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ABSTRACT 

Asignificant type of art song is the Ballade of eighteenth and nineteenth-century 

Germany. In this study, the Ballade form first brought to prominence by Johann Rudolf 

Zumsteeg( 1760-1802) will be examined and related to subsequent composers who 

expanded upon his model. Franz Schubert's contribution to balladry will be addressed 

because of Zunnsteeg's distinct influence on the former's musical style; and because of 

Carl Loewe's (1796-1869) enormous success with the Ballade, his contribution will also 

be discussed. Then, representative examples of Balladen from other major composers will 

be studied, dennonstrating how closely their Balladen adhered to or departed from earlier 

models. 

This study will also address the pedagogical aspects of the Ballade. Containing 

elements closely akin to opera (i.e. dialogue, characterization, scene changes, and 

recitative), the Ballade is a superior vehicle for singers who want to improve their dramatic 

effectiveness. This study will also include an annotated list of selected Balladen by 

Loewe, whose efforts represent the pinnacle of achievement in the balladry of the 

nineteenth century. It is hoped that this study will help stimulate interest in the Ballade as 

a viable supplement to standard art song repertory. 
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INTRODUCTION 

The vast body of music literaOire that encompasses art song is multifaceted, ranging 

from simple strophic folk melodies to complex through-composed Lieder. One significant 

type of art song is the eighteenth and nineteenth-century German Ballade.' Representing 

the essence of German art song in a synthesis of music and poetry, the Ballade narrates a 

story with themes drawn from either history, legend, or the supernatural. Once highly 

popular, the Ballade fell into obscurity around 1860, when the Lied won over public 

interest with its greater refinement and sophistication." Germany's greatest Romantic 

composers and literary figures found expression in the Ballade which was once considered 

equal in popularity to the Lied and opera. 

Much of the literature concerning the Ballade is inaccessible to many singers because 

it is written in German. A benefit of this study, therefore, will be the presentation of a 

long tradition of German scholarship to non-German speakers. For instance, the work of 

Florian Sauer, who wrote a lengthy article in Die Musik in Geschichte unci Gegenwart, 

which provided much historical information about the Ballade.^ In addition, the study by 

Gunter Maier on Johann Rudolf Zumsteeg (1760-1802), and his musical influence on 

Schubert contributed the bulk of the information about Zumsteeg.^ 

In this study, die Ballade form established by Zumsteeg will be examined and 

related to subsequent composers who expanded, upon his model. Then Franz Schubert's 

' The Gennan spelling." Ballade," and its plural. "Balladen" (remaining consistent with "Lied" and 
"Lieder"), will be used throughout this study to differentiate the German art song Ballade from other forms. 

- The Lied and Ballade both use a poeuc text foundation and are therefore somewhat interchangeable 
concepts. For purposes of clariQf in this study, the Lied is differentiated from the Ballade by its use of non-
narrative poetry. 

^ Florian Sauer, "Vokalballade nach 1700," Die Musik in Geschichte und Gegenwart. E, (Kassel: 
Barenreiter Verlag, 1949-1985), cols. 1134-1148. 

^ Gunter Maier. Die Lieder Johann Rudolf Zumsteeg and ihr Verhaltnis zu Schubert (Goppingen: 
Verlag Alfred Kitaimerle, 1971). 
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(1796-1827) contribution to balladry will be addressed because of Zumsteeg's distinct 

influence on Schubert's musical style, and because of Carl Loewe's (1796-1869) 

enormous success with the Ballade, his contribution will also be discussed. From there, 

representative examples of Balladen from other major composers will be studied, 

demonstrating how closely their Balladen adhered to or departed from earlier models. 

Aspects of the Ballade will be examined with regard to musical structure, text and 

performance practice. 

This study will also address the pedagogical aspects of the Ballade. Containing 

elements closely akin to opera (i.e. dialogue, characterization, scene changes, and 

recitative), the Ballade is a superior vehicle for singers who want to improve their dramatic 

effectiveness. This smdy will also include an annotated list of selected Balladen by Carl 

Loewe, whose bicentennial was celebrated in 1996. Loewe's Balladen represent the 

pinnacle of achievement in the balladry of the nineteenth-century, and it is hoped that this 

effort will stimulate interest in the Ballade as a viable alternative to standard art song 

repertory. 
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CHAPTER 1: HISTORY AND DEVELOPMENT 

Historical Background 

The intellectual climate in Germany and Austria in the Romantic period allowed the 

Ballade to flourish. This was due, in part, to the industrial revolution, when a working 

middle class emerged and achieved a respectable social status, with a resultant interest in 

the arts. This period in history is known as the Biedermeier era, a time when open-minded 

views regarding diverse genres and performing venues were fostered.^ During this time 

the parlor often served as the venue for concerts (i.e. the Schubertiades held at Joseph von 

Spaun's home). Raymond Barr describes the environment during the Biedermeier era 

which gave the Ballade such broad appeal: 

The music of the palace had united with the music of the people to produce 
the music of the drawing room. In the process the focus of artistic 
attention had shifted from the larger scale to the smaller, and from the plot 
or scene to the individual. So the musical motive and power of each of 
these songs and of the Schubertian lied [and the Ballade] in general, comes 
from a dramatic source condensed into lyrical terms. It is opera with 
orchestra reduced to voice and keyboard, with scenery and costumes 
thriftily expressed in sound, transported from the theatre to the home, and 
economically entrusted to one or two artists rather than to a company.® 

The Ballade, like the Lied, marvelously exemplifies the process of shifted artistic 

attention which occurred in the musical life of the eighteenth and nineteenth century. 

Drama and emotion, no longer limited to the theater, could be experienced at home 

' Biedermeier is an era that developed in Germany in the early nineteenth century. The name came 
from a humorous character called "Papa Biedermeier" who appeared in popular Uterature around 1830 and 
came to represent solid, comfortable living. The name Biedermeier has come to be applied to architecture, 
interior design, fiimiture, art, and music. In music, the middle-class made music at home, where the piano 
dominated. Composers wrote music for these amateur musicians. Gunter Pulvermacher. "Biedermeier."' 
The tfew Grove Dictionary of Music and Musicians, ed. Stanley Sadie (New York/London: MacmiUan, 
1980). vol. 4, 695-697. 

® Raymond Barr. "D'ed in," The Me^\r Grove Dictionary of Music and Musicians, vol. 12. 838-

840. 
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through intimate musical forms such as the Ballade. Coming of age during the Biedermeier 

era, the Ballade is a microcosm of opera, reduced to singer and pianist. 

The term "Ballade" derives from the Italian, ballare (to dance), and has taken 

various forms throughout history. There were minstrel ballads of the Middle Ages such as 

the French chanson balladee and ballade, and the Italian ballata, which were sung to 

accompany dances. The Ballade lost its association with dance by the founeenth century 

when it becamea solo song. Later in history the term became loose: there were English 

ballad operas of the eighteenth century, German art song Balladen, instrumental ballads of 

the nineteenth cenmry, (i.e. Chopin's piano ballades), and pop ballads of the twentieth 

century. Because of this diverse background it is difficult to establish a clear inter

relationship between each form of the Ballade. One thing is clear, however: today 

historians agree that the Ballade of eighteenth and nineteenth-century Germany has no 

connection to dance whatsoever.^ While each of the various forms of the Ballade 

deserves examination, this study will focus solely on the eighteenth and nineteenth-cenmry 

German vocal Ballade. 

Perhaps a clearer understanding of die form may be achieved through information 

regarding the literary Ballade. The literary Ballade (the poetic form before its setting to 

music) contains a story in rhymed verse widi occasional sections of refrain. As such, the 

metric feeling of a literary Ballade is pronounced. Balladen may consist of varying 

numbers of verses, have elements of dialogue or monologue, and may have a sense of 

vagueness to them, due to the lack of information regarding characters, places, and 

circumstances within the narration. Furthermore, a Ballade may be structured so that 

narrative events lead to a climax, often delayed until the end of the recitation. The purpose 

Sauer. "Vokalballade nach 1700". col. 1135. 
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of this delay is to hold the attention of the reader until the climax of the story. In addition, 

the literary Ballade is associated with various themes which include the supernatural, 

Geisterballaden; events in the life of a hero, Heldenballaden; and Legenden, which tell 

biblical stories or depict an event in the life of a saint.® 

Before coming into prominence (c. 1770), the vocal Ballade existed in Germany as a 

type of folksong called the Bcinkelsang (benchsong). The Bdnkelsang was performed by 

itinerant singers from benches in public gathering places, and was generally regarded as 

primitive because of the unknown origin of the texts. However, some poets saw a 

promising art form within the Bcinkelsang prototype, and one such poet, Johann Gleim 

(1719-1803) was the first to publish a collection ofBalladen in 1756 under the title, 

Romcinzen ? This publication may have served as an impetus for poets associated with 

the Gottinger Hainbund whose poetry was attractive to composers.'° 

The early literary Ballade was a highly developed form outside of Germany. For 

instance, traditional English and Scottish ballads were collected in the mid-eighteenth 

century by Thomas Percy (1729-1811) and. published in 1765 as Reliqiies of Ancient 

' Ibid. 
"* Within the Ballade there are certain sub-categories such as the Romanze. Like other genres there is a 

certain amount of ambiguity in Ballade forms which makes classification difficult. For purposes of 
clarity, this paper will call all narrative vocal composidons Balladen, though some of the examples in this 
study contain elements associated with the Romanze. Albert Bach differentiated between the Ballade and the 
Romanze. According to him. the Romanze is less dramatic or passionate than the Ballade, and has a 
tendencey to limit itself to a tranquil lyrical tone. Another characteristic of the Romanze is that it 
generally deals with the adventures of knights, while the domain of the Ballade is myth and spirit world. 
The musical ureatment of a Romanze may have more likeness to the Lied than the Ballade, (see Albert 
Bach, The An Ballad. Loewe and Schubert, with Musical Examples (London: BC Paul. Trench. Triibner 
and Co.. Ltd., 1897), 39-40). 

The Gottinger Hainbund was an association of poets among which were Gottfried August Burger 
(1747-1794), Friedrich Leopold zu Stolberg (1750-1819), Johann Martin Miller (1715-1814), and Johann 
Heinrich Voss (1751-1826). The literature of these poets began to appear in the Gottinger 
Musnenalmanach in 1770. This publication made poetry easily accessible to composers who were 
searching for suitable te.xts. (see John William Smeed, German Song and its Poetry 1740-1900 (New 
York: Croon Helm Ltd., 1987), 50-51). 
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English Poetry. These old English and Scottish ballads became models for their 

counterpart in the German art song Ballade. In 1771 Johann Gottfried Herder (1744-

1803) obtained copies of Percy's Reliques, translated three into German and included 

them in his essay. Von deutscher Art und Kunst {\117>). Two later publications of 

Herder {Stimmen derVdlker in Liedem, 1778 and 1779), also contained 24 translations 

of these Percy Reliqiies. These publications contained, among others, two Balladen by 

Goethe (Der Fischer and Heidenrdslein). In the second collection. Herder supplied a 

translation of Herr Ohif taken from a collection of Percy Reliqiies {Herr Oliif, also known 

as Erlkonig's Tochter, was later set to music by Carl Loewe in 1821). Herder's collection 

made a great impression on such contemporary poets as Ludwig Archim von Amim 

(1781-1831) and Clemens Brentano (1778-1842) who collected and compiled Balladen 

and folk songs dating from about 1509 which made up Des Knabenwunderhom, a 

compilation which inspired Gustav Mahler to compose his twenty-four Wimderhom-

Lieder betv/een 1880 and 1899. 

One of the most prominent early Ballade poets was Gottfried August Burger (1747-

1794). His Ballade, Lenore (1773), became a model for subsequent Ballade poets, with 

its simple rhyming scheme and distinct language. Burger felt that in order to maintain 

clarity of text, composers should set Balladen as simply as possible. This resulted in the 

promotion of the strophic Ballade as the form most often used by composers during the 

eighteenth century. Even in its most rudimentary strophic form, the Ballade became more 

and more popular, attracting other poets who became interested in writing texts expressly 

for musical collaboration. Other important authors of Balladen in the late eighteenth and 

nineteenth-centuries include such illustrious names as Holty (1748-1776), Stolberg (1750-

1819), Goethe (1749-1832), SchiUer( 1759-1805), Uhland (1787-1862), Ruckert (1788-
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1866), Platen (1796-1835), Heine (1797-1856), Morike (1804-1875), and Fontane 

(1819-1898. Due to their superior lyrical style, Schiller's and Goethe's Balladen represent 

some of the most important and frequently set examples.'' Balladen were often collected 

and published in vanous Almenachen (almanacs) during Goethe's and Schiller's lifetime. 

For instance, Balladen such as Der Zauberlehrling, Der Gott and Der Bajadere by 

Goethe, and Der Taucher, and Der Gang nach clem Eisenhammerby Schiller were 

presented in a publication called Der Balladenalmanach of 1798. By 1815, Ballade 

poetry waseasily accessible in publications, and Germany's finest composers were 

producing Balladen about equal in number to Lieder.'" 

Ballade DeHnitions by Theorists 

One of the first theorists to define the Ballade was Johann Georg Sulzer (1720-

1799). In his Allgemeine Theorie der Schdnen Kiinste, published in 1792, Sulzer 

defined the Ballade as "'groBerer epischer Dichtungsarten in Versen, und voruglich 

solcher, welche Thaten aus der Ritterwelt, Abentheuer, darstellten, gebraucht" (large epic 

poetic forms primarily using deeds firom knights, and adventures).'^ Later, in the mid-

m'neteendi century, other theorists expanded on this defim'tion based on die work of 

successful composers, some of whom were stiU actively composing. For example, in the 

important music dictionary. Das Universal Lexicon der Tonkunst published in 1835, 

Gustav Schilling (1805-1880) defined the Ballade in Germany as a "Singstuck, das sich, 

besonders seit Biirger, mehr dem Drama als dem Lyrischen nahere" (a piece for singing, 

that after Burger's dme approaches drama more than lyricism). Having wimessed the 

" Harry Selig, "The Literary Context: Goethe as Source and Catalyst." German Lieder in the 
Nineteenth Century, ed. Rufiis Hallmark (New York: Schirmer Books. 1996). 2-3. 

Sauer, coL 1144. 
All translations in parentheses are by the author. 
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failures and successes of various Ballade types. Schilling felt that the through-composed 

Ballade was the only effective way the masterful poetry of such great artists as Goethe and 

Schiller could be set to music. He blamed the decline of the Ballade on those composers 

who only used the strophic style and claimed Zumsteeg and Loewe kept the Ballade alive 

by using a masterful through-composed technique. Schilling stated: 

—Nach Zumsteeg ist die Zeit der groBeren Ballade bei uns immer mehr 
verschwunden; auf eine meisterhafte Musik auf die erste wie die letzte 
Stanze passt [the through-composed ballade], wie z.b. Ritter Oluf 
[Erlkonigs Tochter], der Erlkonig, u.a. Und so ist unter den neuesten 
Balladencomponisten auch nur Loewe der einzige, der in diesem Styl mit 
Geschick zu schreiben weiss. 

(After Zumsteeg the time of the great Ballade has gradually disappeared, as 
in the masterful music which is appropriate from the first verse to the last, 
like Ritter OUtf and Der Erlkonig, among others. Among the newer 
Ballade composers, Loewe is the only one who knows how to write in this 
style.) '•* 

More recently, Carl Dahlhaus (b. 1928) distinguished the nineteenth-century Ballade 

from the Lied, not only by structural signposts, but by the more active involvement of the 

audience,'^ for a Ballade's success depends upon a story being effectively communicated. 

In the Lied, often filled with symbolism, it falls upon performer and audience to enjoy the 

mood and beauty of the composition, while the actual meaning of the symbolism may 

remain elusive. According to Dahlhaus, die Lied after 1815 is a presentation of a 

monologue to a body of listeners, regardless of the number present. Each listener may 

arrive at a different meaning of the symbolism. In contrast to the Lied, the Ballade contains 

no symbolism, and sets up a dialogue between audience and singer, opening the 

consciousness of the audience into acmal participation in the performance. When 

Gustav Schilling, Das Universal Lexicon der Tonkimst (Stuttgart, 1835), 1,413, quoted in 
Sauer, col. 1138. 

Cari Dahlhaus, Nineteenth Century Music, trans. J. Bradford Robinson (Berkeley and Los 
Angeles: University of California Press. 1989) 86. 
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delivered properly, a Ballade should have the same effect on the listener as an exciting 

recitation of a fairy tale. Therefore, an effective Ballade performance is a direct 

communication of an author's words, through the author's representatives, the singer and 

pianist. 

