my vulture, Mother and
this is close to me. Oh!)
The second question canggiietly like the first question, onlynore
urgently:
Deines Geiers Blut ist nicht so rot, Edward!
Mein Sohn, bekenn mirfréi.H 0 , 2 dzNJ @dzf G dzNE Q& of 22R A A
Edward! My son, confess to me freely. Oh!)
Darkforeboding trembles through her sighanddarkly comes the
answer.

Ich hab geschlagen mein Rotross tot, Mutter

BeNI yatl GA2y A& YAYS® hNAIAYylLE GSEGY wrta AO0K Ay RSN
 dzZA NUZF S dzy G SNRNNO(1 iS>X AYRSY AOK RAS | dF WhKQ Sya¥l it
KASEG 21F3ySNIAYYST YASly RSINS GRNISESSY ! ydzal NHEFYS KND SNFKS K6 S Y SN
3SGKIYy KNGGSES Ay RSN aSAydzyas RAS | ff71 dzKNdzFA3IS 2ASRS
YSAYHQ NASFT SN KSFGAIEZ WRIENIdZF (12YY(da ¥dase@S NI RS | yH
YAOKG SAy SAyT A3SN RI Gdf Lodayes \BakR. EBsaMtalisgah & deFBalMde) wdzy 1 S=

Legenden, Lieder und Gesange fir eine Singstimme, im Auftrage der LoewescheyvBhitiilie.

180 phold black for the motherpold blue for Edward
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''YRQ& ¢ NJ & 20! @ha® killed rdyyfdd holiselBdtver
and it was so proud and faithful. Oh!)

One realisation is thedgitato marking does not necessarily indicate a fast tempo but
rather the feeling or mood of a tempo that restlessly moves forwdtd.o establish the
feeling of forward momentumij KS Y2 4§ KSNID & LI NJiin adéfbeat peybarg A f £ 0
(even though it is 6/8 and refers to two beats per bar) so thlexible tempo is
demonstrated whichogd | £ a2 | OKAS@S gKI G [2S6S RSaONAROGS
WdzZNB Sy (Gt @ Q 0 &he dthef BpdardAfoin itha &y bedinning in a stressful
situation, making questions fearing at the same time the answers. The haste of finding the
FYaA6SNI Ad aK2¢6y AY KSNI NBOdZNNAy3a OFffta WIORG!I
between the two calls tthis namewill be given} Yy R G KS NI LI®ill e plyed?9 R g | NR
slightly louder.

Then2  KSNRa 2LISyAy3d ljdzSadAirzy O02yYSa a | O2
his dramatic answers, and the indicatet&n. works again as a direction of tempo
modification. Theiten. is actually preparing the new character, Edward, and what
RAAGAY3IdZA aKSa KAYZ gKAOK Aa | Y2NB adGqraAao aS
about her son and his actions. Given that these two answers reveal the first two murders,
9IRSl NRQSaAWBARBEE &8 (KS ¢g2NRa WAOK KdandtheISa OKfE |
emotions at the specific momeighorror, 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 factorsA slow static tempo at the beginning of the phrase vaith

SYLKIFGAO | O0Sy il 2w YRNS NHNMUKI BSR RaydzidiKSNIa S O2

1611n his lexicon, Koch talked abaagitato: 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

Y2@gSySyi X alye o0StAS@®S GKFG Fa | ustBecaariy neahadi KA a OK
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 wtd have used far more specific expressigndlA IA Yy I £ GSEGY W5AS&SNI ! d:
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 ndher bestimmen, obgleich,

so wie derjeder Ueberschrift, die Beziechnung auf den Charakter des Tonstlickes hat, der bestimmtere Grad

RSa %SAGYIFFIfSa RASASY /KIENF{TGSNI Fy3aSLkad ¢SNRSyYy Ydzi
Ausdruck agitato nothwendig eben so viel wie accelecandler il tempo crescendo, bedeuten miisse, und

eilen nach und nach in der Bewegung dergestalt sort, dafl} aus dem maf3ig geschwind angefangenen allegro gar

bald ein presissimo wird, ohne zu bedenken, da3 wenn dieses senn sollte, sich der Tonsetzer weit

bestiY Y (i SNBNJ ! dzAa RNNO1 S R Heiarich ShiRstofigoch Méslkalisshes LexikphR S & Q

(Frankfurt am Main: August Hermann der Jiingere, 180293.
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tempo markingthat, combined with the crescendo, moves forward and reinforces the
dramatic effect (Exampl@and9, bb. 137).

Agitato 1
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Exampled: Car[ 2S4S  WBbRIB41INR Q

The next change is related to the interpretationtbé repeated exclamations & h K Q

which, as describellefore, has an impact on the overall character of the ballasnyn

conversatios with the singeruring the rehearsalwe discussed howh KQ3> ahKA OK A &

emotive interjection rather than a noywerb or adjective that would carry specific

referential meaningnterjections, can reinforce declamation. The singer tries to make them

sound more about feeling, as he does with words, but free of the conssraficorrect

pronunciation. This gives much more freedom to the singer to focus on the emotion and

SoSy SEI33ISNIGS AG az

63

A

ol y

0S RA

a0GAy3AdzA a KS



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

G2 RAAGAYIdAEAK GKNBS G(GelLlSa 2F WhtdasageY 6+ 0 W2
time fear of the answers to these questions and these are usually set with an acciaccatura

GKFEG F2NX¥a || YAY2NI GKANR FTNRY (GKS LINKOy OA LJ f
0@ youT 0600 W2KQ GKIFG NBLNBASYNE KRS RBSI ALIAN.
bb.60c MO X YR 600 9RgFNRQa W2KQ {AXbbil05DIEINNR Sa N

4 =

Ed . ward! deln Schwert wie ists von Blut so0 rot, und gehst %5 travrig da‘ N

ES e e =
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Examplel2 CarlLoeweW 9 R 4, bbNIRI107

Another change in my interpretation of this ballad is the different uséeafrescendo
signs or accents, which are an important element in the se@i(iExamplel3, b. 69
onwards).Theyaccompany a new dialogue between mother and Edward that is different

and with different emotions. The hairpins represent this difference and thus | chose not only

to interpret them as accents, playing them louder (as | dichynrecording example
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W9 Rg I NR ® wheMafonaF GEBtré for Early Music recorded on thé d6May 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. Therefanethe first
couple of bars (bb. 69, 70he first long beats will be elongatadhile the second beat will
be shorter creating thusa slightly unstable rhytin in order to retain theagitato quality.

Now the mother pulls herself up again, she begins agairiously

hesitating, herurgent research:

Und was wirst Du nun an Dir tun? Edward!

Mein Sohn, das sage m@! (And what are you going to do about

yourself now? Edward! My son, tell me! Oh!)
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Examplel3: Car[ 2 56 S  WBbR6®T7NR Q
Arpeggiation is one of the techniques | decided to use quite frequently in this ballad
for reasons of pictorialisnThe accompaniment, especially in the presentation of the first
two questions, is chordal. Arpeggiating some of these chords work very well particularly in

places wheréhe singer has the interjectioWh KQ 06 SOl dzaS o6& | NLJS3IIA (A
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RNl ga GKS GGSyaAzy 2F (GKS tAa0SySNIhése2 GKS Y
interjections arealsofollowed by rests, either short or long, which, in my opinion, represent
moments of transitiorfrom one character to another or one scene to the next one. Adding

an arpeggiated chortelps the accompanigd keep the moment alive until the next

change, and this works particularly well on earlier instruments where the resonance is not

strong and arpeggiatioallowsa slower decay. Below | proe@dome of the most important

examples where | added nunotated 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 @mplel4). | also choose to arpeggiate when a chord is repeated
(Examplel5), and | change the speed of arpeggiation according to the emotional resonance
asithappensin Exampléz 6 KSNB 9RGI NR SELINBaasSa KAa f2y:

of his awful action of murdering his father which constitutes the first peak in this ballad.
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Through the aboveexamplesand evidence, eclamatory style of performance
constitutesa smallscale interpretative strategy to build on the dramatic narrative qualities
of this repertoire.It helps to shape individual moments, how to play or sipgssageor
even a single noterhich then will be incorporated with largescale features, such as the
following discussion on topic theory, and together wiifold theplot and the various

events that are involved in narrative.

3.2 Topic theory

The second performance strategyplored in relation to the narrative qualities of the ballad
is topic theory an analytical approaclhichl explored as a tool for analysing the poetic
AYLX AOFGA2ya 2F [2SsSQa oFlftftlRa yR YIF{1Ay3
topical fields will be examined in association with other means, such as pictorial images and
tone painting to convey gific ideas from these ballads.

The concept of musical topics in eighteenth and nineteenth centuries originated in
[ S2 Yy I NR Chladsidysis: NEXpeessioprm andSyle (1980) and then continued and
developed bysubsequent scholarsuch asV. J. Allanbrooknd V. Kofi Agawtf? According

to Danuta Mirk& op#s{are] musical styles and genres taken out of their proper context

C

and used in anotheronB®¢ KSe OFy Gl 1S (GKS akKlk LIS 2F GeLlSa

worked2 dziT LA SOSaQ ¢KSNBlIa adefsSa I NBUINnWFK I dz2NB &
I 3 I gRia€rdg with Signdopics appear as an eighteentientury concept that takes

RATFSNBY(d F2N¥ad hyS 2F GKSY gl a GKS WOKLF NI¥ C

evoke emotions and when works had more than one movement, then their characterisation

implied the invocatiorof topic notions!®®* Another formg & G KS adeéf Sx & dzOK

ateftsSa 60KS ACNBYOKZ¢ GDSNXYFyYyZ¢é 2NI aLaGlfAlyE

FYR KAIK aié&% Savx FyR a2 2yoQ

162\Wye Jamison AllanbrooRhythmicGesture inMozart: Le nozze di Figaro & Don Giovd@hiicago:

University of Chicago Press, 1983 Kofi AgawuwRlaying with Signs: A Semiotic Interpretation of Classic Music
(Princeton University Press, 1991)

183 ANJ | 2 & LéyhThIORaztHaridBogk of Topiceory 2.

1641 eonard G. Ratneglassic Music: Expression, Form, and 84w York: Schirmer Books; London: Collier
Macmillan Publishers, 198®.

165 Agawy Playing with Signs: A Semiotic Interpretation of Classic Mi&ic

16 pid., 28.
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{GetS A& I WNBLXAOIFIGAZ2Y 2F LI GASNYyAYy3aQ Yy
a2YS 62N)] 2 N'49NRaelghteeifhceatanNdusicptOpics were usually
NEflFGSR (2 Wg2NEKALE LRSINEX RNIYIFSXT SyYyGSNILFA
FYR GKS f ATS 2%Suchk éhoide 2idesl iiméke pigces Rlantfigble to the
listeners, a fact that could explain also the way eighteesghtury composers approached
the concept of affectiongdrew upon a lexicon of recognised figuteat helps the listener
to identify the expressive qualities or emotions (to a single one for small compositions or to
' @FNASGe F2NJfFNHSN)I O2YLIRaAGA2yaoe {GeftS Ay
KFE @Ay 3 + LI NGAOdZ I N BEQRBERSE 082 ¥lin2 ¥ QA 2 drk R
shared response a particular passage will evi§k&ccording to Ratner, this lexicon or
0KS&al dzNHza O2dzZ R LINRPGARS WiKS NBO23IYyAlA2Yy 27
LISNF2NXIFyOSs O2dz R 2yfteé AYRAOVWGS WiIKS LRSGAC
The nineteenth century, on the other hand, faced a political, social and cultural

transformation. All types of transformation, urbanisation, industrialisation, musical
O2YY2RATFAOIGA2Y | YR-YHIRR DI { NIOYWA T IMBE StOBANI KA 3
0 2 dzNA S 2 Nzauded tifeReviSion 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 threeexamples where this happens.

