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Introduction

Schubert's life and work have been subject to extensive research and analysis since Otto Erich Deutsch published the first of his highly esteemed Schubert studies in 1914. Even so, our knowledge of his biography and certain aspects of his music still need to be more thoroughly examined. The purpose of this study is to draw attention to the 42 song sets Schubert compiled or specially composed for publication from 1821 until his death. It will be shown that as well as being fascinating works in their own right, they offer valuable insights into his intellectual and personal preoccupations during those seven years. Although sets containing the same number of songs share formal characteristics, the range of topics and musical features which bind them differ widely. This is why each set is examined separately in this study. It means that it can be consulted as a reference book as well as a chronological account of a neglected oeuvre.

A changing perspective

The reasons for their neglect are not difficult to find. In Schubert's lifetime, and thereafter until recently, the features binding these song sets into units have been virtually ignored and, as a consequence, they have been considered to be little more than collections arbitrarily gathered together for publication. This is true even when the binding feature is as palpably clear as that in the Op. 21 set, settings of three originally unrelated poems by Johann Mayrhofer (Auf der Donau, Der Schiffer and Wie Ulfru fischt), which Schubert composed at various times in 1817 and gathered together for publication in 1823. They relate to events on a river before, during and after a storm. Neither the publishers nor the critic who reviewed it in the Leipzig Allgemeine Musikalische Zeitung seem to have been aware of the topic. Even though only one song is concerned with fishing, the publishers advertised the set as '3 Fischerlieder von Meyerhofer [sic] für den Bass' (SSC, p. 436), while the critic treated the songs as being entirely independent of each other. The only interest he found in them was the unusual modulations in Auf der Donau (Doc. 479).

When the first complete edition of Schubert's music was published by Breitkopf und Härtel between 1884 and 1897, the 603 songs the editor had at his disposal were arranged in chronological order. The three Op. 21 songs, written within six months of each other, appeared in Volume 5. Although each was supplied with its opus number there was nothing else to suggest they constituted a set. Auf der Donau appears on page 92, Der Schiffer on page 24 and Wie Ulfru fischt on page 8. The sets were also broken up in the Peters Edition issued between 1885 and 1887. For commercial reasons the firm decided to arrange the 400 or so songs they selected in order of popularity, those most in demand appearing in Volume 1. This enabled them to control print runs and stock efficiently. As a result, Der Fischer appeared in Volume 2, Auf der Donau and Wie Ulfru fischt on pages 14 and 16 of Volume 4.

These two editions dominated the market until volumes of the Neue Schubert Ausgabe began appearing in 1964. In this and the 17-volume softback edition of the songs based on the new complete edition and published jointly by Bärenreiter and Henle, Walther Dürr, the editor, gave pride of place to most of the nearly 200 songs published with opus numbers assigned by Schubert. We can now study and perform the sets without having to search for them in different volumes. In the softback edition Op. 21 appears in Volume 17, the one devoted to songs for the bass voice. As in his prefaces to the other volumes in which the sets appear, Walther Dürr draws attention to what he believes to be salient features in it. However, his comments are devoted solely to Mayrhofer's poems. They are related, he says 'by a metaphor of central importance to this poet: water as a symbol of motion, of the passage of time, even of Nature. The boatman and the angler make their appearances in dialectical opposition to water; although they live from or simply entrust themselves to water, they want to subdue and dominate it'. He makes no mention of the musical and structural reasons which made Schubert decide these songs would make a coherent unit. Nevertheless comments such as these have been a stimulus to those who have wanted to probe the sets from a musical as well as a poetical point of view. Robert Winter in his article on Schubert's songs in the second edition of The New Grove Dictionary of Music and Musicians (2001) writes:


The nearly 200 songs published in Schubert's lifetime are generally performed as if their groupings were of no consequence; but there is ample internal evidence that he compiled his opuses carefully. In Op. 59, a group of four songs published in 1826, Schubert opens with Du liebst mich nicht (D756) in A minor, followed by another heartbreaking song, Dass sie hier gewesen (D775), in the relative major. The third song, Du bist die Ruh (D776), uses a similar form of address to the first song but in a different, comforting mood, signalled by the more distant common-tone shift from the key of Dass sie hier gewesen, C major to E♭ major. Finally, the whimsical, bittersweet Lachen und Weinen (D777) is in Ab major, to which the previous song's E♭ major serves as a retrospective dominant. Hence the opus skillfully groups two pairs of songs in contrasting moods but united by the general theme of love.