Dahlhaus further differentiates between the Ballade and the operatic aria, citing the 

relative importance of text. The aria, which in the nineteenth century generally placed less 

stress on text than musical structure and expression, differs greatly from the Ballade, in 

which text is fundamental to its success. Moreover, the aria's function is to present lyric 

episodes that temporarily bring dramatic action in the opera to a halt. The Ballade, 

differing from the aria, promotes great drama throughout and contains a story from 

beginning to end. 

The major nineteenth-century poet Goethe, provides greater insight into the Ballade. 

Goethe characterized it as a synthesis of three natural attributes: "epic" (story) ,"lyric" 

(music) and "dramatic" (persons). 

Goethe stated: 

Der Sanger .... bedient sich daher aller drei Grundarten der Poesie, um 
zunachst auszudriicken, was der Einbildungskraft erregen, den Geist 
beschaftigen soil; er kann lyrisch, episch, dramatisch beginnen und, nach 
Beh'eben die Formen wechselnd, fortfahren zum Ende hineilen oder es weit 
hinausschieben. 

(The singer takes advantage of all three fiindamentai arts of poetry in order 
to express what his creative spirit stimulates him to do; he can begin 
lyrically, epicaily, or dramatically, change these forms at will, rushing to a 
conclusion or delaying the end.) 

"Ballade, Betrachlung und Auslegung,". in: Uber Kunst und Altertum, voi. 3, (Weimar. 1821). 
123-231, quoted in Sauer, col. 1136. 
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According to Goethe, the Ballade's success depends upon the active and imaginative 

involvement of an interpreter. Therefore, neglect of any one of its inherent attributes 

("epic", "lyric," and "dramatic") would certainly jeopardize a successful performance. 

Goethe's words were not taken seriously by his contemporaries and a debate arose 

about the style in which Balladen should be performed. Some proponents of the Ballade 

argued in favor of a conservative style of performance, one in which the vocal soloist 

merely recited a story without overt emotional involvement. For example, one of the 

advocates of this conservatism was Martin Pluddemann (1854-1897), a composer and 

essayist.'^ According to Pluddemann, a Ballade's function is merely to relate a story, 

and that purpose is counter to a display of emotion.'® Pluddemann, therefore, believed that 

a singer must assume the posture of an anonymous narrator, coldly stating the events of 

the story. In great contrast to the sentiments of Goethe, Pluddemann contended that 

Balladen differ from Liederand opera through an inherent absence of emotion and 

sentiment. Regardless of whether Pluddemann's viewpoint was right or wrong, the 

Ballade's advancement was impeded by the conflicting views of some of its proponents 

and critics. 

In spite of Goethe's great influence, a restrained style seems to have been the 

prevailing mode of Ballade performance in the nineteenth century. This attimde was also 

" Pluddemann was a great advocate of the Ballade. After losing his voice and the promise of a vocal 
career, he devoted his life to reviving the Ballade, bi 1886, he founded a Ballade school in Berlin and 
another one later in Grazin 1890. Pluddemann composed his own Balladen (eight volumes, 1891-1899) 
and attempted to define the Ballade in the explanatory notes found in this collection, (see Richard Batka. 
Martin Pluddemann undseine Balladen (Prague, 1896), quoted in Susan Youens, Hugo Wolf (Princeton: 

Princeton University Press, 1992), 147). 
Pluddemann stated: "Even as poetry, the Ballade is sharply differentiated from song and all other 

poetic genres. To recount the past prevails over mere emotional contenL This must naturally be defined 
in the music as well. How difficult it is to hit the mark with the singularity of story-telling is evident in 
the scarcity of Ballade composers." (see Ludwig Schemann, Martin Pluddemann und die deutsche 
Ballade (Regensburg: Gustav Bosse Verlag, 1930), 61, quoted in Susan Youens, 148). 
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shared by Carl Loewe, who sang his own Balladen while accompanying himself at the 

piano. Not able to devote his full attention to emotionally involved singing because his 

attention was divided between vocal and pianistic responsibilities, Loewe presented his 

Balladen in a way incongruous to their highly dramatic nature. His daughter, Julie von 

Bothwell, reported that her father performed the frightening Ballade, Edward in a rather 

droll fashion." Ironically, at a time when drama became so important in vocal genres (i.e. 

the music-dramas of Richard Wagner), the Ballade seems to have been relegated to a non-

dramatic performance procedure. 

Fortunately, the conservative approach was not advocated by everyone. Hugo Wolf 

(1860-1903), whose own Balladen owe much to Loewe, criticized the prevailing trend. In 

his role as critic for Wiener Salonblatt, Wolf criticized the German baritone Theodor 

Reichmann (1849-1903), for his boring and unengaging performance of Loewe's 

Edward and Heinrich der Vogler: 

—Herr Reichmann demonstrated [—]that he lacks the slightest 
understanding of this genre. A Ballade by Loewe needs to be interpreted 
[italics mine] as well as sung. Herr Reichmann, however, appears to be 
of the opinion that all one has to do is sing, and everything will come out 
all right. Such was not the case, and I can assure him that he sang pretty 
badly, that he made a mess of the Ballade, and that he was most ably 
assisted in so doing by his accompanist."" 

For Wolf, a cool presentation was tantamount to singing with "the amiability of a 

nightwatchman,"*' and felt it was incomprehensible that Balladen should be performed in 

any other than a highly dramatic fashion. Unfortunately, his admonitions came a little late 

" Sauer, col. II4L 
^ Henry Pleasants, ttans, and ed.. The Music Criticism of Hugo Wolf (New and London: Holmes 

and Meier Publishers. 19780. 111. 
Ibid. 
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to stave off the inevitable decline of the Ballade's popularity, caused in part by dull 

performances. 

Curiously, while theorists were advocating restraint in the vocalist's role, they did 

not define such a restrictive role for the piano. Piano accompaniments which were simple 

and subordinate to the vocal parts in the early stages of the Ballade's genesis, gradually 

became elaborate and technically challenging by the time Loewe and others were 

composing. Theorists saw the importance of a well developed piano part. For example, 

Spitta discussed the special nature of the piano accompaniment in Balladen. Weightier than 

typical piano parts in Lieder, Spitta felt the piano part of a Ballade must not only sustain 

the melody and fortify it, but accommodate the changing scenes of the narration with 

dramatic underscoring.*" 

With equal pianistic and vocal components, one can only imagine the ridiculous 

scenes that must have been portrayed when singers stood in front of the piano like statues, 

while pianists slaved over fiendishly difficult piano parts. Sophisticated audiences in 

nineteenth-century Germany and Austria must not have been able to indulge such a 

ludicrous scene. It is incomprehensible that the pianist should assume a greater role than 

the singer in the Ballade, whose most important element is the text upon which the 

complete form is based. The Ballade demands an active interpretation of the poetry, one 

equal if not greater than the role of the piano. 

~ Philip Spitta, "Die Ballade.'' in Musikgeschichtliche Aufsatze (Berlin: Verlag von Gebruder 
Paetel, 1894), 405-61. quoted in Youens, 152-153. 
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The Ballade's Pedagogical Benefits 

Strict dogma regarding performance styles would have no validity in today's eclectic 

performing climate. Today artists are finding that a certain amount of innovation may be 

necessary for sustaining public interest in their craft. (Witness the collaboration of 

Luciano Pavarotti with such pop singers as Michael Bolton, etc.) Singers searching for 

innovations to enliven their recital programs should consider using the Ballade. The 

gender non-specific narrative of the typical Ballade makes it marvelously suitable for both 

female and male voices. For instance, the baritone, once thought of as the ideal Ballade 

voice type, could be easily replaced by a mezzo- soprano, whose rich timbre is particularly 

well suited to Balladen.^ 

The ever-increasing need for singers to be able to express dramatic subtlety, a need 

driven in large part by the role of television and film in the presentation of opera, is 

reflected by the appearance of such texts as Bringing Soprano Arias to Life,''* The Third 

Line,'^ and Complete Singer-Actorr^ In great contrast to earlier admonitions by many 

Ballade proponents to sing in a highly conservative manner, these texts are replete with 

suggestions for more effective dramatic involvement. Today the singer cannot succeed 

without expertise in the dramatic arts. However, the acquisition of important singing and 

acting skills is no easy accomplishment. One may have to search extensively to find 

material from traditional art song repertory which can aid. the performer in gaining valuable 

acting skills. The subtle nature of much lyric art song does not allow one to explore 

^ Craig Timberlake, "Bicentennial of a Balladeen Carl Loewe (1796-1869)," !^ATS Journal 
JanTFeb. (1997) : 34. 

Boris Goldovsky, Bringing Soprano Arias to L^e (New York: G. Schirmer. 1973; reprint. 
Metuchen, NJ., 1990). 

- Daniel Helfgot, The Third Line: The Opera Performer as Interpreter (New York: G. Schirmer. 

1993). 



21 

overtly dramatic situations which are such a vital component of opera and musical theater. 

Therefore, many singers whose experience is limited to traditional art song repertory may 

find they are ill-prepared for their first stage experience. 

It is safe to assume that the musical stage experience encompasses some of the most 

complex activities that a human being may undertake.*^ Asuccessful stage performance 

presupposes that a singer-actor has certain skills which include creditable acting, flawless 

coordination of vocal mechanics, musicality, and a sense of style. When all these 

elements are present, a performance can bean exhilarating experience for the audience and 

exceedingly satisfying for the performer. Of course, the acquisition of these important 

skills does not happen at once. Each component of the mature artist must be acquired 

through many years of training and through countless performing opportunities. It is of 

utmost importance that aspiring theatrical singers avail themselves of all means to achieve 

these invaluable skills. 

Many singers, ignorant and ill-equipped for the demands of opera or other stage 

activities use what Wesley Balks describes as the "operatic bum approach": 

Memorize the music and blocking, and let instinct take care of the rest; just 
remember to cheat out so you can be heard, every man for himself. If you 
get in trouble, wing it. All the music will cover it anyway and will make it 
seem as if something is happening whether it is or not. Opera has so much 
going for it there's nothing to worry about.*® 

Innate ability and "the operatic bum approach" seem to aid many singers in 

achieving some measure of success. However, in today's competitive environment, it is 

imperative that singer-actors learn quickly and early the skills which are requisite for 

Wesley H. Balk, The Complete Singer-Actor: Training for Music Theater (Minneapolis: 
University of Minnesota Press. 1997). 

^ Balk, The Complete Singer Actor, 9. 
^Ibid. 
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success. Merely beautiful singing is not enough to succeed. Balk has more to say about 

this. 

Our concern is for the singer-actor who depends upon the voice alone, who 
wants to become an opera singer, who wants to make a commitment to the 
art, and who wants to deal with the emotions, the words, and the music as 
a single unified work of dramatic art. She or he is the core of music-
theater. The song and the words are unified within the performer and with 
them we are all elevated as we watch and listen. The task we have set for 
the singer-actor is surpassingly difficult. What about the training for that 
task, the preparation for its fulfillment? Have we been doing an effective 
job in preparing the singer-actor to face such a challenge?^' 

Just as the performer must have all the skills for the stage, it is only right that the 

effective vocal teacher have the same skills. The more experience in ail styles and forms of 

dramatic expression teachers have, the more effective their instruction will be. 

Boris Goldovsky sheds more light on the struggle to be an effective singer-actor. 

To make the mechanics of [stage deportment] automatic, not only must the 
various techniques be subjected to intensive and prolonged drill, but they 
must at first be treated separately. Musical exactness, for instance, cannot 
be mastered at the same time as one attempts to learn stage movement and 
vice versa. This separateness, which is quite well understood in learning 
singing and music, is unfortunately not always observed in the acquisition 
of stage techniques. 

[f stage technique requires the same careftd attention as vocal techmque, then myriad 

avenues should be explored in the quest for vital dramatic experience. This is where the 

Ballade can be of great value. Using it as a vehicle and abandoning restrictive traditional 

performance attitudes, singers may perform Balladen as dramatically as they would an 

opera scene or aria and thereby gain consequential dramatic skills. 

Because of its narrative nature, nuance of notes and verse are of secondary 

importance in the Ballade. The typical Ballade contains declamatory passages, arioso, 

recitative, and different characterizations, which parallel the same elements in a typical 

^ Ibid.. 9-10. 
Goldovsky. Bringing Soprano Arias to Life, 17-18. 
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opera scene. There is little hidden meaning in the Ballade, in which the main purpose is to 

relate the events of a story; therefore, a singer may be required to change moods and roles 

many times within the same piece. Therefore, the study and performance of Balladen with 

their multi-dimensional attributes, can quickly elevate the singer-actor to high levels of 

dramatic expression in a way that is rarely fostered by traditional art song repertory. 

The Berlin Schools of Lied Composition 

One cannot begin a study of the Ballade without including some information about 

the musical climate in Germany in the late eighteenth and early nineteenth centuries. 

Because Balladen became a highly individualized outgrowth of the Lied, they share much 

in common historically. Therefore, the Lied and Ballade are somewhat interchangeable art 

forms. In order to establish a logical delimitation in this study, information about the 

Ballade and Lied should begin at mid-point in the eighteenth century. At that time, a 

movement arose in reaction to the operatic tendencies (vocal display; pyrotechniques etc., 

at the expense of true musical content) composers were instilling in their Lieder.^' This 

movement called for a more simple treatment of vocal music emphasizing that the Lied's 

folk origins should be preserved and operatic tendencies eliminated. These sentiments 

found expression in Lieder and Balladen which were composed by adherents to the so-

called First and Second Berlin Schools of lied composition. These composers were 

partly responsible for developing a Lied and Ballade aesthetic which was inseparably tied 

to the pre-romantic concepts of the time. Perhaps the greatest of these concepts was the 

new found collaboration of poet and musician which opened the way to establishing the 

Lied (and its sub-set, the Ballade) as an important genre/' 

Denis Stevens, A History of Song (New York: W.W. Norton & Company Inc.. I960), 230. 
^ Walter Durr, Das deutsche Sololied im 19. Jahrhundert (Wilhelmshaven. Germany: 

Heinrichshofen's Veriag. 1984), 7. 
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The First Berlin School " 

The founding of the First Berlin School in 1740 coincided with the ascendancy of 

Fredrick the Great to the Prussian throne, himself a musician (flautist) and patron of the 

arts. The founder of the First Berlin School was an amateur music theorist. Christian 

Gottfried Krause (1719-70), a lawyer by profession, {Von der musikalischen Poesie, 

Berlin, published in 1752) who described his aesthetic in his book. He felt that Lieder and 

Baliaden should be VolkstUmlich (folk-like), accessible to the layman, clearly expressing 

the mood and sentiment of the text, with a simple, dispensable accompaniment, allowing 

Baliaden and Lieder to be sung unaccompanied if necessary. Vocal compositions of the 

First Berlin School were diatonic, rhythmically simple and rather short, conforming to 

the models of French airs a boire and brunettes/'' 

In 1753 Krause collaborated with the poet Karl Wilhelm Ramler (1725-1798), 

publishing a collection of songs titled Oden und Melodien, These songs represented a 

new style which departed somewhat from folk-like idioms and showed greater melodic, 

harmonic, and rhythrmc sophistication.^^ Not yet realizing how popular the Ballade and 

Lied were to become, Krause's collection did not give credit to the individual composers 

whose works were chosen for publication. Later these composers were identified as some 

The bulk of data about the Berlin Schools comes from Raymond Barr. "Lied HI." The Mew Grove 
Dictionary of Music and Musicians, vol. 12 , 836-837. 

^ Air a boire (drinking song). In French opera and ballet of the seventeenth and eighteenth centuries, 
an instrumental or vocal piece designed to accompany dancing but not cast in one of the standard dance 
patterns such as the minuet, gavotte, etc. Sometimes the composer (i.e. Rameau) qualities it as air 
tendre, aire gracieux etc. After 1700, more emphasis was placed on melody rather than dance rhythms, 
producing a type of "song without words.'' 

Brunette: a seventeenth and eighteenth century type of French popular song, with or without 
accompaniment, with idyllic, pastoral or amorous subjects, (see Donald J. Grout. "Air," Harvard 
Dictionary of Music, ed. Willi ApeL (Cambridge, 1973), 24-25.. and Brunette, 113. 

Hermatm Kretzschmar, Geschichte des neuen deutschen Liedes (Leipzig. 1911: reprint, 
Hildesheim: Georg Olms. 1966), 237. 
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of the First Berlin School's most gifted composers. Among them were Franz Benda 

(1709-1786, Johann FriedrichAgricola (1720-1774), Carl Heinrich Graun (1702-1771), 

and CP£. Bach (1714-1788). Krause, capitalizing on the success of his first volume of 

Balladen and Lieder, gathered and edited 24 Lieder in 1768, giving it the title, Liederder 

Teutschen (German Songs). 