X ¢ KSNB I aMilitaty ByRighony) 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

f20FGAYy3 GKS YINOK a GKSMacheé £ 2F | F2N.

au supplicas even more distant from the classical thesaurus. The

progress to the scaffold it narrates is inconceivable without the

1871 eonard B. MeyeiStyle and Music: Theory, History, and Ideoi@jyicago: University of Chicago Press,
1999, 3 65.

168 Ratner,Classic Music: Expression, Form, and Siyle
189 Allanbrook,RhythmicGesture in Mozart: Le nozze di Figaro & avann; 3.
170 Ratner,Classic Music: Expression, Form, and S9le

wdzt A |y ListéniNgit@ Togics ia the Nineteenth Cenfry Thi @xford Handbook of Topic Theory
643.
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Frenchrevolutionary experience, but its expressive stance is also a
yS3AlL A2y 2F . S®RiK20SyQa ARSFfAAYOD

The cultural transformation caused the revision of the concept of affections as well.
Nineteenthcentury composers approachédfektenlehran a more flexible way; they
O2y OSNYySR lo62dzi WalLRyilalyS2dza SY20A2ylf ONBI
NEBalLRyaSa 2y (K S7AJalfe o REmahtigismlwazRdintkeEhs kis@ner
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 soundg’*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 calleloping developed, a term that was popularised by Robert
Hatten in 1994.7°> Tropingderives from the wordropes a medieval term used to describe
addition(s) to a basic musical teXtropesprovide composers with the opportunity to
explore the possibilities of blending different topidhese kinds ofroping processes
became more essential within Romantic aesthetics becanfdhe need to reactmore
individual, nuanced expressive worldsn example ofropingis shown irfArchibald
Dougla§section3.2.2.1, 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\getrat go

beyond them.

172 |pid., 643.

I3 dzSt 26535 4! FFS CGraveMusidOsIBdsEessedfOct K B¢
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
978156159263@-0000000253

74 ¢ SEIF yRSNI 2 Af FA ywade inRemardio/dsiaa\$ § i § ShekCsirbYidge Companion to
Music and Romanticisned. Benedict Teylor (Cambridge: Cambridge University Press, 2021), 185.

15 Mirka, & L y (i NB &ndEe(iOkféry Handbook of Topic Theafy
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3.2.1Pastoral topic and its pictorial style

The pastoral topic covers an expressive space between perfect heavenly world and

otherworldly environment”®g KA OK FTAGA 6A0GK &a2YS 2F GKS GKS)
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

Fa cikOyT GIA OBNJE aAYLE S YSE2RAO0 O2yiG2dz2NR FyR LI
0KSANI Waa YL A BHowkevel tifeBe eleraedts are/nBtdha ami evidence that

could clarify the pastoral topic. As David Wyn Jones writes, the pastoral topic frequently

Ay@2t SR WY2NB &ALISOATFTAO LIAOO2NALFE AYIF3ASa (22
hen, nightingaleand turtledove; storms on land and on sea, often with the ensuing calm;

FYR 61 GSNBEOILISa 2F | f & "JWoy B8 N&KS IKiREan 0FED YNE S|
SEIFYLX S FTNRY [ 2 SpeSiipfivSORNRANE &Mook ¥ EHEIHCe’ 9 f IS NE
National Centre for EarlMusic recorded on the ¥6of May 202300:0000.12) uses the

pastoral as a topical field to describe the first scene, combining the characteristics
YSYlA2ySR +162@0S FTNBY | GiSyod ¢KS GSEG Ay wWof
middle of the song and a cockerel at the very end. Aapdgxample of waterscape images

can also be found i#om der Reimé&mnd, particularly, in their piano introduction. The

gl 0SNIAYy 020K oFlfftlFRa Aa NBLNBaASY(GSR o0& | Y2
the image of the stream and its movement is depicted by a motif of semiquavers specifically

in a lower area of the keyboard3-B*(RH, Exampl&8 bb. 41-:47), whereas for the depiction

of the fish and birds playing around and singing, the piano sounds higher betvie€n A
(Examplel8bb. 4857).

176 RaymondMonelle, The Sense of MusiSemiotic EssayBrinceton: Princeton University Press, 20)A@1-
9.

17" Robert SHatten,Musical Meaning in Beethoven: Markedness, Correlation, and Interpretation
(Bloomington: Indiana University Press, 199%¥, 98.

178 David Wyn Jone&eethoven, Pastoral sympho(@ambridge: Cambridge University Press, 1996), 15.
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3.2.1.1Case studyW9 f IS NBE K| KQ

Bars Section Narrative events Musical features
1-10 Introduction | Thewarriorislying down in Pastoralopic, dancelike 6/8
Elvershéhwhile his eyes metre, Gmajor.Bars7-10
started drooping transforms the character of

pastoral topic to a less
peaceful, preparing thus the
image of the supernatural
maidens.

11-59 A Two maidens appeared singir| Pastorakopic, Emajor.

to him with silvery tone and | Through accompaniment
spreading their magical soun¢ changes to semiquavers
towards all the participants of| representing an

that landscape (fish, birds). | improvisational idea to
describe the pictorial images
of the text (bb. 2159).The
descending line in the last
bars of this section prepares

section B.

60-85 B The maidens wanted, through Contrary character of the
their song, to teach the pastoral topicLess innocent
warrior how to use magic and, maidens.Eminor
become powerful. accompanied by static

staccato quavers.

86110 |C The warrior sat silent, and theg Emajortransformsto Eminor

maidens took his reaction as | as a way to combine the two
an insult and, therefore, they | contrasting characters of the

wanted to kill him. pastoral topic and the

supernatural maidens.

111-135 | AQ The warrior wakes up please( Return to the cheerful
and advices others to be pastoral topic inGmajor.

careful inElvershoh
Table7: The main structural events #lvershol

l'a YSYGA2YySR 1020S> Wot OSNEKI KQ RSY2yailiNr GdSa
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 givenamttation

and the text but rather to find ways to make them sound as part of the story telling.

Wof SNEBKI KQ A4 RAGARSR fFNHSft& Aydz2z GKNBS

QX
W

identical and the middle section contains all the details and stomyst, 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, | thought more about the
character of this opening, that it introduces the scene of pastoral bliss with a miookbeat
conveys a gentle feeling. In the live performance | 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-&ragt pattern in the notation
implies the sense of skipping, a dance pattern which | 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 trehow 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, | will do so by playing slightly quicker, emphasising the
first beat of each bar to convey the feeling of skipping in a dance pattemmekhas adding
more dynamics; for instance, the startipgvill 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.
| will also highlight the upbeat of the beginningtkat | 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 théeeling that bb. 8.0 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, | will add aallentandq highlight the bass line and articulate differently the LH by
playing the first C# indy 9 quicker than the second one imibl0 (Exampld.9).
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3.2.1.2Case study Wom der Reime®

#t{‘-’{_f
=

Examplel9: Carl Loew&? 9 f GSNE KO KQX

. .

Bars Section Narrative events Musical features
1-14 Introduction | Setting the scene Allegrettosuave Bflat major,
common time, small phrases of
semiquavers

1541 A The narrator introduces Tor] Chordal accompaniment for Tom
der Reimer and the fairy and more elaborated piano part
lady. accompanieshe fairy lady with

characteristic figure capturing the
silver bells.

41-57 | B Dialogue between the two | D major, mainly chordal
characters where she accompanimentadditional
reveals heidentity. tempo indicationgiu Adagioand

ritenuto.

5871 | C The dialogue continues and Allegretto lusignandpFmajor,
she tells him that he will 12/8, new cheerfulpiano figure.
need toexchange seven
years to serve her for one
kiss.

7292 | D Both characters are happy | Bflat major, common time,
with the decision and arpeggiated figure in the piano L
exchange a kiss. with additional ornaments in the

RH.

93113 | E They ride together happy | Allegrettg horse gait figure
while the silver bells followed by the coda (bb. 162
continued ringing. 113)whereda SOG A2y Q&

reappears.

Table8: The main structural events &8fom der Reime
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1a 4SSy Ay W9 igpoblie KideKa arge§gtatedysediigBaver motif to depict
the water of the stream, the birds and fish; likewise he uses the same motif in the
introduction ofom der Reiméavith the difference that there is no text at this point as
GKSNB Aad Ay WOt OSNAKIKQ® ¢KS Of F NAFAOIGAZ2Y
afterwards from the singer, therefore, the pianist has the role to create this pictorial image.
The mairelement 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 tee wat
(Example20,bb. 8p0 = I a& F2dzy R Ay W9t OSNAKI KQX 2NJ 4KS
20,b. 13).

LG Aa | f2y3 AYiNRRdzOGA2Yy S O2YLI NBR G2 W9
space to the pianist to imagine all these pictures andvey 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 chromatlescending 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 exangpgbis, 11, will be
spread so that theyit within the context of the waves. The image of fish as depictecan8b
will be given mainly by the LH and a gesture that leads forward until the middker 6f b
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.
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p ¢ leggiero

Example20: Carl LoewéPom der Reimebb. 114

3.2.2Hunt style and its connotations

There are various eighteenitentury theorists who wrote about the instrument

representing this topic, the horn, and particularly its sound. J. Mattheson, for instance,
RSaAONAROSa (KS K2Nya a wYwfz2oSte LRYLRIdAQ Ayal
AY YdzaAO FT2N) 6KS OKdzZNOKSa a ¢gStf a GKSF GNA

77



~

Rf SR ¢RI the edr® hdars & theinfiae@nth century, several other
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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 hihmetlas 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 horrbl®wn. 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 Européhave 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 @hcompassing horn, sounding
softly from the forest hill, also causes the deer to lie down by the
mossy spring and, with its antlers raised high, ageite, to soak up

the soundst8!

OhNAIAYLFE GSEGY W5AS tAS0fAOK LRYLSdZASY 2Ff RKINYSN®DO
Kirchen als Theatral und Camm€usic anlanget, weil sie theils nicht so rude von Natur sind, als die

Trompeten, theils auch, weil sie mitmehrkac A §S G1 yy Sy (GNJ Ol A NDasme$ NRSy oQ W2 K
ertffnete OrchestréHamburg: B. Schiller, 1713), 267.