Winter makes no mention of the other song sets, but his comments on Op. 59 uncover the structural principles which govern several of Schubert's four-song sets. There are, however, two other facets of this particular set which help to unite it. All four poems are based on oriental models, and three contain refrains. Schubert took advantage of this by constructing the set to produce a pattern in which the position of the refrains makes the division into two contrasting yet related pairs even clearer: (1) refrain confined to the text, music through-composed, (2) refrain occurs at the end of each stanza, (3) refrain confined to the music, text through-composed and (4) refrain occurs at the beginning of each stanza.

Song sets rather than song cycles

Of the 42 sets, only nine were specially composed for publication. Most of them were either assembled from individual songs composed at various times in the past, or were a mixture of old and new. The specially composed sets all consist of settings of one particular poet, the rest vary between settings of sometimes one author but, more usually, several. As a genre they differ from Die schöne Müllerin and Winterreise, the major song cycles, in four respects. First, they are much more modest in their proportions. Ten contain only two songs, twenty, three songs, and nine, four songs. The remaining three contain five, six and seven songs respectively. Secondly, whereas it was Wilhelm Müller who decided the poetic content of the cycles, Schubert himself selected and ordered the poetic content of the sets. They represent his ideas. Thirdly, unlike the cycles, none tells a story. They are rendered coherent in other ways. Although each song represents an incident in a process, the events relate to different people rather than to one person. When they do concern only one person, as in the two sets based on lyrics in Goethe's novel Wilhelm Meisters Lehrjahre (Wilhelm Meister's Apprenticeship), it is virtually impossible to construe a story from them without prior knowledge of the context. Fourthly, whereas Die schöne Müllerin and Winterreise build up to a state of maximum tension, the sets begin when the tension is at its greatest. The passengers in the small boat on the Danube in Op. 21 fear for their lives when the storm threatens. In the subsequent songs the tension reduces. The storm may be at its height in the second, but the boatman defies its danger; and when the storm is over, the angler notes that throughout its course the fish appear to have been unaffected by it.

These differences are the reasons why I decided to call the 42 works 'song sets' rather than 'song cycles', the standard music dictionary term for groups of interrelated songs. The description 'song cycle' has become associated with those containing a narrative, and has been rarely employed in recent years by song composers. For example, it is not a term Britten used for A Charm of Lullabies or Winter Words, Dalla-piccola for Rencesvals or Quattro Liriche di Antonio Machado, Poulenc for Tel Jour, Telle Nuit, or Kurtág for The Sayings of Péter Bornemisza. However, unlike these composers, Schubert never supplied titles for his sets; they are known only by their opus numbers.

The early nineteenth-century context

The history of interrelated song groupings in the early nineteenth century has only recently been explored. One of the most valuable accounts can be found in Ruth Otto Bingham's dissertation 'The Song Cycle in German-speaking Countries, 1790-1840: approaches to a changing genre'. Although she does not discuss Schubert's song sets other than Op. 54, the set taken from lyrics in Scott's The Lady of the Lake, her findings are crucial to our understanding of the context in which Schubert was working. Bingham's examples indicate that although most of his organizing principles had their source in the works of other composers, the range and depth of his sets outstrip in every way what his contemporaries produced. Bingham calls all groups of songs which cohere 'song cycles', and does not confine the term to those containing a narrative as has been done in this present study. She divides the early cycles into four categories: those based on topics, those in which the emphasis is placed on musical principles, those with an internal plot and those with an external plot.

Grouping songs on a topic was the earliest and most frequently encountered way of forging a coherent unit. Among those Bingham cites are Johann Friedrich Reichardt's cycle based on the months of the year (1796), Paul Wineberger's on flowers (1810) and Carl Maria von Weber's on the four temperaments (1816). Schubert constructed 32 sets based on topics. They range from the comic and light-hearted to all the themes Romanticism brought to the fore in German poetry: nature, wandering, longing, night, time, death, the imagination. Some are concerned with philosophical topics raised by Goethe, Mayrhofer, Schiller and the brothers August and Friedrich Schlegel in their poems. Others deal with issues of personal interest: friendship, bachelorhood, love across social barriers, the divisions within himself, facing the prospect of an early death. In all of them Schubert looks at the topic in terms of its relationship to human consciousness, the overall pattern being a progression from a state of distress to one of relative calm. But since most were drawn from his reservoir of separate songs and involve the voices of different protagonists the particular is raised to the general. As a consequence an argument can be advanced. Op. 58, for example, concerns those who mourn and seek consolation. The three poems are by Schiller, but since Schubert selected and ordered them he was responsible for the conclusion that those who mourn have to accept reality, that the departed cannot be restored to life nor do they continue to love the living. The only palliative for grief is weeping.