Composers associated with the First Berlin School also realized the compositional 

opportunities presented by the Ballade and Lied. CP.E. Bach published an important 

collection of vocal music in 1758, called Geistlichen Oden iind Lieder. These were 

settings of sacred poems by Christian Gellert (1717-1769), a court poet. The Lied Bitten, 

from this collection exhibits an independent accompaniment, a reflection of Bach's 

emphasis on keyboard writing, predating the time when fully independent keyboard parts 

became the norm. As eclectic in song composition as he was in other areas, Bach's vocal 

compositions range from simple folk-like settings to those of operatic scope.^® Bach 

represents the attitude of composers who, by mid-eighteenth century, considered the 

Ballade and Lied to be serious compositional forms. Spending a considerable amount of 

effort with vocal music. Bach wrote nearly 200 songs, some of which were published 

posthumously. 

Increased interest in the Lied and Ballade during the second half of the eighteenth 

century is evidenced by the numerous compositions which were included in such music 

Journals as Der Freund (Berlin), Wochentlichen musikalischen Zeitvertrieb (Leipzig), 

and Mtisikalisches Wochenblatt (Vienna), and by the ever increasing numbers of Lieder 

^ C. P. E. Bach was a chief representadve of the empfindsamer StiL whose aim was to express 
feeling naturally. To do so he used devices such as a melodic sigh, a motive which ends a phrase with a 
portamento on weak beat, and chromaticism, which might affect melody and harmony. In an effort to Bnd 
more natural expression, Bach sometimes used these devices to the point of eccentricity, (see 
Donald Jay Grout, A History of Western Music (New York: W.W. Norton & Company, 1973), 461). 
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and Balladen published during the latter part of the eighteenth century. The incredible 

popularity of the Lied and Ballade is reflected in the 750 or so collections which were 

printed in the last fifty years of the eighteenth century. Only forty known collections have 

been identified from the first half of the eighteenth century. 

Another important collection of vocal music by August Bemhard Valentin Herbing 

(1735-1766), an organist, appeared in 1759. This collection, Musikalsicher Versuch in 

Fabeln iind Erzdhlungen des Herm Professor Cellerts, included stories and fables set 

like opera scenas, and were perhaps the direct antecedent of the art Ballade. These 

compositions explored more imaginative harmonies, an important shift from the simple 

harmonic aesthetic of the First Berlin SchooL Another notable deviation from the 

practices of the First Berlin School, one which greatly influenced the Ballade, was made 

by Christian Gottlob Neefe (1748-98), Beethoven's teacher in Bonn. Neefe believed a 

modification of the strict strophic form dictated, by the First Berlin School was necessary 

to avoid the rather awkward declamation which sometimes arose in strophic forms. This 

flexible approach opened the way for the development of through-composed Balladen, 

which were eventually preferred over all other types. Examples of these modified strophic 

compositions are found in a collection called Serenaten beim Klavier zu singen, 

published by Neefe in 1777. Neefe took the liberty of modi^ing the original setting 

whenever it did. not fit the text, thus effectively dealing with awkward declamation. This 

alteration of the accompaniment to fit the text was a major step toward the development of 

a keyboard style eventually equal in status with the vocal line. 

The Second Berlin School 

Around 1770, a new aesthetic of composidon arose in reaction to the outmoded 

compositional practices of the First Berlin SchooL Composers searching for more 
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freedom of expression and wishing to develop more sophistication and flexibility, began 

employing more elaborate melodic, rhythmic, harmonic and keyboard components. These 

individuals who constituted what is called the Second Berlin School, also experimented 

with many variations of the Ballade from strophic, modified strophic, to through-

composed. Three leading composers of the Second Berlin School were Johann Abraham 

Peter Schulz( 1747-1800), Johann Friedrich Reichardt(1752-I814) and Carl Friedrich. 

Zelter (1758-1832). Arguably the greatest catalyst for the advancement of Lied and 

Ballade composition put forward by the Second Berlin School was the collaboration of its 

proponents with such great literary figures as Goethe and Schiller. This cooperative effort 

helped elevate the Ballade and Lied from mere folk music to a high level of sophistication. 

As significant change is usually slow to occur, there were composers who were 

reluctant to abandon some of the earlier techniques of the First Berlin School. One of 

these composers was Schulz, who occupied a pivotal position between the First and 

Second Berlin Schools. Though Schulz denounced the use of trivial texts and sought 

poetry of the highest quality, he remained loyal to the ideal of Volkstiimlichkeit, 

composing Liederand Balladen more akin to folk song rather than art song. Schulz 

pubhshed three collections ofLieder( 1782, 1785, 1790), all tilled Lieder am Volkston. A 

feature which further characterizes Schulz's work is his use of periodic phrase stmcture, a 

hallmark of the Classical Era. This feature shows that Schulz was not yet willing to 

explore the compositional possibilities of the Romantic period that would later be 

exemplified in the dirough-composed Ballade. 

As the Ballade and Lied grew in popularity, composers were compelled to increase 

their output Reichardt, one of the most prolific composers in the genre of art song, 

contributed hundreds of works to the repertory. In an age of experimentation, many of 

Reichardt's Liederand Balladen are of little consequence, compared to those of his more 
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adventuresome colleagues. However, some of Reichardt's Balladen and Lleder contain 

such advanced elements as increased emphasis on the accompaniment, and tripartite form. 

Continuing in the manner set forth by the Second Berlin School, Reichardt also chose 

poetry of high literary merit, setting some of his best Lieder and Balladen to texts by 

Goethe. Acollection from 1794 titled, Goethe's lyrischen Cedichten mit Musik von 

Reichardt, includes settings of Erlkonig and Heidenrdslein. 

As a result of their collaboration with poets, many composers of Balladen enjoyed 

close friendships with them. One of the last important composers of the Second Berlin 

School was Zelter, who wrote several hundred Lieder and Balladen. Zelter, an intimate 

friend of Goethe's, set many of his texts to music.^^ Though he wrote in varied styles, 

Zelter's best Lieder and Balladen are short and lyrical. A forward thinking man, he 

believed that accompaniments should be given more emphasis, as reflected in the title of 

his collection, Lieder am Klavierzu singen (Berlin, 1796). 

The ideas of the Second Berlin School influenced Ballade and Lied composers in 

other parts of Germany, including those living in and around the capital, Stuttgart. Not 

really a school in the strictest sense, the Swabian School is mostly represented by two 

Ballade and Lied composers, Johann Rudolf Zumsteeg, and Christian Friedrich Schubart 

(1739-1791).^® Zumsteeg came to be regarded as the greatest Ballade composer of his 

day. ffis best Balladen were set to high quality texts of such poets as Schiller and Goethe. 

" In his first published collection of Lieder and Balladen (1796), Zelter included settings of poems by 
Goethe. Goethe wrote to Zelter to tell him that he was pleased with the settings, thus beginning a 
voluminous correspondence, (see, Raymond Barr, "Carl Friedrich Zelter,"' The New Grove Dictionary of 
Mitsic and Musicians, vol. 28. 663-664. 

Johann Sulzer describes "school" in the fulfillment of two requirements: I. As a group. 
composers follow the principles and rules of a single "Meister," and, 2. These composers are either 
currently students of the Meister, or students of his students. The Swabian ballade composers, in contrast 
to the Berlin Schools, do not fulfill these stipulations. (See Johann Sulzer. Allgemeine Theorie der 
Schonen Kunste, vol. 4 (Leipzig, 1787), 278., quoted in Maier. 8-9. 
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Under the influence of the "Sturm und Drang" literary movement, Zumsteeg avoided 

simple, folk-like settings and concentrated on elaborate through-composed works, laying 

the foundation for the model of the Ballade which would be followed by later composers 

such as Schubert and Loewe." Schubart in contrast to Zumsteeg, wrote Balladen and 

Lieder that were more folk-like in nature, in the vein of Schulz, keeping closer ties to the 

First Berlin School. Schubart was also an essayist and published a description of his 

Lied and Ballade aesthetic in the Stuttgarter Chronik, 1790-9 L However, his works are 

characterized by more independent keyboard parts, indicating that he adhered more 

closely to the ideals of the Second rather than the First Berlin School. 

Ballade and Lied composition achieved a higher level of sophistication during the 

latter decades of the eighteenth cenmry through advancements and improvements 

instigated by composers associated with the Second Berlin School, who were largely 

influenced by the poetry they used as the basis for their Balladen and Lieder. This new 

sophistication was reflected not only in die selecdon of high quality poetry, but in the 

manner in which poetry was treated. For instance, the search for more structural 

flexibility eventually resulted in the fiilly through-composed Ballade, in which the 

keyboard assumes greater responsibility, the requisite harmonic experimentation, namrally 

leading to compositions of great imagination and influence. 

The Lied and Ballade in Vienna 

A. large contingent of Viennese composers during the eighteenth and nineteenth 

centuries were fiilly aware of the developments occurring outside die Austrian border in 

® •'Sturm und Drang," A. movement in German literature named after Friedrich Maximilian 
FQinger's (1752-1831) play, Sturm und Drang (1776). It embodied the vehement attack of the younger 
generation on social and artisuc conventions. Di music, the term has been used with reference to the 
•forced" expressiveness is described as early as 1753 in C.P£. Bach's treatise. Versuch iiber die wahre 
An, das Clavier zu spielen. (see, "Sturm und Drang," The Harvard Dictionary of Music. 811). 
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Lied and Ballade composition. However, with tiie exception of Schubert and Wolf, and to 

a lesser extent, Brahms (their contributions to the Ballade will be discussed later in this 

study), such illustrious Viennese composers as Haydn and Beethoven were much more 

interested in instrumental as opposed to vocal music. The total output of vocal music of the 

above two named composers was relatively sparse in comparison to that of Schubert 

whose Lieder and Balladen alone are numbered at around 600. Further study of the vocal 

music of Haydn and Beethoven does not reveal any true Balladen among their 

compositions.'*" Perhaps the supernatural, historic, and legendary themes typical of 

Balladen did not appeal to these composers, though they often used other texts of poets 

who also wrote Balladen. For instance, Mozart, whose great achievements in opera did 

not carry over into Ballade and Lied composition, composed music for Goethe's Das 

Veilchen, which has become one of his most popular songs. Though Das Veilchen is a 

narrative Ballade-like poem, it is not designated as a Ballade in any of the literature 

examined, probably because it cannot be categorized as either a Geisterballade, 

Heldenballade, or Legende. 

It seems impossible to do a study on the once highly influential Ballade without 

mentioning the contributions of other great composers who lived and worked during the 

Ballade's most popular period- Nevertheless, the Ballade seems to have been a 

compositional form which held little or no attraction for most of the Viennese composers 

of the eighteenth and nineteenth centuries. 

The Varied Compositional Styles of the Ballade 

Composers of the Lied, from the time of its inception c. 1771 until Richard Strauss 

(1864-1949), were beset with the particular compositional challenge of setting poetry to 

® Sauer in his extensive MGG article on the Vokalballade does not even mention Haydn or 
Beethoven. 
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music in a way which enhanced the original intent of the text."*' The Ballade presented the 

same problem for composers, however the challenges were somewhat different. The 

composer had to be skilled enough to highlight the dramatic content with flexible rhythmic 

and tempo changes, recitative, varying characterizations-sometimes many within a single 

Ballade-and constantly changing tone color. Presented with these hurdles, German 

Ballade composers were compelled to write in many varied forms. These forms ranged 

from the simple strophic form to the complex through-composed Ballade, which reached 

the peak of its development in Che works of Carl Loewe. In its varied forms, one observes 

the Ballade's evolution from mere folk music to a fully autonomous art form. 

Strophic Balladen 

In the late eighteenth century, the Ballade, still closely connected to its folk origins, 

was usually set in strophic manner. Zumsteeg was only beginning to exert the influence he 

would have on the development of the through-composed Ballade. Many early examples 

of strophic Balladen exist. Friedrich Wilhelm Weis (?-?) was the first to set Burger's 

Lenore (1776) in strophic fashion. The clear and well delineated text provided by Burger 

was partly responsible for the retention of the strophic style. But Weis, clearly under the 

influence of current practice, chose to remain loyal to convention. Subsequently many 

other composers set Lenore, mostly in strophic form, making it one of the most frequently 

set texts in Ballade history. 

Modified Strophic 

As the Ballade became more popular, it became necessary to find ways of keeping it 

from lapsing into monotony in its simple strophic form. In an effort to add variety to the 

Walter Diirr. Das Deutsche Sololied im 19. Jahrhundert. 184. 
^ Max Friedlaender. Das deutsche Lied im 18. Jahrhundert, vol. 2 (Stuttgart, 1902; reprint. 

Hildesheim: Georg Olms Verlag, 1970), 218. 
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basic structure of the strophic Ballade, composers could chose between these 

possibilities: a variation of the strophic form, typified by a change in melody, meter, or 

mode, the addition of a contrasting section resulting in an ABA form, or two or more 

melodies used altematingly with various verses. Reichardt used the latter method for his 

version of Lenore, published in 1799. For this Ballade, Reichardt composed four simple 

but different melodies which were divided among 32 verses of text. This method alleviated 

the monotonous tone of the strophic Ballade and helped retain the interest of an audience 

ever increasing in sophistication. 

Through-Composed 

Composers, realizing that the purely strophic form of the Ballade was much too 

restrictive, turned to the through-composed Ballade with varied sections of recitative, 

arioso, and melody appropriately set for each individual verse, as the preferred form for 

the Ballade. Johann Andre (1741-1799) produced four different settings of Lenore. The 

first one appeared in 1775, and each successive version exhibits a fiirther tendency toward 

complete through-composed strucmre. In the fourth version, with a separate staff for the 

vocal part, the piano part is more elaborate, and each verse receives appropriate but very 

different treatment. According to Philip Spitta, Andre's 1799 version of Lenore is 

"gewiss die beste Ballade, die vor Loewe geschrieben ist" (certainly the best Ballade 

written before Loewe) 

Another early composer of the through-composed Ballade was Neefe, who in 1784 

set a German translation of the Scottish Ballade Lord Heinrich und Kathchen to music. 

Showing great creativity in this Ballade, Neefe used a combination of through-composed 

^ Philip Spitta, "Die Ballade," quoted in Sauer, col. 1140. 
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and strophic techniques, providing the first five verses each with its own melody. The last 

three verses, more staid in dramatic action, repeat a single melody. 

Many other examples of through-composed Balladen are found among the 

compositions of Schubert, Loewe, Schumann and Wolf, all of whom enhanced the 

Ballade by composing keyboard parts which are often well-crafted, challenging, and 

sometimes symphonic in nature. Excellent examples of superior keyboard parts in 

through-composed Balladen can be observed in Herr Oluf, opus 2, no. 2, by Loewe, and 

Der Feuerreiter by Wolf, among others. 

Balladen in Cantata Form 

Recognizing that the Ballade's narrative qualities make it suitable for dramatic choral 

music, Friedrich von Beecke (?-?) published in 1784 his cantata-like setting of Burger's 

Der Brave Mann for soprano, choir, and orchestra. Another composer who took 

advantage of the Ballade form for choral compositions was Zelter, who composed a 

cantata for three solo voices in 1819 based on Goethe's Johanna Sebus. Acantata is 

based on the Ballade form when the soloist takes a part in the first person, and die choir, 

in contrast, acts as narrator. Further examples of the Ballade in cantata form are difficult to 

find; therefore one must assume that this type of Ballade was not as popular as its model, 

the solo Ballade. 

Balladen as Melodramas 

The popularity of the solo Ballade also had impact on types of Balladen adapted for 

larger contexts- Dramatic and suspenseflil elements of the solo Ballade became easily 

transferred to a type of melodramatic Ballade which also occurred rarely and was usually 

an adaptation of a pre-existing Ballade. In order for a Ballade to be re-worked for a 

larger context, composers invented imaginative devices to accomplish this task. One such 
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composer was Friedrich Kunzen (?-?). His own version of Lena re, published in 1788, 

gave two options for its performance: the story is read aloud during performance, or the 

text is provided for the audience to be read silently during the performance. The great 

innovative spirit, Franz Liszt, also composed a version of Lenore in 1858 for narrator and 

piano. (Raabe, 654; Searle, 346) The melodramatic Ballade was also a musical conception 

of Richard Strauss, whose great gift for theatrical drama met with little success in his early 

attempts at opera. Before his cataclysmic rise to fame in 1905 with his opera Sa/ome, 

Strauss, searching for a means to express his dramatic flair, composed a melodramatic 

Ballade based on Uhland's Das Schloss am Meer (1899). 

The Instrumental Ballade 

Vocal music has served as the model for many types of instrumental compositions 

through the ages. This is also the case with the Ballade, where more evidence of the 

Ballade's enormous popularity may be seen in the numerous instrumental compositions 

which were inspired by it. For example, Chopin's piano ballades exemplify this idea well. 

Though some of the Ballade forms mentioned in the above paragraphs had some 

success, no other form of the Ballade was as successful as the model which Zumsteeg 

perfected and other composers emulated. 