180 Christian Friedrich Daniel Schubadeen zu einer Asthetik der Tonku@denna: J. V. Degen]1806), 311.
BIhNAIAYILE GSEGY W5SNI ¢2y RAS&aSa LyadNdzySyidasz aSiay 'y
Waldhorn alle Liicken der Musik ausfillt, haben es mit Recht durch ganz Europa empfohlen. Das Waldhorn
menschlich gedacht, ist ein guter ehrlicher Mann, sieh eben nicht als Genie, sondern als empfindsame

Seele, fast allen Gesellschaften empfehlt. Was das Bewundernswiirdigste ist, so bringt eben diels Instrument,
vorzugsweise vor allen andern, die grolste Wirkung auf die Thierwelt hervor. Ein Wald va|stin und

horcht, wenn das volltdnende Horn angeblasen wird. Die Hirsche legen sich an den Quell und lauschen; die

Frésche selber schliipfen an die Luft; und die Schweinmutter legt sich dabey in sllsen Schlaf, und lalst sich von
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{ OKdzo I NIiQa SELIX I yI GA2y = (KSNEeht@gNBraposiiong & G K|
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 thammbvious
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 assoasidteébyalty,
nobility, adventure, danger, the foresaindthe season of the #t#@He also expresses that
the hunt topic in the Romantic period had some differences from the eighteeetiury
hunt topic:
first, the mysterious symbolism of the forest turned the horn into an
I 3SydG 2F YIFIAO YR NRBYIFYyOSs fSFRAYy3 Al
FLAyGfte oft26Ay3E GFNRY ¢SyyeazyQa ¢KS t
established meter of theonnerie compound duple, came to stand
for the galloping horse. And horses galloped, not only the sooner to

catch the quarry, but also for semiotic reasdf’

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 Menschengefiihle zur Jagszeit,
sondern sogar auch den Thiernaturen in mlfgeenen der Jagd angemessen sind. Wie grols ist die Seele des

Menschen! Ein Hornstols befehligt die Hunde, dass sie in den schaurigen Forst stirzen; dem Zahn des Ebers,

dem behrenden Geweih des Hirsches, und der List des Fuchses trotzen. Aber ebélydisittzende Horn,

in sanftern Tonen vom Waldhiigel herabschallend, macht auch, dass sich der Hirsch an Moosquell lagert, und

YAl K2OK | dzZFASNROKGSGSY DS$SAK RKidG3133M4 S 3t SAOKaAl Y 1 dz
182 Monelle, The Sense of Music: Semiotic Ess#y.s

1831bid., 40.
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3.2.2.1Case study‘Archibald Dougla3

Bars Section Narrative events Musical features

1-35 A-Grave Introduction of the G minor (bb. #4) ¢ E flat major

character Archibald (bb. 535).Motif 1 ¢ first
introduction of the character (bb
lnox52a3f I a Qaill N
(b. 9)

3651 B The narrator confirms | F major with subdominant minor
52dz3f | aQa [I|colouring.Motifi MW¥YDNJ F
and furtherexplains his |5 2 dz3 f | & Q ¢ calmAfesto ¢
situation at the specific | 6 W NJHzK Q 0
moment.

52-94 C- Allegretto, | The narrator describes | GY | 2 2 NJb ¢ komddisaufd/

non troppo the scene where King | announcement/greeting.
presto James arrives.

95143 | D-Andante¢ | Douglas expresseshis |[D Y|l 22NX» a2 (AT

Moderato, repentance, recalls time

flebile/Andante| from the past, trying to

con moto convince King to forgive
KAY 0SSOl dza S
brothers did was not his
Tl dzf G 0Q

145171 | E King James replies to | G major with subdominant mino
52dz3flFaQa NO2f 2dz2NAYy3Id a2/
depreciation. hQ ol O02YLI YA Y

171-201 | F King took his horse and| G minor with rapid, rising
rode the uphill while OKNBYIFGAO aS¥Ya
Douglas isiding besides| horse gait.
him, trying to convince
him to let him return to
his homeland.

202-212 | G W+ GSNIFTYRQ9 FEld YI22NWD
time the listener can an inward emotion. The voice
clearly hearthereason |[f A Yy SQ& & K2 NI SNJ
why Douglas is begging| by minims which change
the King to let him completely the previous hasty
return to his homeland. | section to something stable and

calm, a representation of what
Douglas really wants, to return t
his horreland; all the
modulations confirm this as well
by concluding to E flat major.

212-221 | H Douglas makes clear thi E flat majorMotif ¢ ¢ attention.

returning to his
homeland is his only

intention, otherwise it is
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better to die by the
YAYy3IQa KIyR

221-236 | | King took his sword and| E flat major with flattened
although one would submediant to dominant (B
expect to kill Douglas as major¢ B flat major). Nspecific
an answer to his motif but rather an answer to the
challenge, King James |LINBE @A 2dza ¢ o0& ¢
did not do it. submediant to dominant which

works as a surprising effect.

237274 | J King James offershis |D Yl 22 NX» a2 iA T

sword to Douglas as a
forgiveness gesture and
together they are going
to bring back the
memories of the past.

Table9: The main structural events drchibald Dougld3
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Tablel0: The main motifs of case stutjrchibald Dougld®

These characteristics can be found witHknchibald Dougld3a long ballad with many

different sections, among them a section with a distinctive hunting $&fle. section C, a

horn-like passagéw S O2 NRAy 3 SEI YLX § W! N8 Kdtidnal CdrtreFop dz3 € | &

Early Music recorded on the ®&f May 20233:00-3:28) 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 b. 52 onwards) clearly mimics the
sound of hornand 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 spatiallyygnaki
dza S 2 F (KS LAk pay & DEexperavkeritafion With topical expression, |

recorded this passage on a 1820s Fritz fortepiano (as seen in the above recording) and

184] 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.
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comparal it with a recording played on a modern piano (fromeaital given by me and
Stuart in The Tung Auditorium Liverpool, in November 2@R2hibald Douglas_Liverpool
concert 2 Nov 2022. mgaZ57-3:25).

Theuna cordaof 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, | felt
that it matches the sense of the narrative well. It is about the {digjance soundtat
02YSa FTNRY GKS F2NBads LXIOSR FENIFgleé& FTNRY
Wgl @aAARSQUS g KSNBI a ikt cofdd md pZhe addifion 64 I K S NJ NI 3
crescendalynamic also helps the performer to create the tséormation of the image and,
thus, the situation of the plot. Creating clear sound environments seem to be conveyed
SFAASNI 6AGK GKS dzasS 2F || KAAG2NAOIf LAIlIYy2Qa
a modern instrument. Even though thuma cordaon 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.
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Example21: Carl LoewéArchibald Dougla3bb. 4968

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 resonanta®swakll, of
longing, of fear or memoryThis is something that happens in other pieces as well, such as

S S K2 @S yesadiguxhgre thd 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 teginning of section C where he
AAY3a W51 K2 NDK Xtee pdrttBlio keSonBghistadpecivésfaiNyeleéad L y
but aspectsf facial expression in combination with a different tone col@ass ®; in my

reflection on those things helpetie to developinterpretative strategies for the recitalAs
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these words are repeated three times (Example bb. 6163), 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 reflectiolinks also to declamation demonstrating thus the connection between
interpretative strategies in order to express narrative.

The composer also applies the concept of topicging. 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 H#gjorthe 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
SY20A2y It adGlFGST 52dAf I 4aQa KhedhdingdtheiKing & K

w»
(@]]

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
Kdzy G G2LIAO 0SOI dza S A%{andNds spkcifiSfigureiiszalmaskidentisa® NA S
02 GKS FA3IdzNBE GKIFIG [2S¢6S dzaSa Ay WIONI (Il yA3aQ
FFOGSNI GKS FFGKSNDA TANREII2250D.MBE). TheMiffdreNdR Hes K A &
in the direction of the two broken chords; #rchibald Dougld3he chord is broken
upwards, built on the first and fifth degree of the chord, creating thus the sort of simplicity
and gentlenes'$’ required for a pastoral topi€8 (just like the dominantonic motion that
LINS@I Afa Ay GKS T A NBadtoral Qy@dhoysyyheread the broked i K2 @Sy Q
OK2NR Ay WONI (1!l YyA3dIQ A& R24ysl NRaE AyOfdzZRAYy 3 I

gloomy effect that should dominate in this ballad.

185G major. Rural, idyllic and ecloglile, every quiet and satisfied passion, every tender gratitude for sincere

friendship and joyful lovein a word every gentle and quiet movement of the heart can be perfectly expressed
inthistone¢ NI yaf F GA2y A& YAYSST 2NAIAYLE GSEGY WD RdzZN®» [ Ny
befriedigte Leidenschaft, jeder zartiche Dank fir aufrichtige Freundschaft und freue Liebe mit eine Worte jede

sanfte und ruhige Bewegung des Herzens lalgt sidi NEFFf A OK Ay RS&cBub&tMees Zuy S | dzad RNJ
einer Asthetik der Tonkuns380.

18 G221 Frtaz Aya2 002dzyid { OKdzm|l NIQa ¢g2NRa (GKIFIG GKS
images of forest, hunters but also animals accompanying them are implied at thislpmoktat footnote 22.

187 Koch,Musikalisches Lexikph3821383; Daniel Gottlob Tirklavierschule, oder Anweisung zum

Klavierspielen fiir Lehrer und Lernende, mit kritischen Anmerkyhggzig: Schwickert, 1789), 402.

188 Ratner,Classic Music: Expression, Form, and Stgle
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3.2.3Military style and its connotations

A few bars later, there is another dotted figure (Exang8ebb. 8485) 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 frdnDouglas. Whereas the previous figure would

require a lighter interpretation to convey its gentle nature, this one, although in the same
fast tempo, is played 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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Example23: CarlLoeweArchibald Dougla3bb. 8389

In the eighteenthcentury, drums andrumpets were
AyailiNdzySyida FyR aLISOATAOL

recognised as military
ff dzZaSR AY gl NJ |V

w

e

Some other theorists, on the other hand, refer to tlude of both drums and trumpets

formal ceremonies rather than practically on the battlefiglor 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 atbat 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, antbag others also in

fertility gamest®°

189 s¢bastien de Brossaré,Musical Dictionary; Being a Collection of Terms and Characters, as well Ancient as
Modern; Including the Historical, Theoretical, and Practical Parts of Mtasis.James Grassineau (London: J.