The precedent Bingham provides for those groups of songs which cohere 'equally or primarily on musical rather than poetic devices', and use 'techniques formerly associated with instrumental and dramatic genres' is Beethoven's An die ferne Geliebte, which she claims was the first of the kind (Bingham, p. 236). She believes its seamless construction, tonal plan, recapitulation of the opening and prominence given to the piano indicate a composer who thought mainly in terms of instrumental music. Schubert has been accused of thinking mainly in terms of song, but he too made use of instrumental procedures. His Op. 3 (Schäfers Klagelied, Meeres Stille, Heidenröslein and Jägers Abendlied) consists of a sonata form first movement, a reflective slow movement, a lively scherzo and, like all instrumental finales, a concluding movement based on the principle of repetition. Nevertheless the musical devices which interested him most were those associated with dramatic genres. Op. 83, for instance, has texts by Metastasio and provided the distinguished Italian bass, Luigi Lablache, with virtuoso specimens of the oratorio, opera seria and opera buffa styles. Op. 56 may not be overtly operatic, but Schubert had the words translated into Italian and composed the music in a style associated with Rossini whose operas were extremely popular in Vienna when he composed the songs in 1822-23 and again in 1826 when he published them. He was also adept at the French vaudeville style as witnessed by Op. 95, his settings of four of Johann Seidl's witty refrain songs.

According to Bingham, structures based on internal and external plots have their origins in the Singspiel. But whereas the narrative in internal plot cycles such as Die schöne Müllerin are explicit, those in external plot cycles consisting of 'musical settings excerpted from narrative works' are not. The composer relies 'on the audience's familiarity with the source for context and coherence' (Bingham, p. 86). Bingham provides examples from works by Bernard Crusell and Charlotte Veltheim, but she devotes most of her attention to Schubert's Op. 52. Scott's narrative poem, The Lady of the Lake, which had been translated into German in 1819, had become as popular in German-speaking countries as some of Scott's novels. Schubert selected seven lyrics from the work and published his versions in the order they appear in the narrative. This means that the last is the 'Lay of the Imprisoned Huntsman', a song for the lady of the lake's lover, which he delivers from the turret of the castle where he is being held captive. Since this leaves the story in suspense, the present author contends that Schubert must have decided the best models for the set's structure were the finales which brought the first acts of comic operas to a close. In these, slow numbers getting progressively slower alternate with fast numbers getting progressively faster until the fastest possible tempo is reached and the curtain falls with the plot suspended in mid-air. Schubert's structure may not end in the confusion that characterizes the endings of the central finales of The Marriage of Figaro or The Barber of Seville, but the contrast between Ellen's very slow Ave Maria, which precedes Malcolm's dashing, polonaise-like 'Lay', is musically conclusive even though it leaves the plot unfinished. Members of the audience have to supply the story's denouement and the narrative connections between the songs from their memories.

The two sets based on lyrics extracted from Goethe's Wilhelm Meister's Apprenticeship, on the other hand, are much more in keeping with Schubert's normal practice. Op. 12 is devoted to three of the Harper's lyrics, Op. 62 to three of Mignon's. Although knowledge of the context may be useful for the listener, it is not essential. The interest lies in the characters of these mysterious people, in particular their capacity to suffer, he from guilt, she from the necessity to keep her love for Wilhelm secret. The capacity to suffer also lies behind two of Schubert's other character studies. Op. 23, concerns Schubert's school friend, the poet Johann Senn, who was cruelly punished by the school authorities for taking part in a demonstration calling for the independence of his native Tyrol. Later, in 1821, he was betrayed by a police spy and arrested for being a leader of an illegal student organization. After languishing in prison without trial for 14 months he was exiled to the Tyrol, and was thus cut off from his friends, his career and all he valued in the Austrian capital.

The subject of the last character study was also a poet, but Schubert never knew Heinrich Heine and did not come across his work until January 1828. As well as having the capacity to suffer, Heine could also stand back from his suffering and mock it. Herein lies the poet's appeal for Schubert for he too possessed two natures except that, in his case, the manic depression from which he suffered produced states of mind that were beyond his control. He could not stand back from them. As a consequence he held mockery in reserve until he reached the last song in his Heine set. This set is as much a study of himself as it is of the poet. The six poems come from Heine's collection Die Heimkehr, and Schubert rearranged their order so that at first the set would appear to be about the contrasting personalities of different people. Only as it unfolds does it become clear that it is concerned with the dual nature of one person. Finally in Der Doppelgänger the protagonist encounters the other side of himself. In a state of deep depression he sees his grief being aped by his mocking, manic self.