Johann Rudolf Zumsteeg 

One of the most influential Ballade composers was Johann Rudolf Zumsteeg, who 

had a major impact on subsequent Ballade composers such as Schubert, who in the 

development of his own Lied and Ballade style, found Zumsteeg Balladen particularly 

appealing. Zumsteeg was not the sole influence on Schubert's early vocal compositions. 

Nevertheless, after assimilating Zumsteeg's Ballade concept, Schubert soon began 
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composing Lieder and Balladen in his own singular fashion. Josef von Spaun describes 

the influence Zumsteeg had on the young Schubert; 

Mit den klassischen Werken groBer Meister war Schubert hochst vertraut. 
Fiir Handel, Gluck, Mozart Haydn und Beethoven fuhlte er enthusiastische 
Verehrung. Die Lied Zumsteegs, mit welchen er schon als Knabe bekannt 
wurde und die ihn vorzuglich ansprachen, mogen einigen EinfluB auf seine 
so friih entwickelte Vorliebe fur das deutsche Lied gehabt haben. Nur bei 
wenigen der zuerst komponierten Lied diirfte vielleicht der EinfluB 
Zumsteegscher Lied bermerkbar sein, denn gar bald hat Schubert diesen 
Weg verlassen, um seinen eigenen zu gehen. 

(Schubert was well acquainted with the works of the great masters. He 
had great enthusiasm and reverence for Handel, Gluck, Mozart, Haydn, 
and Beethoven. The songs of Zumsteeg, which Schubert was acquainted 
with as a boy, particularly appealed to him, and may have had an influence 
on his early love for the lied. Only a few of the early lied exhibit the 
influence of Zumsteeg, for soon Schubert abandoned this model and set his 
own course.) 

While one can only speculate what course Schubert would have followed without 

the early influence of Zumsteeg, it is certain that his genius would, have enabled him to 

succeed as a Ballade and Lied composer regardless. Nevertheless, the enormous influence 

that Zumsteeg had on Schubert, and consequently on the history of German vocal music, 

cannot be disputed. 

Johann Rudolf Zumsteeg was bom in Sachsenflur on January 10,1760. His father 

was in the military and later became the personal servant of the Duke of Wiirttemberg. 

Zumsteeg's early education was received at the Carlsschule in Stuttgart, a military 

academy founded by the Duke. At the academy Zumsteeg made the acquaintance of 

Schiller and the sculptor Heinrich Dannecker. Somewhat undecided as to what career to 

pursue, Zumsteeg set out early to become a sculptor, but musical ability quickly 

superseded all other interests. He received his early musical training firom the cellist. 

" Ouo Erich Deutsch. Schubert. Die Erinneningen seiner Freunde. 2nd printing, (Leipzig. 1966). 
34. quoted in Maier. 162. 
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Agostino Poll, who instructed him on the cello and in composition. Zumsteeg's earliest 

compositions were written for the cello during his student years, and include ten cello 

concerti. Also, as a student Zumsteeg began composing vocal music; significant early 

vocal compositions are a setting of Friedrich Gottlieb Klopstock's (1724-1803) ode Die 

Fruhlingsfeier{\lll), and Zumsteeg's first stage work. Das tartarisclie Gesetz (1780). 

Zumsteeg and Schiller were intimate friends as students, and settings for Schiller's drama. 

Die Rduber, which were published in 1782, are examples of the type of close 

collaboration that Zumsteeg undertook with prominent poets. Zumsteeg composed 

thirteen operas during his lifetime, mostly in the style of the Singspiel, further evidence of 

his great versatility. To help augment his income, he composed numerous songs which 

appeared in several printed collections, with his first important Ballade publication being a 

setting of Burger's Des Pfarrers Tochter von Taiibenhain (1791). Breitkopf & Hartel 

later published Zumsteeg's most famous collection of Balladen and Lieder, the seven 

volumes of Kleine Lieder unci Balladen (1800-1805). These were highly popular in 

Germany, remaining well-known until the 1830's. 

In 1783, Zumsteeg married Luise Andreae with whom he had seven children. 

During most of his career, Zumsteeg was closely connected to the Swabian court, and in 

1791 he was appointed court director of music to fill the vacancy left by Schubart's death. 

In this capacity, Zumsteeg championed the works of German composers, countering the 

dominant Italian influence at the court; the first performances in Stuttgart of Die 

Zauberflote, Don Giovanni, and Cosi fan tune came about at Zumsteeg's behest. The 

last important post he held before his death in 1802 was that of court Konzertmeister. 
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The Zumsteeg Ballade 

It was not until the centennial of Zumsteeg's death that writers began recognizing the 

importance of his contribution to the Ballade. This delayed recognition was caused partly 

by the overshadowing success of Schubert, and by the poor cataloging of Zumsteeg's 

oeuvre/' Interest in Zumsteeg was renewed in 1902 when Ludwig Landshoff wrote a 

much needed biography which included a selected assortment of Zumsteeg Lieder and 

Balladen, further stimulating interest in the composer."*^ Max Friedlaender added his 

voice, stating that Zumsteeg is "ein fiirdie Geschichte des Lledes sehr wichtiger Musiker" 

(a very important musician regarding the history of the lied)."** 

Zumsteeg composed about 300 vocal compositions, over half of which are 

Balladen."'^ As one would, expect from such a large body of compositions, a variety of 

styles are represented. For example, Balladen such as Die Entziickiing: an Laura 

(Schiller), and Colma (Goethe), show a cantata-like nature, with recurrent interchange 

between arioso and recitative, and. lengthy piano interludes. Another characteristic is a 

monodic style which utilizes a sparse figured-bass accompaniment. This uncluttered 

accompaniment promotes great emphasis on the text. In contrast to his monodic style, 

Zumsteeg's through-composed settings of Balladen also placed stress on the text, but 

Maier, 16. 
^ Ludwig Landshoff. Johann Rudolf Zumsteeg (1760-1802) Ein Beitrag zur Geschichte des Liedes 

und der Ballade (Berlin, 1902), quoted in Maier, 16. 
Ludwig Landshoff, Johann Rudolf Zumsteeg. (1760-1802), Aitsgewahlte Lieder (Berlin: 

Dreililien, 1902), quoted in Maier, 16. 
^ Max Friedlaender, Das deutsche Lied im 18. Jahrhundert, vol. 2.334. 

Zumsteeg's most important collection of Lieder and Balladen is. Kleine Lieder und Ballade, seven 
vols. (Leipzig: Breitkopf und Hartel, 1800-05; reprint, Westmead, Famborough, Hants, England: Gregg 
International Publishers Limited. 1969). This collection, the only readily accessible collection and most 
important of Zimisteeg Balladen, contains most but not all of the examples described in this study. 
Occasionally a Ballade or Lied menuoned in this smdy is not contained in this collection. For further 
information about such compositions, the author refers the reader to Gunter Maier. cited earlier in these 
notes. Kleine Lieder und Balladen will hereafter be referred to as "KLB." 
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various sections of the Ballade receive different treatments appropriate for the drama 

unfolding in the story. For instance, in such compositions as Des Pfarrers Tochter von 

Taubenhain (Burger), and Elwine (Ulmenstein), acyclic style was used in which 

individual sections are differentiated by key changes and unified by melodic and rhythmic 

motives. In shorter Balladen, the structure is generally simple, and can be both strophic 

and through-composed, (see Ritter Toggenburg, KLB, I, 1; and Robert unci Kcithe, 

KLB, r, 27). 

Melody 

Zumsteeg strove for a melodic style in which clarity of text was preserved by 

following the contours of spoken verse. Heinrich Christoph Koch (1748-1815) described 

the Zumsteeg melodic style: 

Obgleich bey dem Gesange die Tone in ganz andem und bestimmten 
Verhaltnissen ausgetibt werden soil, die Worte in Ansehung ihrer 
grammatischen und oratorischen Accente, in Ansehung des Verweilens 
Oder Dahinstromens derselben, oder auch in Ansehung des steigens 
undfallens der Tone, auf eine der Sprach ahnliche Art behandelt werden 
mussen. 

(Regardless of whether the tones in a song must be sung in a panicular 
hisMon, the words must be given care^I consideration in grammar, 
oration, duration and phrasing, and should be treated in a speech-like 
manner.)^" 

According to Koch, the text became the model for the flow of melody in the 

Zumsteeg Ballade resulted in a melodic style lying somewhere between the ideal of the 

First Berlin School, which stipulated that a melodic line must be sung effectively without 

support of an accompaniment, and the Lieder of F. J. Haydn in which the solo line was 

almost subordinate to the accompaniment. In keeping with a simplified style emphasizing 

^ Heinrich Christoph Koch, "Deklamation." Musikalisches Lexicon (Offenbach. 1802), 412. quoted 
in Maier, 162. 
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declamation, most of Zumsteeg's vocal writing in the Balladen is written within the limits 

of an octave, exploring the middle range of the voice. In a few the compass is even 

restricted to a sixth, but the Ballade with the biggest range is Lenore which spans two 

octaves. A trait which can be observed in many Zumsteeg melodies is the appearance of 

the highest note just before the end of the Ballade. This usually coincides with the climax 

of the typical Ballade which is delayed until the end of the piece, (see Una, KLB, I, 12) 

Suitable to a melodic style which follows speech patterns, leaps larger than an 

octave are rare in Zumsteeg Balladen. However, other intervals are common and are used 

to represent various emotions. For example, one finds leaps of sevenths and diminished 

fifths almost always associated with, pain, disgust, or sadness, (see Riner Toggenburg, 

KLB I, 1) Another of Zumsteeg's goals in melodic treatment was to let the melody be the 

chief conveyor of mood, with the addition of chromaticism, which lends a different color 

when the text calls for it. (see Robert und Kdthe, KLB I, 27) 

Another means of adhering closely to speech patterns was the frequent use of 

recitative, used to emphasize important events. The Balladen of Zumsteeg can be 

categorized in three different groups: (I) Balladen in which recitative and arioso occur in 

equal proportion. (2) Balladen containing mostly recitative sections with some arioso. (3) 

Balladen containing mosdy arioso sections, with some recitative- A logical interchange 

between recitative and arioso can be observed in almost all of the well-crafted Zumsteeg 

Balladen, with an important and particularly well-crafted example being Die Erwartimg 

(BCUB, n, 10). 

His melodic style bespeaks a certain suppleness and delicacy, traits which he 

admired in Mozart As a result, Zumsteeg achieved greater distinction than other 

composers of the Berlin Schools^ whose compositions in their folk-like idiom tended to be 

rather four-square. However, many of his melodies are built over simple triads. This 
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melodic simplicity indicates that the influence of the First Berlin Schools is still evident 

to some extent in his compositions. As a Ballade and Lied composer, he was greatly 

indebted to Mozart. In fact, literal citations from Die Zauberflote can be observed in 

such Zumsteeg Balladen as. Die Wittwe (EQLB, III, 30), Liebe (KLB, I, 20), and 

Wiedersehen (KLB, 11,25). These examples support the claim that Zumsteeg deserves 

the title given to him by his contemporaries as the "Mozart of Wurttemberg." 

Rhythm 

The typical through-composed Ballade by Zumsteeg reflects a concern for the 

dramatic worth of the text that cannot be restricted by repetitive rhythm. In order to 

achieve rhythmic variety, Zumsteeg often employs contrasting meter and tempo changes, 

sometimes many within a single Ballade. In Die Erwartting (KLB, H, 10), the meter 

remains constant throughout the composition while the tempo changes twelve times, in 

accordance with each changing text sentiment. This song also contains alternating sections 

of recitative and arioso, each with a distinct tempo adjustment, highlighting contrasting 

ideas. Die Erwartung is a fine example of the technique of giving freedom to uniform 

verse by use of tempo variation. 

Rhythmic motives are often used to underscore events in the narration and bring 

unity to the piece. For instance, a dotted rhythm is found in many Zumsteeg Balladen, 

occurring when a militant feeling is required in the form of a march, or in moments of 

passion (see Ritter Toggenbiirg KLB, 1,1), whereas syncopated rhythms are used to 

show moments of uncertainty and confusion (see An Elwina BQJB, FV, 34). Zumsteeg 

often uses another effective but subde way of varying rhythm when he puts slurs across 

Maier. 90. 
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bar lines (see Geistemahe KLB in, 14). This technique allows Zumsteeg more 

flexibility, especially when the text requires it. 

Declamation 

Because Zumsteeg recognized the importance of maintaining the integrity of the 

narration, there were certain rules he followed to safeguard the Ballade from becoming 

unsingable and overly declamatory. Apart from a few minor infractions against proper 

textual treatment, Zumsteeg's work can generally be considered outstanding. A few rules 

that Zumsteeg carefully observed: 

1. Parts of a sentence may not be unduly separated from each other if the text does 
not warrant it. 

2. Musical support of a text may change according to what the text dictates.^" 

For example, in Via cnicis, via lucis (KLB II, 26), the first seven verses are set 

apart by an exclamation point within the first line, and therefore set to the same music. In 

the last verse, a comma replaces the exclamation point, prompting Zumsteeg to change the 

music to fit a different verse meter. The logical solution here is to set the last verse as 

recitative. In this manner, the nuances of the text are heightened while comprehensibility is 

preserved. 

Zumsteeg provided suggestions for tempi, dynanfiics, articulation, and mood in the 

piano part, which are considered valid for the solo voice as well. Occasionally one finds 

that certain notes of a melody have their own dynamic markings for extra emphasis. Most 

of the musical terms are in German, but about a fourth of all his Balladen and Lieder are 

supplied with instructions in Italian. Sometimes very specific instructions are provided, 

such as in the Lied, Alles urn Liebe ( KLB I, 14), where a footnote is included which 

--Ibid.. 113. 
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admonishes the performer to pay attention to a pause in the second measure which only 

applies to the first three verses/' 

These instructions indicate that Zumsteeg placed great emphasis on faithfulness to 

the mood of the text, especially when the mood changed from verse to verse. Whereas 

many examples of Balladen and Lieder from the First Berlin School are set to music of a 

single mood throughout, Zumsteeg was acutely aware of the stilted and predictable nature 

of such music and strove to give poetry the musical sustenance that it deserved, therefore 

favoring the through-composed form which allowed him greater flexibility. 

Harmony 

Hermann ECretzschmar stated that Zumsteeg's harmonic practices in the Kleine 

Lieder und Balladen find themselves "ganz an der Seite der neuen Zeit" (at the beginning 

of a new period) In many instances one may see in the Zumsteeg Ballade innovative 

harmonic ideas that foreshadow the Romantic era. In this age of exploration and change, 

Zumsteeg did not originate new harmonic devices, but found new applications for already 

existing ones. 

Proof of the innovative harmonic approach that Zumsteeg used can be observed in 

the song. Die Eulen (KLB Vn, 24). Though this song is one of Zumsteeg's earliest 

vocal compositions, scholars claim it is the first instance in music history when a song 

ends on a dominant seventh chord.^® In this Lied, three different types of owls lament 

their cacophonous song, and envy the song of the nightingale for its beauty. They bemoan 

the fact that no one praises them when they sing; the only praise they get is from 

"Es wird kaum nothig seyn to erinnem. daB der Ruhepunkt im zweyten Takt nur bei dea drei ersten 
Strophen anwendbar ist.'' (It is necessary to remember that the rest in the second measure only applies to 
the first three verses). 

^ Hermann Kretzschmar, Geshichte des neuen deutschen Liedes, 336. 
-'Maier, 112. 
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themselves. In this clever Ballade, the sound of the owl's song is resourcefully depicted 

by a dominant seventh chord which remains unresolved at the end of the piece. This 

dissonance remains much longer in a person's musical memory than a normally resolved 

dominant to tonic ending. The surprising manner in which Zumsteeg ends this song is 

just one example of the kind of innovation with which he was capable. Though the 

dominant seventh chord was by no means a newly invented harmony, its appearance as 

the last chord of a song was certainly a new way of using it. 

The typical tonic-dominant types of modulations which were commonly practiced 

during the Classical period are in evidence in many Zumsteeg songs. However, in other 

pieces he does not adhere to this format. For example, in a Lied titled An Amarant—krank 

fiirUebe, of which only a fragment remains, he used an idea that was considered daring 

even later in music history; every verse modulates up a whole step. The first verse begins 

in F minor, quickly modulating to G minor. The second verse finds its way to A minor 

over a diminished seventh chord, and the third verse modulates to B minor. Perhaps only 

a fragment of this song remains because Zumsteeg had misgivings about his daring 

scheme, which foreshadows the last movement of Beethoven's Eroica symphony (1803-

1804), based on a theme and variations, in which each variation is in a different key. 

Nevertheless, the fragment left of this Lied illustrates Zumsteeg's unique harmonic 

conception, clearly putting him at the beginning of new harmonic experimentation. 