Wilcox, 1740), 306.
¢ NI yatldA2y A&

YAYS® hNRARIAYI

GSEGY W' yiSNI RSY {OKlI

Consuls, Pratores und andere Heerflhrer, ihr Siegesgeprange. Sie giengen vor diesen feyerlichen Aufziigen her,
und erfilleten die Luft mit einem Gekk, welches die Freude des Volks verdopeelte. Uebrigens was die
gerade Trompete dem Kriege doch nicht so gar vorbehalten, dal man sie nicht auch noch zu andern Dingen
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| y203KSNI OASs Aa GKS YINOKQa aaz20AtiA2y &
GNRGAY 3T GKFEG YFNOK Aa F waylrftt LASOS 2F YdzaAi
processions, primarily under the processions of the warring peoples, and itsgaipeo

f AQSY dzZlJ 6K24aS 6K2 GIF1S LINI Ay GKS LINRPOS&aahA
1S ftaz2 02YYSyida 2y Ata NKeOiKYAOFf AYLI OO o
they constitute a mere noise, have a great deal of power to suppori KS 62 R&@ Qa a i NEF

I NRdz2dza ¢2N] Fy®R G2 FNNBad FFiA3dzsSoQ

3.2.3.1Case study Pie nachtliche Heersch&u

Bars Section Narrative events Musical features
1-29 A The narrator introduces the Alla Marciavivace, G minor,
dead drummeicoming out of common time. Tiree bars
his tomb with details about his | pianointroduction sets the
appearance. atmosphere. The sound of
drums and the marciike
topic are demonstrated by
the RH and LH respectively
3053 B Animage of all the soldiers whq New figures appear to
rose from their tombs. demonstrate the soldiers
climbing and comingn
airborne steeds.
5382 C At midnight, the commander | Six bars piano introduction,
appears riding. riding figure Contrasting
dynamic marking to capture
the bright moon.
83123 | D They all gather together and th{ Four bars piano introduction
commander speakst C NJ Y ( sfz marchlike pattern.
the watchword,i K S & NJ | Contrasting melodic passag
| St Syl ¢ | yR (K| inthe piano part (bb. 99
parade. MAcO® 9YR &Al
musical features.

Tablell: The main structural events &ie nachtliche Heersch&u

gebraucht hatte, die gar keine Verbindung damit hatten. Die Rémer bedienten sich derselben, so wie die
Griechen thaten, bey der Feyer einiger ihrer heiligen Spiele, und unter andern auch, bey den floralischen
{LIASt Sy®Q CNIX S R Nikt@ischKritischekBsyirage zurAnfhadbimeE e Musii. 2 (Berlin:

Gottlieb August Lange, 1756), 42.

Ple NF yatldA2y A& YAYS® hNAIAYyLE GSEGY WoAy 1fSAySa ¢2
den Zigen der Kriegsvolker, auf Blasinstrumenten gespielt wird. Der Zweck desselben ist ohne Zweifel,
diejenigen, die den Zug machen, augzumunterrd ihnen auch die Beschwerlichkeit desselben zu erleichtern.

Man hat, vermuthlich schon vor der Erfindung der Musik, bemerket, dal? abgemessene Tone, auch in sofern sie
ein bloRes Gerausch ausmachen, viel Kraft haben, die Kréafte des Koérpers bey nedudnvarleiten zu

dzy G SNEGNT Sy dzyR RA S 9 Migéhivide/THeorle deF dchinfieh Kiisfy3dl@ipzig:dzt T S NE
Weidmann Bookstore, 1793), 363.
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¢KS ARSI 2F (GKS YI NDKQa NXeldKY |a | adzJui2 NI A

be used to explain the choice of the announcing ornament abiiening(Recording

S E I Y D ichtiche Heerschau.m@4 FtheBN¥tional Centre for Early Music recorded
on the 16" of May 202300:00n1 Y Mmn 0 2 Pie ha2hBich&Hearsch@Example4, bb.
1-5). Although there is no evidence at this point that this ballad is mbkeh it is clear that

the first ornament represents the drummer and specifically his movement of leaving his
tomb, which is explained by the followinigll 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 kegeit steady as well as ticulate every ornament clearly and with
character; however, tempo fluctuation can happen here and, especially, by experimenting
with the ornaments availablén thelive performance, therill will be played with more
freedom, not strictlya tempq in order to create this kind of a macabre starting scene;
extending the beat of thérill 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 repeatée trill will be slightly shortenedlrhe 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 whosempassisGEn X G KSyYy Ad OFy O2YYdzyA Ol

both visually and audiblyMore specifically, the resonance colour of those registers on the
fortepiano is quite different from on a modern pianoitepiano¢ Pie nachtliche
Heerschau_fortepiano_bH.-5.mp32modern piancg Pie nachtliche Heerschau_modern
piano_bb:1-5.mp3)}. In this case, the addition aina cordacan help the pianist to create

those colours that can convey death, tomb, perhaps fear and darkness which then can wake
up feelings ofvengeancein order to make a more distinct sound on the fortepiano, | add

also the moderator.
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Example24: Carl LoewéBie nachtliche Heersch@bb. 18

3.2.4Dance style and its connotations

AsAllanbrook makes explicit, the importance of dance music is not its literal meaning of

RIF'yOS o6dzi NI GKSNJ G4KS WI?Bdng spackicalfy fofugedrania 2 F S|
a2l I NIIQa 2LISNIas !'fftlyoNR2]l SELXIFAya (KFG (K
rhythms of social dance to reveal to the audience the virtues and vices of the characters he

KFra asSa Ay Y2 ERnthodgy AllankrSok geférs fanSamentally to
eighteenthOSy (1 dzZNE  Ydza A OX KSNJ @GASga | LILX & +faz G2
RN YI GAO S @2 Ol Winikewise, 2 bas&ddn theleyiddrisatti@ough the

examination of ballad as a genre and the importance of narrative and declamation; quasi

RN} YIGAO S@20FGA2y 2F GKS RIyOS adetsS Aa |fa
ballads. The use of dantike figures is quitdrequentA Yy [ 2S6S5SQa O2YLI2aAUGA2Y
particularly in places where @onveys features of the personality of the charaster

themselves rather than their environment

3.2.4.1Case studyW! 2 OKT SA Gt ASRQ

Bars | Section Narrative events Musical features
1-56 A Ld Aa dnfaBiagé 2 ¢ Vivace Emajor, common timeE
andthe feeling ofhappiness | minor (bb. 2356)to show his worry.
dominates in this section.

192 Allanbrook,RhythmicGesture in Mozart: Le nozze di Figaro & Don Gioy&880.
193bid., 69-70.

¥4 gNBYyOS ad %oA12641AX GadzAAOX 5FyOSaumdlgiR aSlkyAy3 A
Musicological Resear@1, no. 2;3 (2012): 152accessed Apr 5, 202d0i:10.1080/01411896.2012.680880.
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Swing rhythm, improvisational
patterns in LH in érs49-56.
57-86 B The Count falls asleep and | Un pocapiu vivace Cmajor, 4/8,
the first dwarf appears bars57-66 as introduction for the
expressing that him and the| rest part.

other dwarfs will begin their
own celebration.

87-98 C Three small riders arrive an¢ 12/16, dotted figure to demonstrate
immediately afterwards, the riders.
here comes the little bride.

99127 |D The celebration Demisemiquavers in the piano part
G2 RSY2YyaaN»GS i
celebration.

128146 | E The wedding of the little Tempo |Emajor, common time,

creatures kept goingandth NS (1 dzNy (2 aSOGA 2
Count enjoyed their feast. It| features.

is not certain whether this
gl a LI NI 27F
dream or the reality. It is left
to the listener to decide.
Tablel2TKS YIFAYy aGNHZOGdzNI t S@Syda 2F WI20KT SAGt ASRQ

Wl 20KT SAGEASRQ A& 2yS 2F (KS tSaa YeadSNR2dza
project, with lighter and more cheerful character. In tlezording(Recording example
Wl 2 0KT SA Gt thENutiowal Betire HMNERrY Music recorded on thé p6May
2023 of the ballad Stuart and | tried to depict #hcharacteristiof lightness of character
however, after reflecting on it, the dandie character of the balladiasnot entirely
conveyed, particularly, isection A[Example25). It is a song based on a text that describes a
wedding day where everyone is singing and dancing, and this ideativity is not
communicated in the recording. The common metrasprecisely counted as four beats
which keeps the tempo slightly behind.
This ballad could be understood as an example of the contredanse'#éplige to
LI NI A Odzf  NJ FSIF GdzNBa F2dzy R A yWiIAKSS {GXK | (NS YOLI2SINI 2
mode, clear and uncomplicated melodic organisation, and simple rhythms with a swinging
3 | F4Tsswinging character is whatll be adapted for the live performancand one

way of doing it is by lengthening the first beat of the bar while the rest of the beats sound

(p))

195 Allanbrook,RhythmicGesture inMozart: Le nozze di Figaro & Don GiovaBsic c T 9NA O a 01 SSx> a. |
Dances of thd.ate EghteenthCS v (i dzNTaeGixford ifandbook of Topic Thed§4-174.

195 01 SS> dDaricds bf shiRa#te¥HghteenthCS Yy (1 dzZNBE Z ¢ MT n @
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https://drive.google.com/file/d/1poL5HsiZIFxbDmiT2VdWOg44XMHSKre6/view?usp=drive_link

slightly shorterin other words, applyingotesinégalegmore aboutnotesinégalesin
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.

Example5:. Carl[ 2S6S Wl 20KNISAGE ASRQY 00 @

3.2.4.2Case studyW|! SNNJ hf dzF Q

Bars | Section Narrative events Musical features
1-23 A The narrator introduces Herr| Allegrg Eminor, common time, 11
Oluf and the elves. bars piano introduction. Two
distinguished figures for Herr Oluf
and elves.
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24-88 B The dialogue between Herr | Change of time signature (to 2/4) t
Oluf andelves. F O02YLI y& | SNNJ H
Characteristic tempo/ expression
markings (e.gLn poco string.to
emphasise the peak, the curse.
Dramatic descending coda iais
81-88.

89113 | C Herr Oluf returns home and { Repeated detached quavers

new conversation begins, thf NS LINBa Sy i (KS Y43
time, with his mother.

114143 | D The bride getting ready for | Andanting Emajor, 2/4.
the wedding.

144159 | E The bride find$er groom Grave Eminor.
dead.

Tablel3: The main structural events &lerr Oluf

Anotherdancd A 1S FTAIdzNBE A& IAGBSY AY WI SNNJ hf dzFQ 6§
represents a supernatural character, Erlkd@idaughter (Exampi26, bb. 69). Loewe
AYOUGNRRdAzOS& (GKAAa FAIdZNE Ay (GKS LIAWR{g@eok y i NB R dzC
Herr Oluf (Exampl26, bb. £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

the difference in the articulation, something thatfarly clearin the recording(Recording

SEI YLX § Wi S NNBe Ntz Gentdrfad EaffiyNRISYC recorded on thé 6

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.

' & RA&AO0dza&aSR Ay Wl 20KI SAGEASRQT G4KS Aff dza
AgAYyIAYI OKIFNIOGSNP LYy WISNNJ) htdzFQ GKS agAy3
which imply not only a dynamic emphasis but also an agogic change. In theciiad | aim
to demonstrate that by slightly lingering on the accented notes. To make this even more
explicit in the introduction | will also play the ladtord of bar 4 (Example&6) significantly
longer. The hairpin underneath that chord which is aibg linked to the accent indications.

Even though it looks like a decrescendo sign, | will interpret it as adiogfly because the
piano cannot produce a decrescendo dynamic on a single chordgaodndly because in

this way | draw the attention to the change of character at the particular moment.