Bingham provides no precedents for these character study sets, nor for the first version of Op. 106, a group of songs based on four of the poems introduced to Schubert by Marie Pachler, his gracious hostess in Graz when he was staying there in September 1827 (Heimliches Lieben, Das Weinen, Vor meiner Wiege and Eine altschottische Ballade). He had the set published privately because he wanted it to be his personal tribute to her. Its interest lies in the fact that, although it has no topic or other device to bind it, the structure reflects Schubert's concern for balance. This is manifest in all the sets and collections he compiled. As in Op. 59 the four songs are divided into pairs, each pair containing contrasting songs. In the first pair, one lover speaks of the joy of being kissed, the other of the consolation found in tears. In the second, one son thinks of his mother lovingly, the other looks on his mother with hate. But although one pair balances the other, Schubert was even more concerned to end his sets with a song expressing in itself a sense of balance, and this Eine altschottische Ballade (the ballad 'Edward') fails to achieve. No man who murders his father, abandons his family and hates his mother so much can be said to be balanced. Schubert therefore replaced it with An Silvia, a song in praise of a woman who is 'holy, fair and wise'. Yet although this is more suitable for a tribute, the substitution does not upset the structural balance of the set, for the first and third songs contain a mixture of varied and contrasting sections, while the second and fourth are strophic.

The need for structural balance

Structural balance as an organizing principle in its own right can be witnessed in the the three substantial collections of songs Schubert gathered together in 1816: the two albums of songs he assembled to send to Goethe and the 16 songs he presented to the soprano Therese Grob as a parting gift and birthday present when their close relationship came to an end.

Only one of the two albums prepared for Goethe in April 1816 was actually sent to the poet. The first pages of this are missing, but the pagination and the way the songs are ordered suggest that the missing song is An Schwager Kronos, which Deutsch dates from the beginning of the year. On this assumption, the order of the 17 songs is as follows: (1) An Schwager Kronos, (2) Jägers Abendlied, (3) Der König in Thule, (4) Meeres Stille, (5) Schäfers Klagelied, (6) Die Spinnerin, (7) Heidenröslein, (8) Wonne der Wehmut, (9) Wandrers Nachtlied (Der du von Himmel bist), (10) Erster Verlust, (11) Der Fischer, (12) An Mignon, (13) Geistes-Gruss, (14) Nähe des Geliebten, (15) Gretchen am Spinnrade, (16) Rast-lose Liebe, (17) Erlkönig. The songs are neither in chronological order, nor in one which would have made an immediate appeal to Goethe given his penchant for strophic settings. Schubert's purpose was clearly to create a set in which the songs are balanced by being placed in an order creating bilateral symmetry.1 The first and the last items are both extended through-composed songs in which the narrative leads to a premature death. At the centre is Wandrers Nachtlied another through-composed song, but in this case, it is short and in two parts, the division functioning as the axis of the reflective symmetry. Although the symmetry refers only to the character and structure of the songs and, in the circumstances could not be exact, the ordering does indicate Schubert's efforts to attain balance. For example, Heidenröslein, the eighth item, is a strophic, folk-like song about a flower (that is, a girl) being 'taken' by a boy. Balancing it is Der Fischer, a strophic, folk-like song about a man being 'taken' by a mermaid.

The second album consists of 12 songs that are also arranged to produce a balanced structure. The first and last songs, Sehnsucht (Was zieht mir des Herz so?) and Der Sänger, each involves frequent changes of tempo and key, and alternate recitative and aria or arioso. The two central songs, Sehnsucht (Nur wer die Sehnsucht kennt) and Kennst du das Land?, relate to Mignon and are through-composed. The songs lying between the extremes and those in the centre either mirror each other or reflect each other in some other way. The light-hearted nature of Wer kauft Liebesgötter? and Trost in Tränen lying second and third, for instance, balance the two light-hearted drinking songs, Bundeslied and Tischlied lying eighth and ninth.