Harmonic variety was almost a natural matter of course in the through-composed 

Ballade whose multi-sectional format was receptive to modulations. To illustrate this 

feature, a modulation motivated by a text change may be observed in the Ballade. Die 

Erwartting. At a pivotal moment, when the text states, "Nein, es scheuchte nur der 

Schrecken aus dem Busch den Vogel auf." (No, it is only the bird who is frightened 

away from the bush by the screaming.), a modulation takes place over a diminished 
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seventh chord going from F major to E major, with an E flat in the bass becoming a D 

sharp in the second measure. Zumsteeg's modulations frequently occur by means of 

conventional third relations and enharmonic pivot notes. This illustrates that his 

willingness to experiment did not allow him to totally abandon the influences of the 

conservative Berlin Schools. 

Keyboard Parts 

The aesthetic dogma of the two Berlin Schools restricted the development of 

independent piano accompaniments. Early attempts at composing imaginative 

accompaniments were met with indifference and the tendency remained to compose in 

"diirren rationalistischen Simplicitat" (dry, rational simplicity).^® 

Because of the general conservative view regarding keyboard parts, many of 

Zumsteeg's early Balladen have simple chordal accompaniments. However, Zumsteeg did 

not restrict himself to this simple format for long, and soon began composing Balladen 

which often exhibit such techniques as arpeggiated chords, tremolando figures, and 

fragments of free-standing motives, (see Die Erwartung, BCLB H, 10) 

Around 1790 a significant change in the role of the accompaniment occurred with 

the appearance of a separate line of notation for the solo vocal part above that of the piano. 

With piano and solo music now separated, equal emphasis was placed on both parts. To 

take advantage of the new-found independence of the piano, Zumsteeg often used clever 

modifications of the accompaniment, generally motivated by changes in the text, as in the 

lied Thekla (KLB, HE, 35), where Zumsteeg changes the accompaniment from a subtle 

eighth note ostinato in the right hand to simple chords when the text "Das Herz is 

gestorben" (the heart has died), requires emphasis. 

Max Friedlaender, Das deiitsche Lied im 18. Jahrhimdert. XLHI-
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Another important feature often used in the accompaniment was a contrapuntal bass 

line. One not only observes movement by contrary motion, running chromatic 

progressions, or wide ranging leaps, but the frequent use of unison passages in the left 

hand notes of many piano parts. When unison is used, it usually appears fleetingly, is 

connected to few words, and is used for emphasis {See Ritter Toggenburg, KLB I, I). 

Unison is also used to accentuate a frightening or momentous occurrence. Des Pfarrers 

Tochter von Taubenhain contains a unison passage in E flat to which the words, "Sie 

kratzte mit blutigen Nageln ein Grab" (She scratched out her grave with bloody nails), are 

given grisly impact. 

Descriptions of nature are an important part of the Romantic aesthetic, and with the 

freedom of independent piano parts, Zumsteeg was able to effectively treat nature in his 

Balladen, hardly letting an opportunity pass. In the Ballade Una (KLB I, 12), die piano 

depicts a storm and flashes of lightning with the turbulent sounds of various sonorities 

over an F pedal. The flashes of lightning are heard in the accented chords at the beginning 

of each measure. 

Greater emphasis on keyboard parts allowed Zumsteeg to include preludes, 

interludes and posdudes in many of his Balladen, some of which have a connection to the 

theme or are completely independent in function. Many preludes have the function of 

establishing die key of the first verse of a Ballade with a simple harmonic progression 

fi:om tonic to dominant. Only a very loose connection to sonata form exists in a Ballade of 

this type, because a transition back to the tonic key usually does not occur. Moreover, a 

large number of longer preludes do not have any thematic or motivic relationship to the 

material diat follows. However, even though a prelude may not have connection with later 

music, it is not structurally incompatible. For instance, the independent preludes in Die 

Erwartung, DerMohrin Gesang (KLB, V, 46), Maria Stuart (KLB, HI, 3), and 
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Thekla are artfully composed in free fantasia-like fashion, and set the mood of their 

respective stories effectively. 

In the simplest form of postlude, the last few measures of the melody may be 

repeated to end the piece. Other poslludes hearken back to the beginning of the 

composition. This technique can be seen in An meine Freunde (KLB, V, 52), a song 

from Zumsteeg's youth, which fashions an ending taken from the second measure of the 

composition. In the Russisches Brautlied (KLB, HI, 44), Zumsteeg unifies the 

composition with a prelude and postlude composed out of similar music. 

In the Ballade, interludes serve important functions. For Instance, an Interlude may 

bring a section of thematic development to a conclusion or introduce a new section. By 

introducing a new section, the interlude transcends the function of mere accompaniment 

and becomes the narrator of the story (see Ritter Toggenburg). The most common form 

of interlude is the type which acts as a bridge between sections: the end of the interlude 

and the beginning of a new section are separated; the end Is typically cadential, with a 

distinct change of mood at the beginning of the new material, (see Maria Stuart). 

Interludes show more variation in length than preludes and postludes. For instance, 

one may observe small one or two measure inserts, or widely expanded sections of up to 

thirty measures, (see Die Entziickiing an Laura. KLB, VI, 40.) In addition, interludes 

may contain occasional virtuoso elements, which further illustrate the importance of the 

keyboard in the Zumsteeg Ballade (see Die Entziickiing an Laura, the Allegro section). 

Zumsteeg and His Poets 

During the last two years of his education at the Duke's academy, Zumsteeg was 

drawn into a circle of friends which included Friedrich Schiller at its nucleus. Because the 

curriculum at the academy did not include contemporary literature, these students eagerly 
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discussed the most recent literary developments. Voracious exploration of new poetry was 

a favorite activity of this group. They enjoyed reading such poets as Klopstock, whose 

nature poem Die Friihlingrfeyer (1777) was inspiration for one ofZumsteeg's earliest 

Ballade settings. Later collaborations with Klopstock produced such Lieder and Balladen 

as Lida (KLB, V, 2), An Cidli, (KLB, I, 26),Vaterlandslied, Schlachtgesang, and Der 

JUngling. 

Zumsteeg was also drawn to the lyricism of Goethe's and Schiller's poetry, 

resulting in settings of Goethe's Die Leiden des Jungen Werthers, Colma, and Der 

Zauberlehrling (KLB, Vn, 26). Zumsteeg' settings of Schiller poetry are more numerous 

than those based on Goethe's poems, but a visit by Goethe rekindled Zumsteeg's interest 

in the poet. When Zumsteeg received the poems, Der Junggesell and Der Miihlbach, he 

hoped to achieve an "emsthaftere und bedeutender Arbeit" (more serious and meaningful 

work) with Goethe, but this was not to be. Nevertheless, five settings of Goethe poetry 

resulted from the brief collaboration, among them, Mignon' s Lied. 

Schiller's drama. Die Raiiber (1782^, includes four songs set by Zumsteeg. These 

student efforts exhibit Zumsteeg's immamrity and he later discredited them. Perhaps 

because of this early abortive effort, Zumsteeg's collaborations with Schiller were 

sporadic, and between 1790 and 1798, Zumsteeg only set four Schiller texts. These are: 

Ritter Toggenburg, Die Envartimg, Nadowessische Todtenklage (KLB, HI, 46) and 

Reiterlied (KLB, IV, 4). During the next three years, Zumsteeg set Maria Stuart, 

Thekla^ and Johanna (KLB, V, 18), die best products of this intermittent collaboration. 

Zumsteeg also found inspiration in the poetry of the Gottinger Hainbund which, 

since 1770, had been submitting poetry for publication in the Gottinger Miisenalmanach, 

which included a broad spectrum of poetry. Zumsteeg was greatly attracted to the verse of 
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Leopold Stolberg, producing ten lyrical settings. Die Biissende (1797), was a 

particularly successful effort. Sensitive to the potential that poetry had for musical 

settings, Zumsteeg recognized in the work of Holty, another member of the Hainbimd, 

elements of tenderness and melancholy which inspired effective pieces such as Elegie auf 

ein Landmddchen (1793). Zumsteeg was also attracted to the poetry of Mathias Claudias 

(1740-1815) and Burger poetry because of their inherent simplicity which facilitated 

musical settings. Zumsteeg set six Claudius poems between 1783 and 1784, including 

the charming Kartojfellied (KLB, V, 30). Never staying too long with one poet, 

Zumsteeg turned to Burger's Balladen around 1790. These Balladen which reflect 

Burger's chaotic state of mind during an unhappy marriage, contain varying moods and 

are rich with imagery. Four were set by Zumsteeg over the course of several years, of 

which Des Pfarrers Tochter von Taubenhain is regarded the best example. 

Zumsteeg was lucky in his acquaintances. Along with Schiller, Johann Christoph 

Friedrich Haug (?-?) was among the smdents at the academy. Seizing upon the 

opportunity, Zumsteeg set some thirty of Haug's poems, which were published in 1798, 

relatively late in Zumsteeg's career. The best of this publication are represented by Liebe 

(KLB r, 20), Minnelied (KLB L 25), and Riindegesang (KLB I, 34). 

Searching for another source of inspiration, Zumsteeg was attracted to the works of 

Friedrich Matthisson (1761-1831). The important Romantic elements of nature and 

sentimentality in his poems not only made them a popular success, but song composers 

found them to be highly suitable for musical settings. Zumsteeg composed his first 

Matthisson songs around 1784 and became so well acquainted with the poet that he 

usually received texts before they were sent to the publisher. Matthisson ranks third 

behind Haug and Schiller in the number of texts set by Zumsteeg. (see Geistemdhe KLB 

En, 14, Andenken BCLB HI, 48, Lied der Liebe KLB [V, 46, Grablied, KLB VT, 13. 
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An den Abendstem KLB VII, 13, Benihigung, KLB VII, 24, and Abendlied KLB Vn, 

48) 

Zumsteeg's natural enthusiasm for the Ballade always kept him searching for new 

material. He used the poetry of approximately one hundred poets. With the exception of 

texts by Luther, Shakespeare and Opitz, Zumsteeg preferred to use material of 

contemporary poets because of the emotional response they elicited from the public. Proof 

of Zumsteeg's awareness of public response to certain poetry may be seen in a letter he 

wrote to Breitkopf & Hartel: "Da das Schillersch Trauerspiel dieses Namens [referring to 

Maria Stuart] grosse Sensation erregt, so wird eine Composition jener Verse nicht 

unwillkommen seyn" (Because Schiller's drama has caused great excitement, a 

composition based on this poem will not be unwelcome).'' 

Other Ballade Composers 

Zumsteeg's accomplishments provided subsequent composers with a worthy 

prototype. In fact, Schubert went so far as to describe six of his Balladen to be "nach 

Zumsteeg" (in the manner of Zumsteeg).'® Though the Balladen of later composers were 

perhaps more sophisticated than those of Zumsteeg, these composers could not fail to 

acknowledge his labor of love in developing the Ballade, securing for it a bright, if 

somewhat brief future. 

Carl Loewe 

Carl Loewe (1796-1869) became well-known as a Ballade composer with the 

performances he gave of his own Balladen. A prolific composer, Loewe penned 1 IB 

Balladen between 1821-1868, and developed a style that was admired by his peers. 

^ Heinrich von Hase. Beitrage ziir Breitkopfschen Geschaftsgeschichte (1919/1920), 471, quoted 

in Maier. 67. 
Maier, 216. 
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Though Loewe was bom less than two months before Schubert, he outlived him by forty 

years. Unlike Schubert, whose music was little known outside of Austria, Loewe traveled 

and promoted his Balladen all across the European continent, and in doing so became 

very popular. Under the influence of the Biedermeier QVVL, Loewe's Balladen conformed 

to the tastes and aesthetic of that period. 

Loewe was bom in LQbejiin, near Halle, on November 30, 1796. He was the last 

of twelve children bom to Andreas Loewe, a school teacher and cantor, and his wife, 

Maria, an amateur violinist, both highly intellectual, musical, and extremely interested in 

their children's artistic advancement. Loewe's own opinion of himself was high: 

When I first became conscious of myself, I knew how to play the piano 
and the organ, and could sing at sight without being able to remember how 
I had learned these things, without even the slightest exertion.^' 

Though one may doubt the veracity of Loewe's self-description, he nevertheless 

exhibited very early an extraordinary talent. He was well-schooled in vocal technique, 

having received instmction from an older brother who had learned the "Italian method" 

from Vincenzo Righini (1756-1812). His brother must have been a good teacher because 

Loewe became a celebrity singing the Queen of the Night aria from Die Zaiiberfldte.^° 

Loewe discovered, as did Schubert, the Zumsteeg Ballade, but recognized that he 

could improve upon it, recalling in his autobiography: 

Tief ergriff mich die Musik dieses alten mit Unrecht zuriickgestellten 
Meisters [referring to Zumsteeg]. Ihre Motive sind characteristisch und 
geistreich, sie folgen dem Gedichte mit vollkommener Treue. Freilich 
waren sie meist sehr aphoristischer von Natur. Ich dachte mir, die Musik 
miisste dramatischer sein und unter breiter ausgearbeiteten Motiven 
gestaltet werden, etwa so, wie ich meine Balladen zu setzen versucht habe. 

(The music of this unjustly neglected master moved me deeply. The 
motives are characteristic and imaginative, following the poetry perfectly. 

Bach, The Art Ballad, Loewe and Schubert, with Musical Examples. 50. 
Ibid., 53. 
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Of course they were mostly quite aphoristic in nature. I thought to myself 
that the music must be more dramatic and motivically developed, as I have 
tried to accomplish in my own Balladen,)®' 

Loewe's earliest attempts at surpassing the Balladen of Zumsteeg were extremely 

successful. His opus I, published in Berlin in 1825, contains three important Balladen: 

Edward (from Herder's Percy Reliques), Der Wirthin Tdchterlein (Uhland), and 

Erlkonig (Goethe). Some of the most popular of Loewe's Balladen are Herr Oluf, op. 2, 

no. 2 (1821 translated by Herder), Der Pilgrim vorSt. Just, op. 99, no. 3 (1844, Platen), 

Odin's Meeresritt, op. 118 (1851, Schreiber), and Heinrich der Vogler, op. 56, no. 1 

(1836, Vogl). 

The techniques that Loewe used to compose his Balladen were often copied from 

Zumsteeg. For instance, Loewe often inserted sections of recitative for dramatic 

emphasis in his through-composed Balladen. Also, Loewe followed closely the patterns of 

declamation that Zumsteeg used in his Balladen to compose melodies sometimes more 

declamatory than songfiil. However, Loewe could also write lyrically (see Meine Riih ist 

hin, Goethe, 1822), but in his melodic style he typically avoided excessive vocal display. 

Furthering the accomplishments of Zumsteeg in advancing the role of the piano, Loewe 

used much text painting in the piano parts to add to the drama in the narration of his 

Balladen. Differing somewhat from the disjointed style of some Zumsteeg Balladen, 

Loewe often used recurring motives in his piano parts to establish unity. 

Loewe stood outside the mainstream of musical life in Germany. Therefore, he was 

not influenced greatly by the trends and currents of his day, and his compositions often 

exhibit great originality. For example, in composing his Balladen, Loewe foreshadowed 

Wagner's use of the Leitmotif, Perhaps Loewe's greatest gift was his ability to depict 

Carl Loewe, Selbstbiographie, ed. Carl Hermann Bitter (Berlin: Verlag von Wilhelm Muller. 
1870), 23. 
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drama in his Balladen. It was this gift that set him apart from Zumsteeg as the next great 

Ballade composer. Albert Bach describes Loewe's extraordinary achievement: 

Loewe, with the instinct of genius, found it absolutely necessary to 
individualise the dramatis personae, the scenes, and the local peculiarities 
of the mythical poems, which he set to music by means of certain motives 
through which he clearly differentiated them. And he thus created the 
method of the so-called Leitmotif, and applied to the ballad the system 
which Richard Wagner has broadly and exhaustively carried out in his 
dramas or giant ballads. The Flying Dutchman, Lohengrin, Tannhduser, 
NibelungenJ'^ 

Whether or not Loewe invented the Leitmotif is open to debate and is not within the 

scope of this paper to resolve. What is more important is the great influence that Loewe 

had on other composers who grew to admire his genius for drama. 

One of the most prominent composers who admired Loewe was Robert Schumann, 

who believed that Loewe was one of the most important composers of the nineteenth 

century. Schumann once remarked, "If we had to choose any living composer who from 

the beginning of his career to the present [1835] captured the German spirit and soul, 

expressing them now tenderly and then with wild abandon, speaking sometimes in the 

language of young love and other times in an outburst of the greatest ftiry, then we must 

select Loewe." 

Wagner shared this sense of regard, attested to by the numerous references in 

Cosima Wagner's diary to his performance of Loewe Balladen. In one such entry on 

November 7, 1882, Cosima writes: "In the evening he [Wagner] improvises and ^Der 

Jiingling von Elvershdh' slips in; We like to think of this Ballade, which, with its pleasing 

"-Bach, 114. 
Quoted in Dietrich Hscher-Dieskau, Robert Schumann, trans. Reinhard G. Pauly (Pordand. 