197 Gorrell, TheNineteenthGentury German Lie®30.
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Example26:/ I NI [ 2S6S W9 SNNJ hf dzFQ>X 060P ™

All the above examination @bpic theoryand, particularly, througlthe various case
studies,demonstrates a largescale interpretativestrategy, which ®metimes conveys
features ofa specific environment and sometimes featureshaf status of the character
Compared to the smallescale strategy of declamatory style that hetp express individual
moments of the ballad, topics help the performers to hanitiie 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 Narrativestructure

. FAaSR 2y . 1fQ&d RSTFAYAGAZ2Y 2F YINNIGAGBSSES AlG C
narrative text storyandfabula, starting from the smallescale Qarrative tex) and arriving

to the largerscale which isfabulaor, in other words, the series of even{s.A yfabSlaisia

series of logically and chronologically related events that are caused or experienced by

I Ol ¥&Nth coifizeptis more about helping understand stories that have interlocking

stories within them Therefore fabulawill be used in this section as a tool to examihe

internal narrative of thdongest ballad of the present repertoirdVallhaideQ

198 gal,Narratology: Introduction to the Theory of Narratj\e

94



3.3.1 Internal narrative

Internal narrative refers to the story within a story, the idea of correlating present with past
SPSytGad {2YSGKAY 3 &A YWthibald DOughdthe SecofiddodnéR Ay [ 2
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. Tley ko distinguish the internal narrative

and, therefore, the difference betwee#rchibaldDouglasand WallhaideQis the use of

g2NRa WIKSNBEF2NBE fAad0SyQ ¢ WBEMNELYDoKIENS Q0 ¢ KA OK
Wallhaide€lhere is a central story, but at the same time, one of the characters (Wallhaide)

makes a connection between timeain narrative and a discrete story. This additional story

SELX I Aya (GKS LISNE2yQa Tl YAf& KAAG2NBES 26y &2
represented with a contrasting styl€?n this caseWallhaidenarrates 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 ather the spirit takes over from the real

Wallhaide or it is her spirit that was there from the very beginning. Runze clarifies that,
FOO2NRAY3 (2 [2S6SQa FlLYAfesr GKS O02YLIAaSNI oS
who appeared at the very first enanter between Rudolph and Wallhaid®.The idea that

[ 2S6S 0StASOPSR GKIG 21 ffKFARSQA ALIANRG ol & o

between Rudolph and Wallhaide can be illustrated in the rest of the ballad.

CaASNRsaAlLSET Ga¢KS . FftlIR& 2F [/ FNX [2S8S6SY 9EIYAYSR 6Ad
314.

200 RunzeCarl Loewes Werkeesamtausgabe der Balladen, Legenden, Lieder und Gesange fiir eine

Singstimme im Auftrage der Loeweschen Familie herausgegetievilll,ix, x.
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3.3.11 Case study Wallhaide

Bars Section Narrative events Musical features

1-28 A The narrator introduces | Andante maestosdD minor, commor
the old castle, the Count | time. Stormy broken chords in LH
and prepares the (motif h). Motif i in D major
introduction of Wallhaide.| introduces Wallhaide (b. 23)

29-46 B More information about | Andantino amorospD major, 9/8.
Wallhaide and the Motif *.
introduction of her
beloved Rudolph.

47-64 C The narrator describes th¢ Tempo primpD major, common
romantic scene where | time. Motif4 | y R ¢!

Wallhaide and Rudolph
meet.

65-84 D They enjoyed the short Adagio espressivaB flat magr,
time they had together common time, moti#.
and then theysaid
goodbye.

85157 | E Rudolph asks her father t¢ Andante Allegro moderatawith the
marry her,but the father | wedding dancdike passageAllegro
does not allow itRudolph | non tanto, ma con forzaB flat minor
thendeparts in despair, | OO2 YLJI YA S& PR dzy
wandering in the woods, | allegro e furios@ccompanies
but later he gains his hop{ w dzR 2 f LJK Q & Chio®atisrmiNdi
back, heisfreeand God |LJA I y2 wl LI NI 02
will help him to reunite pain.Meno allegroas contrast to his
with his beloved. pain, D majorCon brig 12/8,

regaining his hope.

158175 | Return | Return to thedescription | Andante D major, common time.

of C of the romantic scene Motif+ | @&
where Wallhaide and
Rudolph meet.

176226 | F Rudolph asks Wallhaide t| Recit, a tempq 6/8, Allegro non
meet him at midnight and| troppo with dotted figure illustrating
leave together. She first | him riding,Recit.when Wallhaide
worries about this replies 2/4. Therecitativeanda
decision buthen with temporepresent the their thought
confidence saysthatlove| YR F¥SSt Ay3azx Sa
will guide her. WOrry.

227-418 | G Internal narrative about | Andante quasi allegretto (Im
0§KS &aid2NE 21 Romazentone)A minor, 3/8piu
ancestor (Wallhaidyvhich | moto, 6/8, characteristic recurrent
is interrupted by Rudolph.| motif © ,_Allegrq D major, common

time interrupts internal narrative.

419472 | H Rudolph continues his | Adagi®@ & SOl A 2@EMpPEOIZ

thought presented in

downhill direction depicts the text, D
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section F, and they meet
Fd yAIKG

major accompanies the happy
moment. Gravesets the night scene,
D minor.

473644 The clock strikes midnigh
Rudolph and Wallhaide
meet as appointed but as
they ride,Rudolph realiseg
that instead of her
beloved he carries her
spirit and sinks into the

grave with her.

Sostenuto assai, G minor, 12/8, clog
motify. Allegro non tanto
accompanies the riding part and the
dialogue, D minor. As conversation
progresses, the piano part becomes
richer with chromaticism. Allegro
assai, common time. Sempre agitat
6/8

Tablel4: The main structural events &Vallhaide

Motif h
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if 4 (from b. 29)

Andantino amoroso.
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47ﬂ1‘empo primo.
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Andante quasi allegretto.
(Im Romanzentone.)
225 ~ Pia semplice
1 it ——+ +— —1 —— —
1 am.s o — ' o = — Hr—+— B — 7.
oJ ge O S ] 7 [ * & v
Als ‘Wun .debold noch, unsres Hau_ses Ahn, in  dic. ser
[l ) hh i
B i R At A B
—q1oanf i | [N ST N TR N S N Y
Bins: == G % S=ES
motif ¥
473 Sostenuto assai.
- ]
]
L~ 2 ]
e
] |
r | l
o =

7/ SN
sempre pp col una corda

T 1
1

Ei 2

Tablel5: The main motifs of case stutf/allhaide

From a performance perspective it is significant to examine tih@fabulaand its musical
features change in this section (sectiond8fause it demonstrates a different version of the

narrative which waslreadyheard in section EThe internal narrative is here represented by
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the insertion of a selénclosed strophic song within a broader througtmposed song, and
this is somethinghat warrants interpretation As set above, motif is the one that is
recurrent for 175 barsrepeated six times with a few alterations in betwesamd
characterises tisinternal narrative(Recording examples frofir Jack Lyons Concert Hul
the 2290f June 202392 | f f KI A RS ¢ TR:RELE35HnE y 2 ®Y LJo Q

W2 | £ £ KI A RS Y 2 RIS3RISLY). e fRstthriglth&t 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 |
include a translation d® | f f K text &dBg3ide the musical examplé8).
The first time (Example 27, bb. 22%3) 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 atenie
text while the accompaniment remaisemplicesupportive and, with the singer, follows
the shapes of ascending and descending melodic lines counted in one beat.
W2 KSy 2dzyRS02ftRX (KS yOSad2N 2F 2dzNJ K2
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

KFELILR Y2YSYyid KBENE 2y0S 0STF2NBPQ

21The translationo® I f f KE SR Q&4 R2yS o6& {{ldzzE NI hQ 1 NI
Z2ANRAIAYLEE GSEGY W!f & 2 dzOR 8iéser Bukg rebigitekda wuthstahnmBia | | dza S& !
Tdchterlein herrlich heran, des ganzen Hauses Zierde, hie3 auch Wallhaid, et Zgiheinen Buhlen

3t NO1ft AOKSY {{ldzyRSy 3ISTdzy RSy oQ
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Andante quns: allegretio.
(Im anlnnntone)
sempls

Burg re.si . dir . te, da wuchsihmein Tochterlein herrlichher . an, des ga‘n_zen

| " b, | 1
1 I L | ). % 1 I\ ‘I 1 1 Y
il il
* u u
¥ ¥
.
*

Hau . ses  Zier - - de, hiess zuch“'h'll_hmd, hat {ruh‘_re Zeit  einen

| k, o= L ==
- -l I‘ - o ) ! “‘F"F ' L" ﬁ 1 4 L
§ ﬂfi . O T %
. s ir: :

| I X = e

d-}v—l

- Dem

9 fLw'—*:i#—-iw—-————;—?:
'— =

% B
| r =
-

*

r

Example27: Carl LoewéWallhaideQbb. 225253

A new person appears for the second repeat (Example 28, bE2@3Bwho
AYOSNNHzZLIG A 2FffKFARSQa KILIWAYSaazr KSNI FFG4KSN
from the equivalent moment described in the initial story and section E). Alongside the
dynamic indicationsof F 2 NJ 40 KS @2 NR W&fdzd 8 d WR29ENR WYyRHQK
singer and accompanist make an agogic change orsftie® f SY 30 KSyAy 3 (KS ¢
leave some space before the following contrastitodce con affettsounds.n the live
LISNF2NXYIFyOS (GKS LIAFY2 LI NI ¢gAff Ffaz2 aLNBIR

so that more emphasis is given.

A

Wi f20SNJ (2 6K2Y A4KS glyaSR G2 0SS SGSNy
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
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Equation28: Carl LoewéWallhaid€2bb. 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.-38@). The change here
depends on the emotion of madness that the father carries with him, somettkiaa
rushed decision which piano and voice would be interesting to cofiveay would because
this decision is not fairly clear the recording examples fror@ir Jack Lyons Concert Hutl
the 2290f June 2023¥2 | f £ KI A RS ¢ T, 2200%13:02&rMd y 2 @Y LJo Q
W2 | f £ KI A RS YY 2 RB%5588:B2). In theligepedor@ance, drs 296305 will be
prepared by having a slightly bigger gap between this passage and the previowsitaean

WHhNAIAYLE GSEGY Wws5SY g2ttiS aAS S6A3 G(GNBdzSA3ISYy aSAy:
trotzige Vater sprach: nein! Da wollte sie nicht von ihm scheiden, und kiihn bedacht um Mitternacht zur Liebe
dza =l GSNAR YSGiGSy aAO0OK NBOIGSyoQ
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https://drive.google.com/file/d/166E99lD655Onn3e7dO7hqgC9JQvab8TV/view?usp=sharing&t=773

accelerandavithin bars 299303 willmatch the intensity of this dramatic momeanhdthe
kind of anxiety that audience might have by waiting to hear if he kills her or not.
W, dzi I GNIAG2NI G2fR GKS 0O2dzyiz 6K2
| SNJ LI NI} Y2dzNJ FStf 2y KA& y200dzNY I f§
While she was still waiting, her father entered, and pitilessly plunged
KA&d RIFEJIIASNI AydH2 KSNI LI22N KSIF NI oQ
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Example29: Carl LoewéWallhaideQbb. 274308
The main change that happens in the fourth repeat (Example 30, bE3308is 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, bi86334s exady