Schubert's organization of the Therese Grob Song Book demonstrates another kind of balance. It was undoubtedly he who organized it and not Therese as is sometimes claimed. However, Therese did insert an item which should not be in it, a setting of the same words as the fourth song, an item which has not been authenticated as being by Schubert, and is not in Schubert's hand as the others are. When this is omitted then four clearly defined groups emerge (4+4+3+5). These roughly correspond to the movements of a four-movement instrumental work. The first group has songs in moderate tempos and progresses to Der Leidende, which ends with the words, 'let me sink with my sorrows into the grave ... All hope is lost'. The second has songs in slow tempos and progresses to the graveside lament, Am Grabe Anselmos, which terminates with, 'See, we loved each other, and as long as I live joy will never return to my heart'. The structures and tempos of the other two groups are arranged in the ABA form of the typical scherzo and the ABACA form of the typical rondo finale (the rondo sections were specially composed for the album - all are cast in G major). In these sorrow is replaced by joy. The scherzo ends with Lied aus der Ferne - 'Sleep sweetly, for it is only my ghost promising you joy and peace'; the rondo with Am ersten Maimorgen - 'I shall rush out and shout for joy. Even the king will not stop me'.

The experimental sets

Most of Schubert's experiments in cycle and set construction took place in his early years. Of particular interest from a musical point of view are the Don Gayseros songs and the first version of the Harper's songs from Wilhelm Meister's Apprenticeship. Both express the essence of their texts through the way their harmony is organized. The autograph of the Don Gayseros songs is an untitled and undated draft. Deutsch thought it was an early work and postulated either 1813 or 1814. But on the evidence of the manuscript paper, Robert Winter believes it belongs to between February 1816 and June 1817.2 The poems come from Friedrich de la Motte Fouqué's novel Der Zauberring. Since the story they tell is complete in itself the work should be classified as a miniature song cycle rather than a set.

The unusual feature about it is that in the course of the three songs Schubert changes key 21 times. The reason for this becomes evident as the story unfolds. It tells of the tragic love of Don Gayseros, a Moorish king, who disguises himself as a Spaniard to win the hand of Donna Clara, a devout Christian. In the first song, when he refuses to make the sign of the cross, Donna Clara becomes suspicious of his identity. When he reveals who he is in a serenade, she accuses him of being 'a false plunderer of souls' and rejects him. He then seizes her and bears her away on his horse. In the third song we learn through a narrator that her brothers have murdered him. But so great is her grief that they build a chapel for her where she can spend her life praying for the man she has never ceased to love in her heart. 'Everything in the world is in flux,' says the narrator, 'she alone is unchanging.'

Schubert composed the music so that the changes of key, the fluctuations, become obvious only in the second song. Until then he goes from one key to another simply by treating a tonic as a dominant. The music starts in F major then in the next strophe goes to B♭ major then to E♭ major and so on. The second song also starts in F major, but the processes of getting from there to G major and then to A♭ major involve a more complex method of modulation. Having reached A♭, Schubert then resorts to his tactics for the first song, A♭-D♭-G♭(F♯-B. Thereafter the process of getting from one key to another always involves the more complex method of modulation so that a state of flux becomes unmistakable. The process comes to a halt when Donna Clara's constancy is revealed. At that point the tonality becomes stabilized in E♭ major, the key prominent at the beginning of the song.

In the Harper's songs, Schubert goes to the opposite extreme. All three songs are in A minor. The Harper is obsessed by feelings of guilt, and in the course of the novel becomes deranged. Schubert clearly interprets the character as someone who lives in fear of madness and who tries to keep disruptive emotions constantly at bay. The tight rein he holds on himself is harmonically represented by the restrictions imposed on the tonality. The first song contains multiple cadences in A minor and has only one quickly controlled outburst from the Harper. In the second song he appears to have his emotions completely in check. He goes from door to door asking for food, and fails to understand why the householders should weep when they see him. Although the music never strays outside the tonic and its relative major, a tonic cadence does not occur until the end. However, in the last song, when he rails against the heavenly powers for allowing him to fall into guilt, he gives way to his emotions and reveals his impending insanity. The intensely agitated music moves to F♯ minor then to E♭ minor, the key furthest removed from A minor. To get back to the home key the music undergoes an extraordinarily wayward modulation. When A minor is eventually reached and the tremolandos cease, it sounds as if madness had only narrowly been avoided.

In order to achieve this dramatic structure Schubert had to change the order of the lyrics. Six years later, when he published the set as his Op. 12, he rewrote the song he had originally placed third and changed the order so that it came second. The sense of impending derangement was removed, and the cadence bringing the vocal line to a close resolves in the major. His last song is An die Türen will ich schleichen and in this new context it sounds as if the Harper has found a measure of inner peace, and has become more balanced as he goes from door to door begging for food.