Oregon: Amadeus ftess. 1981), 45. (primary source not known) 
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ending, seems so truly German."®'' Wagner referred to the Ballade, Hen Olufas "one of 

the most important works of musical literature." 

Even in the late nineteenth century, composers responded to Loewe's magic. The 

baritone, Eugen Gura who performed Die Braut von Corinth (Goethe, 1830), a twenty-

three minute long Loewe Ballade, in Munich and Berlin, relates in a letter of 1888 how 

much Richard Strauss also admired Loewe's work. 

Today I spoke with the most modem of the modem musicians, the 
composer Richard Strauss. His verdict on Loewe's "Die Braut von 
Corinth" was enthusiastic. He was enthusiastic and ecstatic about the 
richness, beauty, and nobility of the motifs, and their development and 
elaboration, the unprecedented mastery of the representation of the horrible 
and the ghostly. 

It is unfortunate that the work of this composer who occupied a position no lower 

than Schumann, Wagner, and Strauss is largely neglected today, the victim of the decline 

in popularity of his chosen art form. 

Craig Timberlake, "Loewe's Life and Legacy," MATS Journal, March/April, (1997): 37. 
Quoted in Charles Osborne, The Concert Song Companion (New York: Da Capo Press, 1974), 

51- (primary source not found) 
Annika Stawe, trans. Susan Marie Praeder, program notes to Carl Loewe Lieder unci Balladen. 

vol.2. Iris Vermillion/ Cord Garben (Classic Produktion Osnabruck 999318-2, 1996). 
For more informatfon about the works of Loewe the reader is referred to: Bruno Scheitauer. 

Verzeichniss sammtlichergedrUckten Werke Dr. Carl Loewe's (Berlin: Robert Lienau. 1886; reprint. 
1981). 
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Schubert 

While Balladen occupy only a small place in Schubert's oeuvre, he learned the 

important skills involved in their composition would impact on the development of his 

Lieder style. The inherent declamatory style would manifest itself later in such important 

songs as Der Doppelgdnger, (D. 957, no. 13). The recitative style in this song can be 

traced back to early Schubert Balladen exhibiting a strong Zumsteeg influence.^® 

Schubert's friend, Josef von Spaun, describes in his memoirs the extreme enthusiasm 

Schubert had for Zumsteeg Balladen: 

Er hatte mehere Packe Zumsteegscher Lieder vor sich and sagte mir,das ihn 
diese Lieder auf das Tiefste ergreiffen. "Horen Sie, sagte er, einmal diese 
Lieder." Er sang mir mit schon haJb gebrochner Stimme Kolma, dann 
zeigte er mir Die Erwartung, Die Maria Stuart, Den Ritter Toggenburg, 
etc. Er sagte, er konne tagelang in diesen Liedem schwelgen. 

(He had several stacks of Zumsteeg's Lieder in front of him and said to 
me, that these songs affected him deeply. "Listen, he said, to these 
songs." He sang with a faltering voice Kolma, then he showed me Die 
Erwartung, Die Maria Stuart, Den Ritter Toggenburg etc. He said he 
could revel days on end in these songs.) 

The intluence of the Zumsteeg Ballade can clearly be seen in some of Schubert's 

Balladen, for example, Der Taucher, D. 77 (1814), Die Biirgschaft, D. 246 (1815), 

Ritter Toggenburg, D. 397 (1816), DerGott und die Bajadere, D. 254 (1815), 

Heidenroslein, D. 257, Der Schatzgraber, D.256 (1815), Der Konig in Thule, and even 

in Der Erlkdnig, D. 328 (ca. 1815). Perhaps the most obvious departure from the 

Zumsteeg Ballade is that Schubert used harmonic, textual, and rhythmic devices more 

effectively- In addition, the piano in Schubert's Balladen assumes a musically narradve 

See Maier, 187-193 fora list of parallel settings of Balladen by Zumsteeg and Schubert. 
Otto Erich Deutsclu Schubert, Die Erinnerungen seiner Freunde, 148, quoted in Sauer. col. 

1146. 
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role, equal to the solo voice. In Schubert's later Balladen, similarities to the Zumsteeg 

model are hardly noticeable. For example, the Ballade D. 771 (1822), 

contains no references to the work of the earlier master, which had been so influential. 

Felix Mendelssohn 

Mendelssohn, who wrote few songs and no known Balladen, believed it difficult to 

set a Ballade effectively to music. He gave an explanation for this: 

Nun scheint es mir uberhaupt unmoglich ein beschreibendes Gedicht zu 
componieren. Man steht in der mitte zwischen einer dramatischen 
Auffassung, oder einer bios erzahlenden Weise: der eine laBt im Erlkonig 
die Weiden rauschen, das Kind schreien, das Pferd galoppiren, der Andete 
denkt sich eine Balladensanger, der die schauerliche Geschichte ganz 
ruhig vortragt, wie man eine Gespenstergeschichte erzahlt,—die Musik 
steht mir im Wege; es wird mir phantastischer zu Muth, wenn ich solches 
Gedicht im Stillen fur mich lese, und mir das Ubrige hinzudenke, als wenn 
ich es mir vormalen oder vorerzahlen lasse. 

(It appears quite impossible to compose music for a descriptive poem.[—] 
One stands in the middle between a dramadc setting, or mere narration: 
one way is to describe, as in Erlkonig, the meadows rustling, the child 
crying, the horse galloping, the odier way is to behave like a BaJJade singer 
who presents frightening stories calmly, like one reciting a ghost story, [—] 
the music gets in the way; it is more fascinating to my mind to quietly read 
the poem, and let ±e rest be imagined as if I am being painted or read 
to.)™ 

Mendelssohn could not reconcile the dramatic and musical elements of die Ballade 

with typical contemporary performance practice. One wonders whether Mendelssohn's 

skepticism toward the musical setting of Balladen would have changed had he been 

moved by a sdrring performance of a Ballade by a consummate singer-actor. The above 

quote gives fiirther evidence that the Ballade's demise was hastened by the prevailing 

performance attitudes attached to iL 

™ Quoted ia Sauer. col. 1147. (primary source not found) 
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Robert Schumann 

Though Robert Schumann spent relatively little time composing Balladen, his are 

nevertheless high quality works. Schumann's few Balladen come from the important 

"Liedeqahr" of 1840 and are best represented by such Balladen as Die Lowenbraut, op. 

31, no. 1, Die rote Hanne, op. 31, no 3, (both of Chamisso), Der Schatzgrdber, op. 45, 

no.l, (Eichendorff), Die beiden Grenadiere, op. 49, no. 1, and Belsazar, op. 57, 

(Heine). Schumann's Balladen are directed to the audience, and they express the 

audience's mood, anticipated and incorporated within the total fabric of the composition. 

For example, Belsazar, probably the most well-known of Schumann's Balladen, is not as 

rife with word-painting as the typical Loewe Ballade, but conveys an atmosphere 

throughout which may be thought of as "mood-painting." The piano effectively portrays 

the mood of horrified listeners as the story of ±e blasphemous, evil Belshazzar unfolds. 

The feelings of the listener portrayed within the fabric of the composition is the essence 

and genius of Schumann in all his vocal compositions.^' 

Brahms 

Brahms also spent very little time with the Ballade, and those songs which are 

designated as Balladen are difficult to differentiate from his Lieder. This ambiguity is 

clearly evident in the Ballade, Vergebliches Stdndchen, op. 84, no. 4, one of the most 

beloved of all Brahms' vocal compositions. In this Ballade, the text is adapted to the 

music, rather than text forming the foundation of the composition, a chief characteristic of 

all Brahms' vocal music. Brahms' Balladen are typically more lyrical than declamatory 

(see Von Ewiger Liebe, op. 43, no.l (1864), and therefore must be categorized as 

Balladen based, purely on the narrative nature of the text, not the manner of declamation 

Eric Sams. The Songs of Robert Schumann (London: Eulenburg Books. 1975), 35. 
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employed. Brahms' Balladen preserve a certain folk-like character by using a waltz-like 

triple meter. 

In 1878 Brahms published Vier Balladen and Romanzen, op. 75, a collection 

containing Balladen in duet form. The dialogue-narrative form of so many Balladen makes 

the duet structure easily adaptable. These Ballade duets are not inferior compositions; they 

represent the pinnacle of Brahms' effort with the duet. Among these Ballade duets one 

finds a setting of Edward in Herder's translation which was also the basis for Brahms' 

piano Ballade of 1854, op. 10, no. I. Other Balladen in this collection are: Murrays 

Ermordung, Op. 14, no. 3 (from Percy's Reliques, 1858), Das Lied vom Herm von 

Falkenstein, op. 43, no. 4 (Uhland, 1857), Entfiihning, op. 97, no. 3 (Alexis, 

1884/85), Verrat, op. 105, no. 5 (Lemcke, 1886). 

Liszt 

Liszt contributed few Balladen to the repertory, having begun composing Lieder and 

Balladen in 1840, after meeting Schumann. Liszt's most important Ballade is Die drei 

Zigeuner (1860, Lenau). In this Ballade, Liszt used the gypsy idiom of his homeland. In 

addition, Liszt wrote an orchestral version of this Ballade and four years later, adapted it 

for violin and piano, which then evolved into a version for violin and orchestra. Liszt also 

composed a setting of DerKonig im Thule (1842), as well as Die Vdtergncft (1844, 

Uhland), and Drei Lieder aiis Wilhelm Tell (1845, Schiller): 1. Der Fischerknabe, 2. 

Der Hirt, and 3. Der Alpenj'dger. 

^ Durr. Das deiitsche Sololied im 19. Jahrhundert., 92. 
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Wagner 

Wagner, aside from Senta's Ballade in Der Fliegende Hollander, produced only 

two Balladen: Der Tannenbaum (1838, Scheurlin), and Die beiden Grenadiere (1840, 

in French). Ballade composition was not as interesting to Wagner as his orchestral and 

operatic efforts, possibly because his style was not easily adapted to smaller scale genres. 

Wagner's complete songs easily fill one volume, and with the exception of the 

Wesendonck Lieder (1857-58j, are not performed with much regularity. Despite his lack 

of interest in Balladen, Wagner derived much inspiration from them. He was a great 

admirer of Carl Loewe, and stated, "Yes, he is indeed one of the truly German masters."'-

Carol Kimball states that the entire opera Der Fliegende Hollander was taken from 

motives found in Senta's Ballade and was clearly an influence of Loewe.^"* 

The majority of Wagner's songs and Balladen are early compositions written in 

Paris between 1838-1840. Wagner, not yet successful in opera, was attempting to gain 

some credibility among the French during a time when Schubert's songs were highly 

popular. Wagner composed using French songs as models, but these songs were not 

successful, mainly due to difficulties with the language. Wagner's setting of Les Deiix 

Grenadiers came about after meeting Heine in Paris, and like the Schumann version of 

the same Ballade, he uses the "Marseillaise" as a prominent feature. Les Deux Grenadiers 

was composed only a few months before Schumann's German version, and in 

comparison, Wagner quotes the "Marseillaise" in the piano accompaniment, while 

Schumann gives it to the voice. 

^ Max Runze, ed.. Carl Loewes Werke: Gesamrausgabe der Balladen. Legenden. Lieder und 
Gesange, vol. 3, Schottische. englische und nordische Balladen ( Leipzig: Breitkopf und Hartel, 1900), 
vi. 

Carol Kimball, Song: A Guide to Style &. Literature (Seatde: PsL.Jnc.. 1996). 105. 
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Hugo Wolf 

Hugo Wolf was highly enthusiastic about the Balladen of Carl Loewe/' Wolf is 

best remembered for his setting of Morike's Balladen, Der Feuerreiter (1884, later re

worked for choir and orchestra, 1894), and Der Geister am Mummelsee (1888). Wolf 

wrote Balladen in many different styles. For example, Der Rattenfanger {Goethe, 1888), 

more melodic than Der Feuerreiter, represents the lyrical side of Wolf s Balladen. Like 

many composers. Wolf was drawn to poetry of sensational themes which were often 

effectively depicted in his keyboard writing. For example, in Der Feuerreiter, piano 

parts with splashes of orchestral color can be found incorporated in this frightening story. 

Wolf does not neglect the voice, calling upon the singer to add to the scary atmosphere by 

singing passages which lack melodic substance and are more akin to Sprechgesang. 

The Decline of the Ballade 

The Ballade ceased to be popular around L835, and by 1850 most composers 

stopped composing Balladen altogether. (Carl Loewe, an exception wrote Balladen until 

1868, the year before he died, and Wolf, a great champion of the Loewe Ballade wrote 

Balladen in the 1880's.) After 1880, a revival of interest occurred in Germany through the 

successful activities of Philip Spitta who helped found a Loewe-Gesellschaft in 1882, and 

Martin Pliiddemann, who tried to establish a Ballade school in Graz in 1899. By the 

I930's, the conteinporary Ballade was largely looked upon with disfavor, due to inferior 

text settings and changing tastes. 

Today the Ballade remains a largely unknown genre. Vocal teachers rarely (mostly 

from a lack of information) assign Balladen to students, and in comparison to traditional 

recital material, the Ballade is seldom included on vocal recitals. Amajor aim of this 

" Ibid., 230. 
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study is to provide essential information in an effort to stimulate interest in the Ballade as 

exceptional recital material. The goal of most singers is an evenmal appearance on the 

operatic or musical theater stage. Therefore, it is hoped that this study sufficiently 

illustrates how the Ballade can be used as a pedagogical tool to aid in the development of 

dramatic skills. 



61 

CHAPTER 2: THE BALLADE AS PEDAGOGICAL TOOL 

Analysis of Representative Balladen 

There are many art songs of great sophistication which do not afford the same 

possibilities of learning dramatic skills as Balladen. For example, the lied AH/Jem 

Wasserzu singen by Schubert (op. 72, 1823, Stolberg), contains little opportunity for 

developing dramatic skills. Though it is one of the most exquisite Lieder in the repertory, 

a singer with even a fair amount of German language skill might have difficulty effectively 

conveying to the audience the imagery of "gleitet die Seele dahin wie der Kahn" (the soul 

gliding upon the water like a skiff). If the singer is young or inexperienced, the nuance of 

melody and. verse in this lied may prove a great challenge. Essentially strophic in form, 

the mood of Aiif dent Wasser zu singen remains the same throughout. It is difficult to 

present this lied in an interesting manner, with a sense of urgency that only mature artists 

such as Christa Ludwig, and Dietrich Fischer-Dieskau can accomplish. One does not 

wish to suggest that songs such asAufdem Wasserzu singen should be totally eliminated 

from art song repertory. However, when a performer lacks stage experience and desires 

to portray characters and their emotions within the context of a solo song, a Ballade would 

be an appropriate substitute for the esoteric and difficult to interpret Lieder which do not 

serve this function nearly as well. 

The following repertoire chosen for analysis exemplify the wonderfid qualities 

which make Balladen of value for the performer. These Balladen are: Ritter Toggenburg 

by Zumsteeg, Herr Oluf hy Loewe, Belsazar by Schumann, and Der Rattenfdnger by 

Wolf. While highlighted musical examples taken from each Ballade will illustrate what the 

composer wished to achieve via word painting etc., suggestions will be offered to help the 
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singer establish proper mental imagery, a vital component in the preparation of all vocal 

music. 

Ritter Toggenburg JohannZumsteegca. 1798; 

Text: Original poem by Friedrich Schiller 

Ritter Toggenburg, found in important versions by Zumsteeg and Schubert, is a 

well-crafted composition in a scena-like setting. (See Appendix B for musical examples of 

Schubert's Ritter Toggenburg.) The text is a combination of through-composed and 

strophic structure, containing several changes of mood, two changes of character, along 

with recitative and arioso, making this Ballade a valuable resource for learning role 

versatility. 

It is easy to recognize the many similarities between the Zumsteeg and Schubert 

versions of Ritter Toggenburg. The resemblance is so apparent that Philip Spitta 

remarked, "Eine, Ahnlichkeit, wie sie zwischen beider Compositionen des Ritter 

Toggenburg besteht, konrunt vielleicht in der gesammten Gesangsmusik nicht wieder vor" 

(perhaps a stronger similarity than both Ritter Toggenburg compositions does not exist in 

the complete body of vocal music) These similarities are more tied to form than 

melodic content. Alfred Einstein said that Schubert followed the Zumsteeg model closely, 

like "Ein Kind eine Zeichnung durchpaust" (a child tracing a drawing).'^ 

Zumsteeg and Schubert both included a military march in Ritter Toggenburg, 

depicting the Crusaders. Later, Schumann incorporated the "Marseillaise" in the final 

measures of Die Beiden Grenadiere, op. 49, no. 1, 1840, another well-known Ballade. 