4 NAIAYFE GSEGY @dnv/érfaterRrs der zBrbtdrt@ tSuylg ik HoHein. Ihr Buhle fiel auf
nachtlicher Bahn, von meuchelnden Schwertern getroffen. Sie harrte noch sein, trat der Vater herein, stief3
RSy 52t 0K Aya | SNI RSN ! N¥Sy 2Ky 9NBI N¥SyoQ
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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
GKSGKSNI AG 61 &a 21ffKFEFARSQA &L NdsinterdaK I G | LILIS |
narration is actually the missing part of the opening story.
Wh2¢g KSNJIALANRG KFa y2 NBald Ay
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

RIFe | B¥ISI NHQ

Dolchins Herz der Ar.menohnEr.bar . men. Nun hat ihr

L, . | R in tem moderator
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Example30: Carl LoewéWallhaideQbb. 301337

WhNAIAYLE GSEGY Wbdzy KQuistallekRegt inSgeroiimek;gie iiahdelto y A OK i
nachtlich der Pforte zu, ob wohl der Buhle mécht kommen, und harret sein bis Morgenschein; der Buhle soll
SAyaldz 6AS aAxS YSAySys SNEOKSAYSYHQ
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Ww{2 f2y3 aKS ¢l yRSNA NBailfSaate Ay (KS
friendly visitor to all, never harming anyone; sipgietly goes her
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Example31: Carl LoewéWallhaideQbb. 331365

Thesixthand final time (Example 32, bb. 3886) that this musical idea sounds
already incorporates chromatic alterations that distinguish this passage from the other five.
However, the indication gfit motoNBS LINS & Sy i a 2 ff K ARSQad RSOA&A
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.
WIyR a aKS O2yaSONIGSa KSNIEATFS G2 20

death; tonight she lends me her bloody dress, the guards shall give

WEh NAIAY L E GSEGY Ww{2 fly3aS 6 yRSNI &aAS 2KyS wlaid AY 4
Gast, tat Keinem je was zu Leide; still geht ihre Bahn zur Pforte hinan, die Wéachter lassen sie schleichen und
5SAOKSYy ®Q

104



way to me. No one stops this ghostly train, as freely | steer through

KSNJ R2¢gy 2 KS adGSLAPQ
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Example32: Carl LoewéWallhaideQbb. 358389

CKS AYOGSNYIFt yIENNIYGAGS gl a 2yte GKS aidl NI
[ 2S6SQa asedidhGravardsNdBveloping 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 theisingA to E(Exampled3) to accompany the unearthly Wallhaide, but
AG Oly Ifta2z o6S y20A0SR AYNR 2 SHIFGNGA W9 NEX d VA C
(Exampled4). The rising fifth works aspmeticandsuggestivamotif to characterise a
specific person and his/ her situatiéff When the motif appears as part of a dialogue, as it
happens here between the narrator, Rudolph and Wallhaide, and repeated three times, it

A

AYRAOIFI(1Sa Of SINIe& G(GKS 3IkKz2adafe 21fftKIARS gK2

DA NAIAYLE GSEGY W/ YR 6AS &aAS AKNI[So6Sy RSNI[AS6S 385
heut Nacht mir ihr blutiges Kleid, die Wachter sollen mir weichen. Die Geisterbahn hélt Keiner an, fiehlenk
sodurchinfa AGGS RAS {OKNARGGHISDQ

WaASNRgallE a¢KS . FfflFRa 2F /NI [286SY 9EIFYAYSR 6Adl
336.
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WONI 11l yAaQ GKS
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f 23dz28§ RS@St 2 LJa

0SU9SSy 9NI

performers this is an indication to interpret each character accordingly, and particularly to

RAAGAYIdzA aK 2| f

t KI

ARSQa

JK2aGf & mobevatodefi B @ ¢ KS

the fortepiano to give a different colour that will enrich the necessary change of the

dynamic ofsempre ppbut also will differentiate LH that changes from a richer sound of

octaves to a single note sound.

506 rp rising 5th
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Example33: RisingA to Eto accompany the unearthly Wallhaideb. 506510
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Chapter4: Loewe as performer

Loewe was born in 1796 in Lobejun, a town north of Halle, Germany. He was the youngest

child of alargefamily and he received his first musical instruction from his fath&fhe

AYyFtdSyO0Sa 2y [286804 020t YR AyaidNHYSydl f

stages, the composer found great inspiration in poetry and singing through the study of the

DSNXYIY D2G0GFNASR ! dAdzaG . NNHSNIm, addelly a> g KA C

through the examination of the old Italian school method of singing by Vincenzo Maria

Righini?*® At the age of 13, Loewe started singing lessons and music theory under Daniel

D2G0Gft 20 ¢NNJ] G GKS DeYylaAdzy 2F GKS hNLKI yI

singers in Halfé*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, JérBimpoléon Bonaparté!?

4.1 The singer

Singing was one of the skills thdistinguished Loewe and his musical talent from other

O2YLRASNED® | S gNRPUS AY KA&a FdzizoA23INF LIKe GKI

in singing with Turk, in which blending registers, diction, and voice production were the
YI Ay RA #@dcading t théivodl 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 nineteén®y G dzZNBE 0 > [ 2 S 4

voice has been described as a tedbrMessthaler 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 titfeds Martha Elliott notes,

this was indeed prevalent; tenors were much preferred over lower male voices (which

292 S0 a[2S6SS OW2KEYYyO /I NI

2101 oewe,Dr. Carl Loewe's SelbstbiograpHig-14; BachThe Art Ballad, Loewe and Schubéf.

211Bach,The Art Ballad, Loewe and Schub8@.

212 Halle byc.1810 belonged to the Westphalia kingdotid., 52-54.

2Be NI yafl A2y oNAGRg NI GBS GIYEF NB+@NJ ' £ £ SY YI OK4GS A OK
Cursus im Gesange durch, in welchem er Treffen, Aussprache und Stimmbildung als die Hauptzweige

KSNIZ 2 NK 2 ®dCarl [oews's Selbstbiograpté.

214Bach,The Art Ballad, Loewe and Schub&66 RunzeCarl Loewe, eine dsthetische Beurteilingipzig
MyynoX HnZI 1jd23G§SR A dercdaSgiodal K d BAERGNYRIAFI2S o 2

215 prof. Ulrich Messthaler, interview by loanna Koullepou, January 31, ga28dingandtranscript, online.
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usually played buffo roles) and their parts commonly required them to use falsetto, as it
200dzNE A Y \Gdilkume YeR'Hdweet, ByMiodern standards, the vocal music
that Loewe wrote for his own performance has a tessitura markedly deeper than that of a
GSY2NIr (KA&a &adzzasSaida GKIFIG Ay G2RIFe&Qa @201t C
high lyric baritone€!’ One example of this MNVallhaid&€whose range is AE#4, ideal for a
baritone.

The choice of a middle tessitura favoured also ballads that are entirely based on the
narration of the storyas it is a comfortable area for the singer to bring out the text without
the difficulty of high registers or vocal techniquése focus lies on the storginging with a
middle register is associated with a neutral sort of narrative figure which helps to connect
with thecharactea @2A OS> 6KSNBlFa&a (GKS SEGNBYS NBIAaG:
the different charactersA specificexample @ W5SNJ ¢2GSy G+ y1 6QY gKz2aS$s
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 figas 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 (Exampm®, for example, are set with the same melody
using B2B3 rarge in order to give space to the singer to dauléhese opening verses that

establish the place and atmosphere where the events will take place.

218 Elliott, Singing in Style: A Guide to Vocal Performance Practigs
217 A suggestion occurred during tiveerview with Messthaler.
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Asdiscussed irthapter 3 declamationwas an important aspeatf performancefor

Loewe and most likely characteristic of his singlgontemporary source notesthat2 S ¢ S Q a

Wa2dzyR gl a & ylFddaNIt |a gKSy KS aLl21S wX8 L
tone with which he spoke or sang carried far, equally in open air and indoors, without giving

0KS AYLINBaadA2Z2Yy (PRMdssth&& also ddiStyaRvdhén Loewel wiasbalked

about correct declamation, he said in ishre des Balladengesanfjsit ‘¥ne who learns to

218 Harmonig 15 December 1896, 1751,4 1lj dz2 SR Ay aSaaidKIFt SNE a/ I NX [ 2S4S

aA3aOSNBRINYRYAATE

y
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NEFIR YdzaAOltte gAatf 2yfte& FTRR I tAGGES G2yS
pulse, execution of the accompaniment, the whole practice, and the circumstantial
O2yaSldzSyO0Sa I NBYMiglbwskeasblzOehtiors sitniRrichainétetisiivs
[ 2S6SQa aAy3IAwresladiRdziS WKS yO2BKIS2 4 SN & LIS NF 2 NIY
hyS 2F GKS LISNBR2YlIfAGASAE Ay £ASyyl a4
Baron von Puttlingen (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 tisit,
recounted her impressions to Bulthaupt (B 52). She extolled the ease
of his change of register from tenor down to the apparently equally
O2YF2NllofS o0laa NBIA2YyAT aKAa SEGSyaro
not work the magic on its own, but seemh to merge with the
declamation and the sense of the words so naturally and intimately
that one was not conscious of any dividilnge. Further, she
Y Sy i A 2y & padaiidg e dhavrd ¢ lis humour, the incredible
inner force of his tragic expression, and his own special talent for
one could say: sceReainting, so that the listener could see the
L2SYQa aO0SyAO ol O13aINRdzyR:E G23
riseupbe2 N KAY®de 9@SNE 2yS 2F (KSasS OKI NI

)¢

when considering th@erformance, and indeed the compositional

technique, of his ballad®?

4.2 The pianist

Alongside his vocal training, Loew®s a skilled pianist skill that he developed alongside

his musical educatioas he was taught from an early agetiy father Adam Loew&!At the

F3S 2F myZ FFGSNIKA& GSFOKSNIDA& O6¢NN)J 0O RSHOGKEZ
@SIFNER fFGSNE AY mMyHnI KS gFa OK2aSy F2N (KS

219 Quoted from Carl AntorBeitrage zur Biographie Carl Loewslle, 1919/20), 78s cited in Messthaler,

G/ F NI [2S¢6S 2RSNIRIFIa IANRBGS arAaagdSNERGONYRyAazZé vy

2203 A S N2 gThelBhliads dof Carl Loewe: Examined within their Cultural, Human and Aesthetic E@@text

80.