Schubert was probably also experimenting when he produced an undated fair copy of four songs which he signed and entitled 'Four German songs for solo voice with pianoforte accompaniment'. On the evidence of the paper, Robert Winter believes the manuscript dates from October 1819.3 This is probably when Schubert composed his second version of Goethe's An den Mond, the third song in the group. The date of the second song, Goethe's Hoffnung, is uncertain. It may have been written much earlier. The other two definitely were. The first, Klopstock's Dem Unendlichen, dates from September 1815 and the last, Mayrhofer's Abendlied der Fürstin, from November 1816.

John Reed suggested that, as Schubert wrote fair copies and signed the manuscript, he intended to send the songs to a publisher (SSC, p. 89). But in October 1819 the only song that had appeared in print was his setting of Mayrhofer's Erlafsee, which came out in February 1818 as a supplement to the annual Mahlerisches Taschenbuch (Pictorial Pocket-book). That a publisher would be interested in four relatively unknown songs when Erlkönig had been turned down suggests that Schubert was placing them in meaningful sets in anticipation of when his songs would be published.

The structure is based on the sequence of images in the first song. These images are taken up one by one in the subsequent songs, but in the last song there is a sudden, unexpected change of mood. Dem Unendlichen makes a splendid beginning. It starts with a dramatic recitative contrasting the joy the soul feels when it thinks of the 'Infinite One' with the sorrow it experiences when it turns in on itself. In the following aria we hear that the swaying trees, murmuring streams and 'resounding suns' direct their praise towards God. To end the poem Klopstock calls on worlds to 'thunder forth, trumpet choirs to ring out in praise'. Hoffnung takes up the image of the trees, An den Mond, the murmuring streams. Both poems focus on the solace to be found in nature. But although the beech trees stand silent and the stream murmurs softly in the evening glow at the beginning of Abendlied der Fürstin, in this poem the thunder that Klopstock associated with praise in the first song shatters the peace. 'Every pleasure turns to grief and pain', Mayrhofer concludes. 'Where are you, sacred evening glow? Where are you gentle Hesperus?'

Although Schubert was to use this organizing principle on several occasions in his published sets, it never resulted in such a pessimistic volte-face again. Op. 3, the first of them, has poems taken from the album sent to Goethe in 1816. It too lacks a topic. As in the 'Four German songs' the poetic continuity comes from following up images in the first poem. But here the sequence progresses from sorrow to a situation where peace prevails.

Taking heed of the market

The decision to send the first album of Goethe songs to the poet in April 1816 had been made by Josef von Spaun and other friends. No publisher had expressed interest in Schubert so they decided to bring out his songs and instrumental works themselves. It was an ambitious plan, and they knew that it would not succeed unless it had the endorsement and support of someone as eminent as Goethe. The album was sent on 17 April 1816 along with a letter from von Spaun outlining the 19-year-old's remarkable talent for composition and listing the kinds of publications the friends had in mind. Their intention, he said, was to start with eight volumes of songs. Although more than 70 collections of songs had been published in Vienna in the first 15 years of the century,4 in all probability their models were the volumes of Zumsteeg and Reichardt songs Breitkopf und Härtel had brought out between 1800 and 1811. Spaun wrote as if the contents had already been planned. 'The first two (of which the first is enclosed as a specimen) contain poems by Your Excellency', he said, 'the third contains poems by Schiller, the fourth and fifth by Klopstock, the sixth by Matthison, Hölty, Salis, etc., and the seventh and eighth contain songs from Ossian, these last excelling all the others' (Doc. 81).

Spaun had chosen the poets with care because they were those Goethe was known to admire. But it was clearly a mistake to suggest that Ossian's verse had inspired Schubert to write songs superior to the ones inspired by Goethe himself. It is not known whether Goethe looked at the songs or read the letter, but he failed to reply and the album was returned without comment (Whitton, pp. 138-42). The project was therefore dropped. Yet even if Goethe had taken an interest in it and agreed to give his support, Spaun and the friends would have had to dig deep into their pockets for it is doubtful whether the project would have been viable commercially. The ballads and songs of Zumsteeg and Reichardt were widely known and admired throughout the German-speaking world, but Schubert's had only been heard by his friends. It was foolhardy to believe they could be issued in volumes of 17 or more.