Philipp Spitta. "Die Ballade," quoted in Maier, 207. 
" Alfred Einstein, Schubert: ein Mtisikalstches Ponrat (Zurich, 1952). 148. quoted in Maier. 207. 
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Whether or not Schumann was influenced by Zumsteeg's much earlier innovation must 

remain speculation. The parallel is nevertheless remarkable. 

Because of its many fine attributes, Ritter Toggenburg deserves to be performed. 

It would be a suitable substitute for such Lieder as Das Veilchen (Mozart, K. 476, 

Goethe, 1785), &nd.Aufdem Wasser zu singen. Das Veilchen, a popular Ballade-like 

song from approximately the same era, though masterfully composed, contains few of the 

dramatic opportunities that a Ballade such as Ritter Toggenburg possesses. With the help 

of a table, I have attempted to compare Ritter Toggenburg with Das Veilchen in different 

categories to illustrate how beneficial this and other Balladen are for learning 

dramatizations. This type of comparison will occur with each of the Balladen in this study. 

Text and Translation 

"Ritter, treue Schwesterliebe widmet euch dies Herz, 
fordert keine andre Liebe, denn es macht mir Schmerz. 

Ruhig mag ich euch erscheinen, ruhig gehen sehn. 
Eurer Augen stilles Weinen kann ich nicht verstehn." 

Und er hort's mit stummen Harme, reisst sich blutend los, 
presst sie heftig in die Arme, schwingt sich auf sein Ross, 

schickt zu seinen Mannen alien in dem Lande Schweiz, 
nach dem Heilgen Grab sie wallen, auf der Brust das BCreuz. 

Grosse Thaten dort geschehen durch der Helden Arm, 
ihres Helmes Biische wehen in der Feinde Schwann, 

und des Toggenburgers Name schreckt den Muselmann, 
doch das herz von seinem Grame nicht genesen kann. 

Und ein Jahr hat ers ertragen, tragt's nicht longer mehr, 
Ruhe kann er nicht eqagen, und verlasst das Heer, 

sieht ein Schlff an Joppe's strande, das die Segel blaht, 
schiffet heim zum teuren Lande, wo ihr Atem wehL 

Und an ihres Schlosses Pforte klopft der Pilger an. 
Achl Und mit dem Donnerworte wird. sie aufgethan: 

"Die ihr suchet, tragt den Schleier, ist des Himmels braut, 
gestem war der Tag der Feyer, der sie Gott getraut." 
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Da verl^set er auf immer seiner Vater Schloss, 
seine Waffen sieiit er nimmer, noch sein treues Ross; 

von der Toggenburg hemieder steigt er unbekannt, 
denn es deckt die edeln Glieder harenes Gewand. 

Bis die Liebende sich zeigte. Bis das theure Bild 
Sich ins Thai heruntemeigte, ruhig, engelmild. 
Und so sass er, eine Leiche, Eines Morgens da, 

Nach dem Fenster noch das bleiche Stille Antlitz sah. 

("Knight, this heart is full of sisterly love for you, but more than this is 
painful. I may appear peaceful to you in my actions, but I cannot return the 
pleading I see in your eyes." He hears this in stunned sorrow, tears 
himself away, hugs her tightly in his arms, mounts his steed and sets out to 
join his men in Switzerland; in the search for Christ's grave, they carry the 
Cross upon their breasts. Great deeds are accomplished in acts of heroism, 
the brushes of their helmets are seen above the enemy's ranks, and 
Toggenburg's name brings terror to the heathens. But his heart cannot 
stand the horror any longer. After enduring one year, Toggenburg leaves 
his company, sees a ship with billowing sails, and comes home to the dear 
land where the breath of his beloved lingers. Toggenburg finds the casde 
of his beloved and knocks on the door and hears the thunderous words, 
"The one you are seeking is now the bride of heaven, yesterday was the 
ceremony that married her to God." Toggenburg gives up his inheritance, 
his rank, and his steed, disguised in a hairshirt, he wanders about 
unknown, lives in a hut near the convent where he may catch a glimpse of 
his beloved. One day he is found dead, still looking in the direction of the 
convent.) 

What should the singer be thinking before the music begins? 

The action takes place during the Crusades to the Holy Land, ca. 1100 AD. Knight 

Toggenburg is a noble Crusader who wears the typical tunic emblazoned with the Cross. 

He is not completely dedicated to cause of die Crusades, and is given to a rather quixotic 

nature which causes him to dwell in a rather idealistic world- Toggenburg reacts rather 

impulsively and can make rash decisions (i.e- suddenly leaving die Crusades to find his 

love, and becoming a hermit). 
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Musical Examples 

Ex. 1 Unlike many other Balladen, Ritter Toggenburg begins without piano 
introduction. A simple·G Major tonic chord in root position held by a fermata begins the 
piece. The melody, doubled in the piano, is soft and sentimental. Usually a narrator begins 
a Ballade, but here the opening phrases are sung by Toggenburg' s beloved. 

The singer thinks: 78 

Toggenburg' s beloved expresses tender feelings to him, but cannot return his 
romantic interest. She expresses the desire to be of service to mankind, later in the story 
becoming a nun. The music of this character should be sung in a light adjustment 
reflecting her femininity. 

78 This phrase was borrowed from Daniel Helfgot, The Third Line. 



Example 2 

Sclmellcr. 

Ex. 2 A change of mood occurs when the narrator describes Toggenburg's 
disappointment at being rejected by his lover. MusicaJiy this is reflected in agitated 
diminished-seventh, Major-minor seventh, and minor sonorities in the accompaniment. 

The singer thinks: 

66 

Here the role is given to the narrator who must be sympathetic to the pain that 
Toggenburg is feeling. Toggenburg, not willing to believe that he has just been rejected, 
grabs his beloved impulsively and hugs her. The agitation felt in the accompaniment must 
be matched by the singer with an urgent tone quality. 
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Example 3 

Tempo ~ines Marsclr.cs. 

ff-r-=tj---=~-:--~ 
K.rcua. 

Ex. 3. An abrupt tempo change begins a piano interlude of eight measures depicting 
Toggenburg marching with his fellow Crusaders. Long piano interludes are a common 
feature of Zumsteeg' s Ball aden. 

The singer thinks: 
Interludes are another form of narration. Therefore, the singer continues to reflect 

what is happening with appropriate facial expressions and gestures. Here the singer 
should imagine a troop of Crusaders marching to the Holy Land. They are bold and 
adventuresome. Later the reality of war dampens this enthusiasm. 
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Ex. 4 Toggenburg is not able to withstand the horrors of war, and his spirit is 
wounded, never to recover, depicted briefly in D minor. 

The singer thinks: 

68 

Toggenburg has made a noble effort as a Crusader, but he is not strong enough to 
endure the war experience. Toggenburg has never been able to forget the idealistic image 
of his beloved. Even after his disheartening experiences, he still believes in a reunion with 
her. 
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Example 5 

Uftll eira Jahr .. en Cl' - Ita 
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Ex. 5 A brief piano interlude of four measures establishes the tonality ofF major. 
In this section, Ritter Toggenburg decides that he must leave the Crusades to return home 
to his beloved. His urgency is felt in an ostinato figure in the accompaniment. 

The singer thinks: 
Now that Toggenburg has decided to leave the Crusades, sadness had been replaced 

by excitement and hope in anticipation of seeing his beloved again. The singer should 
highlight this excitement with an air of confidence in the tone. 
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Ex. 6 Zumsteeg modulates quickly to C Major and uses a recitative as means of 
conveying the disappointing news that Toggenburg' s beloved took vows to become a nun 
only the day before his arrival. 

The singer thinks: 
This recitative is the pivotal moment in this Ballade. The first part of the recitative, 

sung by the narrator, should be sung forcefully as Toggenburg hears the "Donnerworte" 
(thunderous words) telling him that his beloved took vows to become a nun only the day 
before. The second part of the recitative is sung by the gatekeeper. Perhaps this character 
should be reflected in a rather coarse and unrefined tone quality. 
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Example 7 

Ex. 7 In obvious pain and resignation, Toggenburg ends his personal crusade to 
win the affections of the maiden. His resignation is represented by Zumsteeg' s treatment 
of the last five verses of the poem in strophic fashion. During these verses, Toggenburg 
builds a hut in the vicinity of the convent, where he can occasionally catch a glimpse of his 
beloved as she opens the window of her room. The key in this section is A flat Major, a 
key which Zumsteeg often used to depict pain or sorrow. 

The singer thi.nks: 
Toggenburg has lost his mind and lives in a fantasy world. He is now a rather 

pathetic figure who can barely function, living the life of a hermit. All Toggenburg's 
hopes are dashed, but he cannot exist without being near her in his own way. This section 
should be sung in an extremely tender and lyrical fashion. 

characters drama 
tpiano rol~ 

difficulty 
Composition outside of recitative 

type of 
active or 

in 
of vocal scenes 

narration portrayal 
narration passive 

of drama 
part 

Ritter 3rd and 1st active and very 
Toggenburg 6 3 Yes 

passive important 
moderate 

person 

Das Veilchen 1 0 No 1st person passive 
not 

moderate 
important 
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Herr Oluf Carl Loewe Opus 2, no.2, 1821 

Text: original translation by Johann Gottfried Herder 

In this Ballade, Loewe included a variety of Leitmotifs representing the various 

characters. Performing Herr Oluf will help to instill great dramatic versatility in the artist, 

who must be able to effectively depict the characters of Oluf, his mother, his bride, and the 

Erlking's daughter. In addition, there is a narrator, bringing the number of 

characterizations in the Ballade to five. Greater vocal prowess will result from performing 

Herr Oluf which encompasses a wide vocal range. 

Herr Oluf is an exciting Ballade which is closely akin to Goethe' Ballade, Erlkonig. 

In Herr Oluf Locv/s included a footnote of explanation: "Wer mit den elfen tanzte, wurde 

von einer solchen Lust ergriffen, dass er nicht eher aufhorte zu tanzen, bis er todt 

damieder fiel" (Whoever danced with elves was seized by such desire that he could not 

stop dancing until he fell over dead). 

The role of the piano is extremely important in Herr Oluf The introduction sets the 

tone of the composition by illustrating Oluf s horse ride and his encounter with the 

Erlking's daughter. Later these motives appear as accompaniment to the vocal phrases, an 

effective way of unifying the composition. 

The author has supplied an English translation of Herr Olitf, illustrating how 

effectively Balladen can be adapted to other languages. Because the successful 

performance of a Ballade rests heavily on the communication of a story, the author highly 

encourages the singer to perform Balladen in the audience's native language. 
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Prominent musical figures regarded Herr Oluf as a highly important composition. 

For instance, Gasparo Spontini (1774-1851), the Italian court music director in Berlin, 

was seen weeping after hearing Herr Olif and called it a great tragedy/' 

Herr Oliif could suitably replace many Lieder which offer little more than a beautiful 

text setting. For example, Herr Oluf could be a viable replacement for Mondnacht 

(Schumann, (text by Eichendorff) opus 39, no. 5), an exquisitely beautiful lied filled with 

imagery: "Und meine Seele spannte Weit ihre Riigel aus" (And my soul stretched its 

wings far abroad). Effectively depicting this imagery may be challenging for many 

singers. 

Text and Translation 

Herr Oluf reitet spat und weit, zu bieten auf seine Hochzeit leut'. 
Da tanzen die Elfen auf grunem Strand, Erlkonig's Tochter reicht ihm die Hand: 

"Willkommen, Herr Oluf, komm tanzen mit mir, zwei goldene Sporen schenke ich dir." 
"Ich darf nicht tanzen, nicht tanzen ich mag, denn morgen ist mein Hochzeittag." 

'Tritt naher, Herr Oluf, komm tanzen mit mir, ein Hemd von Seiden schenke ich dir, 
ein Hemd von Seiden so weiss und fein, meine Mutter bleicht's mit Mondenschein." 

"Ich darf nicht tanzen, nicht tanzen ich mag, denn Morgen ist mein Hochzeittag." 

'Tritt naher, Herr Oluf, komm tanzen mit mir, einen Haufen Goldes schenke ich dir." 
"Einen Haufen Goldes nahme ich wohl, doch tanzen ich nicht darf noch soil." 

"Und willst du Herr Oluf nicht tanzen mit mir, soil seuch und BCrankheit folgen dirl" 
Sie that ihm geben einen Schlag aufs Herz, sein Lebtag fiihlt' er nicht solchen Schmerz. 

Drauf that sie ihn heben airfsein Pferd: "Reit heim zu deinem Fraulein werthl" 

Und ais er kam vor Hauses thiir, seine Mutter zittemd stand dafun 
"Sag an, mein Sohn, und sag mir gleich, wovon du bist so blass und bleich?" 

"Und sollt ich nicht sein blass und bleich? Ich kam in Erienkonigs reich." 

"Sag an, mein Sohn, so lieb und traut, was soil ich sagen deiner Braut?" 
"Sagt ihr, ich ritt in den Wald zur Stund, zu proben allda mein Ross und Hund." 

Friih Morgens als derTag kaum war, da kam die Braut mit der Hochzeitschar. 
Sie schenkten Meth, sie schenkten Wein: "Wo ist Herr Oluf, der Brautigam mein?" 

"Herr Oluf ritt in den Wald zur Stund, zu proben allda sein Ross und Hund." 
Die Braut hob auf den Scharlach roth, da lag Herr Oluf und war todt. 

"Bach. 142. 
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Translation 

Sir Oluf rode late in the night, his wedding guests he would invite. 
The elves were all dancing upon the land, Erlking's daughter beckons with hand. 

"Fine welcome. Sir Oluf come dancing with me, two golden spurs will I give to thee." 
"I dare not dance with you, not dance I say, for tomorrow is my wedding day." 

"Step closer. Sir Oluf, come dancing with me, a robe of silk will I give to thee, 
a robe of silk so white and bright, my mother bleaches by moonlit night." 

"I dare not dance with you, not dance I say, for tomorrow is my wedding day." 

"Step closer. Sir Oluf, come dancing with me, a pile of gold will I give to thee." 
"A pile of gold I will take firom you, but dancing is something I dare not do." 

"And if you. Sir Oluf won'^t dance with me, I'll send great mis'ry over thee!" 
Sir Oluf felt a stabbing pain in his breast, the pain so great he felt certain death. 
And then she put him on his steed. "Ride home to your sweet bride, indeed!" 

He came back to the house once more, his mother trembling by the door: 
"Please tell me son, please tell me now, the reason for your pale, white brow?" 

"The reason for my pale white brow? I was in Erlking's realm just now." 

"Please tell me son, my son so dear, how show [ spare your bride the fear?" 
"Just say, I went in the woods today, to train my dog and my fine bay." 

Quite early at the break of day, the wedding party came there to stay. 
They brought some gifts, they brought some wine, "^ere is Sir Oluf. my bridegroom 

fine?" 
"Sir Oluf went in the woods today to train his dog and his fine bay." 

The bride pulled off the crimson spread, there lay Sir Oluf, and was dead. 

(As one observes this is not a literal translation, certain license has been taken to 

change the text at will; i.e., Seiden really means sadn, not silk, but at this point only one 

syllable was needed. One may want to explore the possibility of using a non-rhyming, 

literal translation.) 

What should the singer be thinking before the music begins? 

Sir Oluf is possibly a nobleman who lives in an idyllic, enchanted valley. He is a 

dashing figure and loves to participate in outdoor activities. Knowing that he lives in an 

enchanted land, he is not afhiid to confiront the supernatural elements that surround him. 

He is a man of character, excited about his wedding, and is deeply in love with his 
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fiancee. The Erlking' s daughter lurks nearby, waiting to tempt any mortal to dance with 

her. She is capable of putting on a fa~ade of extreme beauty, but in reality, she is the most 

horrifyingly ugly creature that lives in the valley. She exercises great control over the 

inhabitants of the region. 

Musical Examples 

Example 1 

Allegro. 

Ex. 1 The introduction to this Ballade describing Oluf' s ride is marked Allegro and 
begins in E minor. 

The singer thinks: 
The horse ride is wild because Oluf wants to quickly invite his wedding guests 

before the elves find out. The singer should exhibit a sense of fear during this 
introduction. 
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Example 2 

Ex. 2 The dance of the elves is depicted in a lightly tripping figure. 

The singer thinks: 
Too late! The elves have already discovered Oluf. Oluf must brace himself against 

the eventual interference of the elves. 
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Example 3 
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Ex. 3 Erlking' s daughter sings a seductive melody based on the intervals of a major 
seventh chord. Her demonic nature in represented in this arpeggio which wants to resolve 
up to the tonic E, but only reaches as high as aD sharp. 

The singer thinks: 
A highly seductive tone should be used because Erlking's daughter has great power 

and no one can resist her. In keeping with a marking of sotto voce, the singer should 
sing in an almost breathy fashion. 