210 2846SQa FFHAOKSNE !'RIEYZ gF& | YesldRPANSHFR GDKRRY Wb &AL ISN
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[ 2S6S RS@OSt2LISR I RSSLI t20S FT2NJ GKS 2NBIY Iy
church, as he wrote in his autobiography:
¢CKS fINHS:Z o0SlIdziA¥FdzA 2NHIY 2F {4 WFH0O2060Q
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 | loved this organ of the Venerable Churclihws many
powerful and tender voices, as one loves a beautiful human soul, in
pK2aS RSLIWIKa 2yS Oly ftlFé& R2gy 2ySQa
worry, and in which one can find understanding, consolation and joy
X ¢2 0GKS &addzRSy(a LSRINIZ2AVESR Y2 yX WKASAE 42NB/
that the hand elicits must be full and powerfif.
a2NB RSUOFAf& 02dzi [2S6SQa 1S€02FNR (GdzAdAzy

(@]]
N
Py

by those around him as a confident interpreter, with particular skill inastbmpaniment,
but not as a virtuoso of the technical level of Liszt or Chopin; for exaimigle|lose
O2y FARIYG 1 dzZ3dzaGS ¢Aft SOSAY 6NRGS GKIFG WKS of
no virtuosity@®3{ OKdzYl yy | faz2z O2YYSYiSR 2y [2S6SQa LI
GKS tF3GG0GSNRAE LISNFeENXYIFyOSa { OKdzYl yy

Rich in that inward, deep melody, which characterises his ballads, he

[Loewe] selects an instrument, which, to sound angitgy, needs a

different treatment from, and produces another effect than, the

human voice. Loewe plays truly enough with his fingers what he

hears within hin?24
{ OKdzYl yyQa O2YYSyid &adzaasSaida az2vy$sS 2F (GKS | alLlS

serve as a guide for modern interpreters. He talks aboutféicéthat the piano sounds

22¢ N} yatFGA2Y A& YAYS® hNAIAYI KirchieSde den Eilmindn Seiksa 8 S 4 OK
als ein grossartiges Denkmal aus der katholischen Zeit geblieben ist, war fir mich Gegenstand besonderer
Aufmerksamekeit. Diese Orgel der ehrwirdig€irche mit ihren zahlreichen méachtigen und zarten Stimmen,

habe ich vom ersten Tage an geliebt, wie man eine menschliche schéne Seele liebt, in deren Tiefen man Leib

und Freide unbesorgt niederlegen kann, und in der man Verstandniss, Trost und FréuBelfin X 5SSy { OKNf ¢
RAS AOK I dzZF RASASNI RASaAaSNI hNESt oAfRSGSE LI¥ES3IGS AOK
RSY RAS 1 FyR Syift 201 (zDrdarlLbewdsSBbstHidgRftadi 3 aSAyoQ [ 2S6S
2Z2Z2h NAIAY L f GSEGY WIONJI KFEiG DNNYyRfAOK]ISAGE . S$3SAaidSNHzy3
b2 SYRAI|ISAG aStoald AKY |CdaFLodwa. Beitdigs QuKKesntnis seilies tbe@end (i G 2
und Schaffené { G SGGAYY +£SNI I3 [S2y {lFdzyASNE . dzOKKI yRf dzy3sZ wmc
alAdagdSNEIONYRYA&AZE T

224 andau;The Lied: The Unfolding of its Styl&.
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different from the voice, and thus needs different treatment, and thaewe was able to
conveythisi KNR2 dz3 K KA & LISNF2NXI yOSd ¢KSasS 62NRA

(@]
m/

ability to musically paint the text and to engage with different topfcs éxample figures

depicting the sound of horns or dottethythm representing the horse galloping).

4.3 The improvisatory style

4.3.1Influenceon Loewe

In the nineteenthcentury, as in the Baroque and Classical period, pianist composers were

also performers, without any distinction between composer and perfofitand,
GKSNEF2NES AYLINRGAAlIGAZ2Y 6Fa |y AYLRNIFYyOG LI
pianist who was able to improvise reflected spontaneous originality, one of the most

significant aesthetic values of the Romantic period which attracted nimgkeeentury

audiences?¢In Vienna, the city that was considered the musical centre in Europe in the

Romantic period, improvisatiomaspart of smaller and larger scale concerts. According to

Il d fd aAldOKStt I (KS GSydteyhdtic imtrooRidiontoyhe SRA G2 NI 2 F
improvisation on the pianofortehis happened in the first half of nineteenth century, mainly

due to the establishment of th&esellschaft der Musikfreundte 1812, and the growth of

the piano and its new capabilitie®o( exampl& WR2dzot S Sa Ol LISYSy G | Ol A
in the damper mechanism, enlargement of keyboard range ... legato playing, quick repeated
notes, graded dynamics, and its gradually developing sensigygrmitting greater

margins of tempo, dynamics, and expressiveness, and freer wanderings into remote tonal

NB 3 A 23 & Hishconiinents, 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 programmé# Some of the most successful solo recitals of Liszt

GSNBE O2y Of dZRSR ¢ A U, K whichthi Thaide $n vihrLieBr@rbvisationA 2 v Q

225 Kenneth HamiltonAfter the Golden Age: Romantic Pianism and Modern Perform@nderd: Oxford
University Press, 2008181.

226 Carl CzernyA systematic Introduction to Improvisation on the Pianofcete and transA. L. Mitchel(New
York: Longman, 1983i.

227 bid.,, x.

228 hid., ix-xi.
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was based was proposed by the audieAt®As Tablel6 below showsg*° Loewe similarly

AyOf dZRSR KA & AYLINRBGAALl (A2 Y >hisedhc@mprograndaid S NI S K NI
according to him, the Berlin audience seemed to enjgWitb dd> f 2y 3 | LILIK | dza S
KFR y2i tSiG GKS ARSI 2F YdzaAOlFft RBYLINRPOAAI GA2

Concert of Carl Loewe

March 10, 1832
Berlin, Singakademie
Partl

Overture to Rudolph (Loewe) Orchestra
Goldschmieds Téchterlein (Uhland/Loewe) Loewe ve/pf
Herr Oluf (trad. Danish/Loewe) Loewe ve/pf
Piano Concerto in A-major (Loewe) Loewe pf w/orch

Part II
Der Gang nach dem Eisenhammer (Schiller/B. A. Weber/Loewe)
Loewe vc/pf w/orch

Improvisation Loewe vc/pf
TableleY [ 2 GoacBrip@ogram, Berlin Singakademie, March £832

[ 2 S gilSpibiisations 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 eagfor him to use them in his improvisatio#%.In fact, Loewanay
sometimeshaveworried that he would be too influenced by these prior settings he
writes in his autobiographgbout a concert hgavein Dresden where he improvised a
aSiiAy3a 2F ¢AS071Qa LIRSY WLY 2AYRa3ISNNdza OKZIQ
WSAOKIFNRQ& 0SIHdziAFdzZ O2YLRaAAGAZ2YI SKROK L &l
A clear example of the influenad these earlier composers can be found by comparing
[ 2S6SQa mME@mpleBS 1R yEF2SGKSQa 5 IAG%ISATRRINIASKINITA Y

229 Hamilton, After the Golden Age: Romantic Pianism Muatlern Performancet5.

230 The table is provided by Gooley whoggestsi K i G KS O2y OSNI G221 LX I OS Ay wm
Selbstbiographi®f S NI @8 Ay RAOIGSa GKIG GKS &aLISOAFAO 02y OSNI  LJ
g dzNRS @2NDSNBAGSH dzy Pr. Carl Yoewe'y Seibsthivgragaée] GodkeyHartaSias 5%

Improvisation: Free Playing in Nineteenth CenMugic 123 124.

Ble NI yafl dA2y A& YAYS® hNAIAYlLE GSEGY woods f1y3ISNI . S
LYLINR@AALFGAZ2Y YyAOKG 3Lyl dzyINewdB.(CarB oelvgstBalbstbi®ym$hig K GG S
133.

232 Gooley,Fantasies of Improvisation: Free Playing in Nineteenth Cellusig 124.

233 |pid., 120.

Z4e Nl yaftl GA2y A& YAYS® hNAIAYylFE GSEGY WwwSAaaAISNI I+ o
Jdzi St Fry3Id 5AS A0KI yS:T Ay RSN WdASyYyR &2 @oedef 3ISadzy3
Dr. Carl Loewe's SelbstbiograpHi&s.
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the same text published in 180¢Example37). Both composers divide the lines in@most
020K

identical way, each line corresponds to onedar I y R

gl f tvdtXanilld wKe i KYX YSft2Reée:X

agttlroAO LI GAS

LINS LJ NB

i K

harmony based on tonidominant and the transition from verse and quavers to refrain and

S
Ny a =

NE

semiquavers are obvious correlations between the two settf¥g® St G SNB@aol f f | R

simplestrophic form (apart from the last refrain), whereps2 S 6 S Q § althoSgh (i A y 3

broadlystrophic in structureincorporateschangesn every repeatvhich aresignificantly
OK2aSy F2NJ KS LI 20 ¢KS Yz2al

I LILI NBy i

refrain, where the sorcerenimself arrivesLoewe sets this final moment as recitativo to

depict the unexpected appearance of the sorcerer and the unexpected solution to the

problem.
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Example36Y / I NI

[2S6S WEHSHNO %I dzo SNI SKNI Ay 3Q

235 Gooley,Fantasies of Improvisation: Free Playing in Nineteenth Cekusic 128.
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Example37: Beginning of Carl Friedrich Zef2®#5 S NJ %1 dzo SNI SKNI Ay 3 Q

As mentioned earlier, th®2 y OS LI 2F Iy AYLINROGA&lI GA2Y O
choice of theme was a common practice amongst Romantic comymaeists. Gooley
SELX FAya GKFG WwWldzyySt FyR [A&aT G €S0 GKSANI Fd
familiar folk songs, opera ariaand national hymns, turning the process into an equalising
SEOKIY3IS sAGK GKS Llzot A OZ26phJofithie mospopufar a G | & A
OK2AO0S&a gl a LGFEALFY 2LISNFYz Fa AG 61 & Fl 02 dz2NB
sonatas, which were especially popular in Germany and Austridne text was usually
chosen by a member of the artistic or bureaucratic aristocracy: for instance, Zelter
4dz33Sa0SR GKFG [2S6S AYLINE A aBPindéRuniR D2 S0 KS
wlkERTAgAEE Ffaz2z FaA1SR [2S6S F2NI Iy AYLNRGAALI
the composer accepted and improvised during his debut in Berlin in 282hother

occasion of this kind of practice has been described by Loewe:

236 |bid., 130.

23" Hamilton, After the Golden Age: Romantic Pianism and Modern Performamce

2381 oewe,Dr. Carl Loewe's SelbstbiograpHig3.

2391n 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 Méser. Part ofthear@S YSy G gl & (2 AyOf dRS . SNIAyQa fSFRA:
oft AIlLdAz2y G2 F NBelFf 0ANIKRLF eFaniaSids SfonmpdovisatianyFre@ K y ISR [

Playing in Nineteenth CentuMusic 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 audiengenetfamiliar. After a
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In the evening, there were my Ballagicles 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 | succeeded particularly well in impising. Prof. Wolff
was so kind to write down a theme given by the amiable and
OSt SONI SR CNNdz SAY %AISalNY WwWxky {LR]1Q
blew himself up with his gunboat in the last DuiBklgian war),
quickly wrote out a poem, immediately and atéy in 5 minutes on
two quarter pages. performedit with inspiration24°
[ 2S6SQa LINI OGAOS 2F AYy@AUAY3d adaA3aSadAizya TFNP
preferences for the makeup of his concert audiences: he wisheh 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 fgenfermances®*!

The concept of improvising a song upon a selected poem from the audience in a live
performance wasncreasingly populan Germany in the nineteenthentury literary and
philosophical circleOne popular groupvere themprovvisator{17531850), Italian poet
improvisers who improvised poetry based on subjects that the audience chose,
accompanied by a violini$t? Althoughlmprovvisatoriirst appeared in the eighteenth
century, their performances had a big impact in the nineteesghtury and constituted the
most intriguing phenomenon that Europeans had to see when visiting?faly.
Improvvisatoriwere used also as leading characters in poems, theatre works and novels

ddzOK I & DS NXTGornge@80R @hich liatl & HigQupact on the literary, as well as

conversation Loewe had with Zelter, he expressed that he intended to be heard as adirafjadand pianist.