Fortunately the next person who tried to get Schubert published, Leopold von Sonnleithner, was more businesslike. The volumes he arranged to have printed contained no more than five songs, and before he embarked on the venture he ascertained there was a market for them. His father had put him in charge of the regular concerts held fortnightly in his home during the winter months to an audience consisting usually of about 120 invited guests. On 1 December 1820, Erlkönig was included in the programme. It was the first of Schubert's songs to be performed in public, and was a huge success. 'Suddenly', Sonnleithner reported, 'Schubert's name was talked of in all the musical circles, and people were asking why his songs were not published'. During the following three months Der Wanderer (D489), Gretchen am Spinnrade and Der Jüngling auf dem Hügel were also performed to great acclaim. Yet when Sonnleithner attempted to get Erlkönig published it was turned down on the grounds that the composer was unknown and the piano accompaniment too difficult. He and three friends therefore paid the firm of Cappi and Diabelli to engrave and print the song, and to act as their agents. It was issued on 2 April 1821 as Schubert's Op. 1.

At the next concert nearly 100 copies were sold. The proceeds enabled the friends to cover the expense of having Gretchen am Spinnrade published as Schubert's Op. 2, and during the following 18 months they were responsible for bringing out ten more 'books', each with its own opus number. Apart from Op. 11, a set of part songs for male voice quartet, all were for solo voice. The number of songs in each book varied between two and five. Sonnleithner clearly wanted to keep them roughly the same size as Op. 1 and Op. 2 for which he charged 2 florins and 1 florin 30 kreuzer respectively, the price difference being related to the amount of engraving involved. This meant that Op. 3 containing four songs, Op. 4 containing three and Op. 5 five could all be bought for 1 florin 30. Song books of this size had become fairly standard in Vienna at the time, and were to remain so throughout Schubert's life. The 20 songs of Die schöne Müllerin came out in five books, and the seven of The Lady of the Lake in two. The one exception occurred in January 1828 when the 12 songs making up the first part of Winterreise came out in a single volume, but by that time Schubert had become well known as a song writer.

Cappi and Diabelli printed 600 copies of Erlkönig, 500 copies of Greteben am Spinnrade, 400 copies of the Goethe set Op. 3, and 300 copies of each of the other sets. The enterprise proved so successful that the overall profits enabled the friends to pay Schubert's debts and to give him what Sonnleithner called 'a considerable sum in cash'. The success was in part due to the business acumen of Sonnleithner and his friends. It was doubtless they who insisted that Schubert should dedicate at least the first few works to people of influence, should begin each set with something that had proved to be, or was likely to be, particularly attractive, and should draw on his reservoir of Goethe settings as much as possible. The first five 'works', for example, contain 12 of the 17 songs Spaun sent to Goethe in 1816. In addition Op. 12 contains the three Harper's songs, Op. 14 two songs from the West-östlicher Divan.

Op. 14 was the last work published under this arrangement. The success of the venture meant that publishers were prepared to publish Schubert themselves. In November 1822 Cappi and Diabelli bought five manuscripts from him, the Wanderer Fantasy, two sets of male-voice quartets, a collection of Waltzes, Ländler and Ecossaises, and another set of Goethe songs later published in 1825 as Op. 19. But at the end of 1822 Schubert had contracted syphilis, and presumably needed money to pay doctor's bills. He therefore sold to Cappi and Diabelli for a relatively modest lump sum the plates and all his rights in respect to Opp. 1-7. This meant he would no longer receive any commission on such valuable assets as Erlkönig and Gretchen am Spinnrade. A few weeks later when he needed more money, he tried to sell them the rights for the remaining works Sonnleithner and his friends had subsidized, but he quibbled at the amount the publishers offered him, and as a consequence wrote them on 10 April 1823 a rather tetchy letter accusing them of being dishonest in their dealings with him and informing them that he had entered into a fixed agreement with another publishing house (Doc. 356). This was the firm of Sauer & Leidesdorf, and the agreement was that they would publish five books per year for two years and pay him a sum of 200 florins for each of them. In the second year, the five books were those Die schöne Müllerin had been divided into. Thereafter Schubert made use of several publishers, but always on an ad hoc basis. However, as Sonnleith-ner observed in his memoir of the composer, Schubert lacked all sense of money matters 'so that, when he was short of cash, the publishers bought his works for a trifling sum and gained a hundredfold thereby' (Mems, p. 109).