Loewe,Dr. Carl Loewe's Selbsthiographie4.

2401 oewe is improvising a song basedonateth IA Yl f GSEGY W!-OySlysRéSaateldt YSA Y
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 besondeztaggt grof. Wolff

g N a2 FNBdzyRt AOKZ SAYy @2y RSY tAS0SYa6NNRAISY dzy R 3
(bekannter hollandischer Capitén, der sich mit seinem Kanonenboote im letzten hollanbégtschen Kriege

in die luft sprengtg sogleich in Zeit von 5 Minuten auf zwei Quartseiten deutlich niederzuschrédbeinug

S& YAQG Ly aLA NI Cavl2obwed SalstsiograpPé4¢235, Gooleyantasies of Improvisation:

Free Playing in Nineteenth Centiutysic 136.

241 Gooley Fantasies of Improvisation: Free Playing in Nineteenth Ceklusig 134.

242 Angela EsterhammeRomanticism anémprovisation, 175@.850(Cambridge: Cambridge University Press,
HAnyosS MO Ligiprovadsaidtideipresestet 5idyhg/in recitative style while accompanying

themselves on the guitaKoch Musikalisches Lexikpi77.

243 EsterhammerRomanticism andmprovisation, 175a.85Q 3.
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musi@é 2 NI R® ! & D2 SNBECSrnnes godrhy&diin tHe Bovéfl dsarny 4 = W
improvisatice that is, as a person whose function and even whose profession it is to
LINE RdzOS 'y SEGSYLR NI yS2dza RRARODIiNG istagey, | y& |
added an improvising character named Corinna in his ofpeiaggio a Reim&l825) and
similarly Pacini did witSaffoo My n n 0 = 0 2 (i K GoyirndfLdedhadte { G St Q&
opportunity to performCorinnewhile being a student in Halle; this novel was particularly
AYALANRY I F2NJ GKS O2YLI2aSNNRa LWzt AO AYLINERJAA
autobiography Loewe says:

| owe the idea of improvisation in general to the readingofinna

by the intelligent Fr. Staél, 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 Staél | would not hénetd onto the

idea of giving a concert in Berlin as a singer and virtd#fso.

Even though there iscant evidence beyond this comment regarding the influence of

the Improwvisatoron[ 2 S¢S Qa LINJ OG A OS apoeti@rpfobisaton YSY G A 2y &
FE2dNAAKSR AY DSNXYIFyeée GgA0GK hod [ dpoetpLoéwrf FF 0D
and Wolff ollaborated in the salons of Jei(®835, 1846and Weimar(1835) where they
performed together as a duo improvising poetry and music in a melodramatic®tyleom
the 182040 the 1850s this kind of performances were common in Gerrsp@aking
O2dzy GNAS&a> yR (GKS& gSNB (y26y | a WavydzaAOl f
GSYOGSNIIAYYSYyGaeddody gKSNBE NBFRAy3Ia 2F LI2SON
LIS NJF 2 NIP*Fthese 8verfisvere closely related to the performancebmgdrovvisator;
and the characteristic of the Italian poetry improvisers accompanying their poetry on guitar,

piano or violin was something that fascinated Germ##9. Sy (1 K2dzZaAK [ 2S6S5Qa

24DS2NBASa t 2dzZ SGX & ¢eEBHWIASI9ORFE0L YLINR GAal GA2Y

245 Gooley,Fantasies of Improvisation: Free Playing in Nineteenth Cektusic 134.

26¢ NI yafl GA2y A& YAYS® hNAIAYylLIE GSEGY WwWs5AS LRSS RSN L
Corinna von der geistreichen Fr. v. Staél, die Uberhaupt manches Neue im Gebiet der Kunst, sowohl von der
Geflhlsseite her als auch von Seiten ecl8pontaneitat, edelster Auffassung des Lebens, in mir angeregt hat;

ohne die Lesung der Fr. v. Staél hatte ich Gberhaupt nicht den Gedanke, in Berlin ein Concert als Séanger und

+ ANl dz2z& 1 dz 3 S acdweDr. Gas Boévi'S Selbstbipgafieas, 134.

247 Gooley,Fantasies of Improvisation: Free Playing in Nineteenth Ceklusig 136.

248 |pid., 134.

249 |pid., 135.
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O2ft 1 02NIGA2Y GAGK 22fFF gl a SadloftAakKSR I Fi
(Wallhaid2 My M dE W5 S NI éatydeonSINI | SyKRNI YASyREBE) theyRvirg y G | vy T Q
interest in poetic improvisation increasedthd2 G SY G A f | dzZRA Sy OS F2NJ [ 2
Alongside the external and cultural motivations are also other factorsithpélled
[2S6S G2 AYLINR@GAAS az2y3asx adzOK a GKS 02YLRaA
[ 2S56S NBOSAGSR o6& ¢NN)] 2y KFN¥X2yesx O02dz/ i SNLR
playing and basso continuo with exercises on the improvisation of caderezashe
foundation for Loewe and the trigger to explore improvisation even more and make it part
ofhisownmusié®¢ KA A4 Ay (dzNYy3>X KSfLSR GKS 02YLJRaSNR:
organist which required him to practise improvisation regularly.
D22f Seé OflAYa GKIFIG [2S6SQa az2y3a AYLINRODAAL
ONF RAGAZ2YFE LINF OGAOSa 2F AYLINRGAAFGA2YPQ hyS
f221Ay3 G GKS AYLNRB@GAALFGAZ2Y OGONBlFOGAaA&m 2F (K
important role in the Classical period and the perpetuation of the three types of Baroque
|

improvisation embellishment, free fantasias and cadenzdh y S 2 F ¢ NNJ Q& ( NB
ARS

LI NI AOdzE F NI X SyoOo2YLJ)l aasSa GKS O2YLIRaSNDRa
accompaniment of liturgical chorales (as given in the following quote), and shows that Turk
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 considened serious

manner appropriate to the content of the soRef.
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

2%0pid., 120, 121.

Blw2 6 SNI 5@ [ S @ AGfave MusicvOniN@sseasadOit A, 227 ¢
https://www.oxfordmusiconline.com/grovemusic/display/10.1093/gmo/9781561592630.001.0001/omo
978156159263@-0000013738?rskey=TwciWS&result=1.

2¢ Nl yatl GA2y A& YAYS® hNAIAYylFE GSEGY w5l a4 3ISYSAYS +2
Schwierigkeiten, weil man hierbei in Absicht des Taktes, der Modulation, des Rhythmus u.f.w. nicht so

gebunden ist, als in den Ubrigen Arten; indes&ann der Organist auch hierin seine Geschicklichkeit durch

SAyS RSY LYKItGS RSa [ASRSa y3Isvysaadydrdedsodzy RSy S dz
wichtigsten Pflichten eines Organisten: Ein Beitrag zur Verbesserung der musikalischen édhuigienn

Friedrich Naue (Germany: Schwetschke, 1849), 112.
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the text accordingly. In order to achieve something like this, it requarednderstanding
both of the text and of what musical means will help to reflecsutgh as relevant topical
materia)d ¢ KS FoAfAGe 2F GKAY1 A yivoicehh&Randp@ribt SOG A y 3
accompanimentcould well have been something that Loewe inherited from his
Kapellmeistetessons with Turks?

Another treatise ofjyreatimportanceRdzNAy 3 [ 2S6SQa GAYS g6l a /1
Systematische Anleitung zum Fantasieren auf dem Pianofbrst publication, 1829)Apart
FNRY 0SAy3a .SSOK20SyQa LlzLAf FyR [AalTdQa GSI
music centre of that period, which helped spread his reputation and wdiktreatise
provides a detailed list of improvisational suggestispscifically designed fahe
pianoforte of the period and the many possibilities that can emerge fromt ittstrument.
Czerny enumerates in detail and with clear examples various types of improvidation
SEIF YL SS Y2RdzZ  iA2y&asY SYKINY2yAO GF¥2NRaE WF2N
recitativef A { S LINBf dzZRS A GK WOK2NRA az2dzyRAy3 &AYd
O K 2 R¥Raxdigtinct theme developed in inversion and frequently reused, use of familiar
musical tunes from opera, folksongs ét€According taViessthalermany of these types
modulationsF 2 NJ 6 KAOK /1 SNyeé y20Sa GKIG WwS@Sy o62f R:
LI F OSXZ FYR GK2aS 6A0K I (K2NRdAK {(y2¢f SRS
0 dzNJY/ 858 (Bxagik ®).

253 Gooley,Fantasies of Improvisation: Free Playing in Nineteenth Ceklusig 121.

2541bid., 15.

25 1bid., 23.

256 bid., 52-62, 87.

257 Messthaler, interview by loanna Koullepou, January 31, 2@28rdingandtranscript online.

258 Czerny writes about modulations in improvising preludeanslationismined NA 3A y I £ GSEGY WwW! dzO¥
selbst kiihne, fremdartige Modulation inegenVorspielen recht gut an ihrem Platz, und wermgliiche

Harmonie Kentniss besitzt, kann sich hier leicht die interessantesten Wendungen er{atiemy,

Systematische Anleitung zum Fantasieren auf dem Pianoforte, Qiv20Ma: Diabelli & Cappi, n.d. [1829%)
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Example38: Carl Czerngystematische Anleitung, p. 10

AYLINR GA &L OA2Y I §

4.32.1Case studyW5 SNJ %I dzo SNI SKNI Ay 3Q

Bars | Section Narrative events Musical features
1-15 Verse 1| The sorcerer left andis VivacissimpCmajor, common
+ apprentice is now alone trying to time, dotted-rhythm, unison.
refrain | apply the magic he learned from| Bars 915 constitutethe refrain
his master. which is inD flatmajor
16-30 | Verse 2| He uses the spell and command| As above, refrain indrs24-30.
+ the broom to carry water for him,
refrain
31-44 | Verse 3| The broom follows his Semiquavers depict water,
+ commands. When the apprenticg refrain in kars38-44 but kars43-
refrain | tries to stopthe broom,he 44 in relativeD flatminor, depict
forgets the spell word. the first mistake(RH
semiquavers, LH dotted quavers
4558 | Verse 4| He sees that the broom begins t{ As above, refrain indys53-56,
+ be out of controland he gets bars57-58 inA minor, pattern of
refrain | frightened. semiquavers and dotted quaver
conveying him feeling frighteneq
59-72 | Verse 5| The apprentice gets angry and | Contrary chromatic motion,
+ threatens to break the broom. | refrain is in lars67-72 slightly
refrain different from previous times.
73-87 | Verse 6| He breaks the broom but thelme | Refrain in lars81-87, ff, both
+ sees it coming alive and he gets| hands with recurrent
refrain | desperate. semiquavers.
88-108 | Verse 7| The situation is out of control Begins with a canon, no refrain.
+ coda | until the moment when the
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