Music for the home rather than the concert hall

Perhaps it was on account of his indifference to money matters that Schubert made no effort to promote his sets. Although Michael Vogl and Baron Schönstein performed his songs to his accompaniment at private gatherings, and sometimes in public, to the best of our knowledge none of the sets was included in their programmes. On one occasion in 1825 Vogl and Schubert performed the five solo songs in The Lady of the Lake set at a private concert in Gmunden. The omission of the two part-songs meant that they had to be given in an order different from the one in the published version. Schubert was always in awe of Vogl, and doubtless had to give way to the famous singer's taste for the theatrical. To make an 'entrance' to capture the audience's sympathy Vogl began with Ellen's Ave Maria; and to make an 'exit' to promote applause he ended with the rousing song Norman sings as he marches off to war.

Schubert had the ideal opportunity to present a set to the public when he organized a private concert of his music in Vienna on 26 March 1828. The songs in the programme were interspersed between instrumental items. After a performance of the first movement of the G major String Quartet, D887, Vogl sang a group of four songs, but they were not one of the four-song sets, and only two of them, Der Kreuzzug and Die Sterne, were new. Once again Vogl's theatricality won the day, for Der Kreuzzug, the first in the group, is also devotional, and the last, the highly dramatic Fragment aus dem Aeschylus, another song he could perform in a manner that would bring the house down.

With the exception of Op. 83, the set written for Luigi Lablache, Schubert seems to have designed his sets for domestic rather than public performance. Publishers accepted his music for publication only if they thought it would appeal to, and be bought by, amateur musicians. This was probably one of the reasons why he ended most of his sets in an intimate manner. Several were written specially for friends or for those who were the dedicatees of the sets. But the care he lavished on all his sets suggests that, as well as compiling them to satisfy his innate desire for coherence, he also felt impelled to uphold the principles he and his friends had believed in during their formative years when they embarked on a programme of self-education.

The principles of the Bildung circle

Living during the period when the Classical Viennese style of Haydn, Mozart and Beethoven was gradually giving way to Romanticism, Schubert had a foot in both camps, and nowhere is this more in evidence than in the song sets. The individual songs may be Romantic, but the way the sets are structured reflects the spirit of Classicism.

In his essay 'The Romantic Lied: Romantic Form and Romantic Consciousness' (Frisch, pp. 200-34), Lawrence Kramer begins with the statement: 'In Schubert's hands the German Lied became the first fully developed genre of Romanticism in music.' He believes Schubert's development of it rested on 'two imperatives'. The first was to break away from the dramatic opposition of tonic and dominant by loosening 'the grip of the dominant and its dominants', and replacing it with a dramatic movement which Charles Rosen calls 'simple and indivisible'. The second was 'to align music with the widespread effort of literary and philosophical Romanticism to represent subjectivity in action':


This expressly means that the purpose of the Romantic song is not simply to enhance the emotional force of the text, nor even, as writers on the Lied traditionally claim, to evoke the meaning of the text, whether directly or ironically. The purpose is to represent the activity of a unique subject, conscious, self-conscious, and unconscious, whose experience takes shape as a series of conflicts and reconciliations between inner and outer reality.



Kramer's view has to be set against the deep opposition to Romanticism of Schubert and his youthful friends when they were educating themselves for life. Among the members of this circle of friends which McKay calls the Bildung circle (McKay, pp. 45-7) were Anton and Josef von Spaun, Mayrhofer, Josef Kenner, Anton Ottenwald and Franz von Schober. In 1817 and 1818 they gathered their ideas together in two yearbooks published under the title Beyträge zur Bildung für Jünglinge (Contributions towards the Education of Young Men). The programme they proposed involved carefully directed activity, reading, writing (and, in Schubert's case, composing), study of great men and ideas of the past, and the belief that the 'good' combined reason and feeling, that head and heart should always be in balance. According to David Gramit they considered themselves Classicists, and looked on Romanticists as being 'cut off from reality and given over to a non-productive dream world.'5 'Mayrhofer', says Gramit,


contrasted the 'distortions and blunders of the German school' of artists to the 'canon of the beautiful and truthful, in a word, the classical,' which had been lost since the fall of Rome; Anton von Spaun criticized the 'completely incoherent, chaotic longing of the heart' characteristic of modern poetry; and Anton Ottenwald castigated critics who 'most often lead a petty, perhaps perverted life, let history count for nothing, know of nothing but the dreary night of absolute everything-and-nothmg doctrine, over which the will-o'-the wisps and spooks of Romanticism hover'.
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