Example 4 
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Ex. 4 Oluf resists the tempting of Erlking' s daughter by saying, "I dare not dance 
with you, for tomorrow is my wedding day," represented by sonorous chords in the 
accompaniment. 

The singer thinks: 
Oluf is in control, though frightened. His future is bright; he is getting married 

tomorrow. Oluf s character should be sung in highly confident and masculine fashion. 
Full chest voice should be used. 

78 
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Example 5 
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Ex. 5. In the piano, a deafening downward spiraling arpeggio based on the notes of 
a fully diminished-seventh chord portrays the pain in Oluf s chest as Erlking' s daughter 
delivers her deadly blow. 

The singer thinks: 
The singer must project an attitude of not only tremendous pain, but the reality that 

this deadly blow is fatal. The words "Schlag aufs Herz" (blow to the heart), must be 
emphasized. They need not be sung beautifully. Here is a place where drama is more 
important that tone quality. A form of sophisticated shouting, being careful not to injure 
the vocal chords, would add realism to the drama. 

Example 6 
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Ex. 6 In the following scene, Oluf s mother shows concern by asking why he 
looks so pale. The chords in C sharp minor depict her anxious condition by imitating an 
erratic heart beat. 

The singer thinks: 
Here is another change of character. The voice of the concerned mother must reflect 

grave concern over the condition of her son. A certain breathless quality will be achieved if 
the singer observes the eighth note rests in the middle of the Mother's questionjng phrase. 
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Ex. 7 During the last nine measures, all parts of the composition are in unison, 
dramatizing the bride's discovery of Oluf dead under the bedspread. This is in a quasi
recitative style. The final E minor chord of the Ballade is struck fortissimo, and brings 
this highly dramatic Ballade to a close. 

The singer thinks: 
The singer should maintain an atmosphere of utter suspense. The narrator is about 

to describe how Oluf's bride discovers him dead. The singer's last three notes are of 
utmost importance, and should be sung totally out of rhythm, delaying the final word, 
"todt" (dead), as long as possible. A par lando style is appropriate for this suspenseful 
ending. 

characters drama 
piano role 

difficulty 
Composition outside of recitative 

type of 
active or 

in 
of vocal scenes 

narration portrayal 
narration passive 

of drama 
part 

HerrOluf 3 5 Yes 
1st and 3rd 

active important extreme 
person 

Mondnacht 1 0 3rd person pas ive 
not 

moderate no 
important 
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Belsazar Robert Schumann Opus 57, 1840 

Text: Heinrich Heine 

This Ballade was the first Heine poem that Schumann set, composed during the 

highly productive year, 1840. Belsazar, along with Herr Oluf, is one of the most 

suspenseful Balladen in the repertory. The tale of the blasphemous King of Babylon found 

originally in the Old Testament (Daniel 5) is given a sensational quality by Heine, 

underscored by a turbulently mysterious piano part. Mostly told in the third person, 

Belsazar paints a tumultuous picture by Heine's choice of words. For instance, such 

descriptive words as "klirrten" (clinking), and "jauchzten"(shouting), use onomatopoeia 

for dramatic emphasis. The narration briefly changes from third person to first person at 

the climax of the Ballade as evil Belsazar states: "Ich bin der Konig von Babylon" (I am 

the ECing of Babylon). At this pivotal moment, the performer must abandon all restraints 

when making the blasphemous declaration. Rarely in music does a moment of such great 

drama appear. The performer who struggles with a reserved stage demeanor will find this 

Ballade helpful in overcoming inhibitions. 

Belsazar would make a suitable replacement for many less dramatic art songs. For 

instance. Die Lotosbliime, (Schumann, op. 25, no. 7), also with a text by Heine, is a 

Lied full of descriptive scenes of nature and imagery. Die Lotosbliime must be sung by 

an artist who can effectively depict vague love imagery between a flower (die Lotosblume) 

and. the moon. Many inexperienced singers, though relishing in the sublime sounds of 

this beautiful Lied, may find that this imagery eludes them and would benefit from a more 

straight forward experience, such as found in Belsazar. 
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Text and Translation 

Die Mittemacht zog naher schon, in stummer ruh' lag Babylon. 
Nur oben in des Konig's sctiioss, da flackert's da larmt des Konig's tross; 

dort oben, in dem Konigssaal, Belsazar hielt sein Konigsmahl. 

Die Knechte sassen im schimmerden Reihn, und leerten die Becher mit funkelndem Wein. 
Es klirrten die Becher, es jauchzten die Knecht'; so klang es dem storigen Konige recht. 

Des Konigs Wangen leuchten glut; im Wein erwuchs ihm kel^er Mut. 
Und blindlings reisst der mut ihn fort; und er liistert die Gottheit mit sundigem Wort; 

und er briistet sich frech und lastert wild; die Knechteschar ihm Beifall briillt. 

Der Konig rief mit stolzem Blick; der Diener eilt und kehrt zuruck. 
Er trug viel gulden Gerat auf dem Haupt, das war aus dem Tempel Jehovahs geraubt. 

Und der Konig ergriff mit frevler Hand einen heiligen Becher gefiillt bis am Rand, 
und er leert ihn hastig bis auf den Gmnd, und rufet laut mit schaumendem Mund: 

JehovahL Dir kiind^ ich auf ewig Hohn, ich bin der Konig von Babylonl 

Doch kaum das grause Wort verklang, dem Konig ward's heimlich, heimlich im Busen 
bang. 

Das gellende Lachen verstummte zumal; es wurde leichenstill im Saal. 
Und sieh' I und sieh' I An weisser Wand da kam's hervor wie Menschenhand; 

und schrieb, und schrieb an weisser Wand Buchstaben von Feuer, und schrieb und 
schwand. 

Der Konig stieren blicks da sass, mit schiottemden knien und totenbiass. 
Die iCnechteschar sass kalt durchgraut, and sass gar still gab keinen laut. 

Die Magier kamen, doch keiner verstand zu deuten die Hammenschrift an der Wand. 
Belsazar ward aber in selbiger Nacht von seinen Knechten umgebracht. 

(It is nearly midrught; Babylon lies mute and silent. High in die king's 
palace torches flare, the king's followers are shouting. Up there in the high 
throne-room Belsazar the king is holding a royal feast. His vassals sit in 
shimmering rows, emptying vessels of sparkling wine. The vessels clash, 
the vassals shout and sing; the headstrong king revels in die sound. The 
king's cheeks glow; the wine has made him bold. His boldness causes him 
to blaspheme the most high. God. He brags and blasphemes wildly; his 
vassals roar and cheer him on. Then with a proud look the king cries out. 
The servant runs out and returns, bearing on his head many golden vessels 
plundered firom the temple of Jehovah. With his sinful hands the king 
seizes a sacred vessel fiUed to the brim with wine, drains it quickly and 
shouts aloud, through foaming lips "Jehovah 1 I announce my scom and 
defiance for ever—I am ±e King of Babylonl" As soon as this is said, the 
king becomes ill in his heart. The shrill laughter suddenly becomes silent; 
it was as still as death in the hall. Then on the white wjill fingers appear 
and write a message in fiery letters, and vanish. The king sits there 
sturmed, his knees knocking together. The vassals were horrified and 
make no more sounds. Magicians come to decipher the message, but they 



83 

cannot understand the fiery writing on the wall. In that very night, 
Belsazar is slain by his vassals.) 

What should the singer be thinking before the music begins? 

Babylon, the great and wicked city, is presided over by one of the most evil kings 

the earth has known. While the poverty stricken inhabitants struggle to eke out an 

existence, Belshazzar's vassals provide him with all he wants. The King lives in a 

luxurious palace where he can satisfy his gluttonous appetite. Belshazzar obviously has no 

regard for God, because he uses vessels stolen from the temple to hold his wine. 
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Musical Examples 

Example 1 
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Ex. 1 Belsazar begins in F minor with a turbulent and somber piano introduction, 
built over diminished chords. An undulating piano motive portrays an atmosphere of 
impending doom. F minor remains the central key throughout the Ballade. 

The singer thinks: 
During this two measure introduction, the singer should reflect the evocative 

atmosphere of the gloomy scene with a horrified facial expression. 



Example 2 
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Ex. 2 The piano accompaniment changes to a chaotic interplay of arpeggios 
depicting the riotous scene at Belshazzar's palace. Accents are place over onomatopoetic 
words such as "Klirrten," and "Jauchtzen." 

The singer thinks: 
The banquet at the King's palace is riotous. There is so much noise that one must 

shout to be heard. The above onomatopoetic words must be enunciated clearly and 
accented, paying close attention to double consonants which add to the chaotic scene. 
Tonal beauty is of secondary importance in this section. 

85 
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Ex. 3 A quasi-recitative section accompanied with heavy chords on strong beats, 
dramatizes Belshazzar's declaration to Jehovah that Belshazzar is the King of Babylon in 
the pivotal moment of the Ballade. 

The singer thinks: 
If there is any moment in music when it is appropriate to lay inhibitions aside, this is 

it. This is the only place in the Ballade where the narration is in the first person. This can 
be sung in a complete rubato style, allowing freedom of expression. The haughty attitude 
of the King must be made evident in a vocal tone color of extreme strength. 
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Ex. 4 Punctuated eighth-note chords return, portraying the suspense of the King 
and his servants as the fiery writing on the wall appears. The vocal part becomes almost 
monotonous with pitches changing only by half-steps. 

The singer thinks: 
It might be effective to eliminate vibrato and color from the voice, reflecting the 

dumbfounded mental state of the onlookers. 
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Example 5 
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Ex. 5 The last two measures marked Adagio end the Ballade in what seems an anti
climatic manner. However, after the blasphemous statement of Belshazzar to Jehovah, 
Belshazzar's death does not seem surprising. The ending here is quite appropriate, and 
preserves the feeling of stunned horror to the end of the Ballade. 

The singer thinks: 
It is not over yet. A feeling of stunned horror must remain until the very end. The 

singer should sing slowly and softly with clear articulation, more in parlando style, 
keeping in mind the demise of the King as a result of his blasphemous claims. 

characters drama 
piano role 

difficulty 
type of in 

Composition scenes outside of recitative 
narration 

active or 
portrayal 

of vocal 
narration passive 

of drama 
part 

Belsazar 1 2 
1st and 3rd 

active important yes extreme 
person 

Die 
0 3rd person 

not 
moderate 

Lotosblume 1 no paSSIVe 
important 
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Der Rattenfdnger Woif 1888 
Text: Goethe 

This Ballade tells the story of the Pied Piper, with the unique feature of the 

text being entirely in the first person; with only one characterization required, Der 

Rattenfanger affords performers the rare opportunity of simulating the experience 

of an operatic or musical theater role. 

There are three stanzas set in strophic fashion, supported by bouncy rhythms 

and subtle key changes. The vocal line is composed in a quasi-tarantella style giving 

a strong dance-like feeling throughout. The light-hearted atmosphere belies the 

darker side of the text-the Pied Piper's reputation as a kidnapper. In addition, the 

piano adds greatly to the drama, with an accompanimental tour de force of intensity 

and technical prowess. At the end of the last stanza, there is a long piano postlude 

in which the Pied Piper is portrayed playing his fiddle, luring the children out of the 

city. 

Der Rattenfanger would be a marvelous substitute for almost any art song which 

lacks forward motion and energy. For instance, Verborgenheit {{%%%), one of WolFs 

most popular and. often performed Mc5ricke Lieder, die total antithesis of Der 

Rattenfanger in terms of its subdued setting, will do little to help a singer-actor gain an 

attitude of exuberance which is often needed in stage roles, (i.e. Mercutio, in Romeo et 

Juliette, Gounod) Der Rattenfdnger, in its Broadway-like atmosphere must be 

performed by those who aren't afraid of being extroverts. 
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Text and Translation 

Ich bin der wohibekannte Sanger, der vielgereiste Rattenfanger 
Den diese altberiihmte Stadt gewiss besonders notig hat. 

Und waren's Ratten noch so viele, und waren Wiesel mit im Spieie: 
Von alien saub'r ich diesen Ort, sie miissen miteinander fort. 

Dann ist der gut gelaunte Sanger mitunter auch ein EGnderfanger, 
Der selbst die wildesten bezwingt, wenn er die goldnen Marchen singt. 

Und waren Knaben noch so trutzig, und waren Madchen noch so stutzig. 
In meine Saiten greif ich ein, sie miissen alle hinterdrein. 

Dann ist der vielgewandte Sanger gelegentlich ein Madchenfanger, 
In keinem Stadtchen langt er an, wo er's nicht mancher angetan. 

Und waren Madchen noch so blode, and wiiren Weiber noch so sprode: 
Doch alien wird so liebebang bei Zaubersaiten und Gesang. 

(I am the well-known singer, the much traveled rat-catcher, which this old 
and. famous town undoubtedly needs. And if there are many rats, and 
weasels, too, I would cleanse the place of them all—they would have to 
leave. The cheerful singer is also a children-catcher, who can tame even 
the wildest of them when he sings his golden fairy tales. However 
stubborn the boys, however recalcitrant the girls, when I strike my strings, 
they must all follow me. The versatile singer sometimes begi^es girls; 
there is hardly a town he has visited where he has not affected quite a few. 
However stupid the girls may be, however obstinate the women, they all 
become lovesick when he plays and sings for them.) 

What should the singer be thinking before the music begins? 

The action takes place in a medieval hamlet. The town is quaint and the villagers are 

industrious; so industrious they consider their children to be more nuisance than joy. 

There is a problem in the hamlet: an infestation of vermin which make the adult villagers 

uneasy. Because of their fastidiousness, the villagers eagerly listen to the Pied Piper as he 

describes how he rids the town of its nuisances, (boys, girls, and women includedl) This 

does not keep the villagers from hiring him. Cleanliness is a greater priority than family. 

The villagers do not care if the Pied Piper^s motives seem sinister. 
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Musical Examples 

Example 1 

Sehr lebhaft 8 ..... . .... . .... ... ... . ..... .......... ... ... .... ........ .. ... ... ... . .. .. ........ ...... .... .......... ..... ... .. ..... ..... . 
~ . ~ 

.If 

8 ... .... .. .. ..... .. ........... ' ' i :""'' ; ............ .... . .. - ~ .. ........ .. ......... ~ . . .. .............................. ··· · ·· ~ · .. · · ··· 

~ :::,.' · ~ ~ 

.• 

Ex. 1 The piano introduction depicts the Pied Piper playing his violin, like a twisted 
version of the figure Papageno plays in the Magic Flute. The scurrying of the rats as they 
gather to follow the sound of the flute is represented in punctuated eighth notes, comprised 
mainly of diminished-seventh chords. 

The singer thinks: 
During the substantial piano interlude, the singer could mimic the stance of a fiddle 

player, furthering the actions set up by the piano. 



Example 2 

. )1 !J .. . Jfitf! JJ F. P. I r p p ~ l I J -;;_. s ;;, I 
feb bio der wohl be ~-~ kann - ·· te San-ger, der vicl - ge - rei - ste 

Rat - ten-fan - ger, . den c 
~ 

Ex. 2 The RattenHinger sings a tarantella in which he introduces himself to the 
villagers and offers his unique services. The music is constantly propelled forward by a 
sixteenth-note impulse on weak beats. The left hand of the piano plays a "strummed" 
chord imitative of a minstrel's guitar. 

The singer thinks: 
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The Pied Piper must exhibit great enthusiasm and a touch of deviousness. A sinister 
twinkle in the eye would help greatly. The singing here takes on a rather disconnected 
style, like someone dancing a frenzied tarantella. Diction is more important than tonal 
beauty. 
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Example 3 

/'} 

.· .~ 
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Ex. 3 Achromatic ascending and descending motive in the piano sets up the climax 
of the Ballade as the Pied Piper states that women old and young, become lovesick when 
he plays and sings to them. 

The singer thinks: 
This is the climax of the piece, and another place where absolutely nothing should 

inhibit the singer from giving his/her all to the characterization. The voice should be 
strong and full , the tempo slightly broader to help highlight this important part. 

:' 
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Example 4 

-:::-··--
.... 

dim. 

- . - - - 1' 

Ex. 4 A long piano postlude comprised of thematic material similar to the 
introduction ends the Ballade. The dynamic level diminishes, as the departing Pied Piper 
disappears on the horizon, his captives following behind. 

The singer thinks: 
Here for the sake of adding a little extraordinary touch, the performer could slowly 

make an exit from the stage, mimicking the fiddling Pied Piper's departure. This should 
only be attempted if it could be done within the limits of good taste. The singer may opt to 
simply remain on stage, poised and in character until the end. 

characters drama 
piano role 

difficulty 
type of in 

Composition scenes outside of recitative 
narration 

active or 
portrayal 

of vocal 
narration passive 

of drama 
part 

Der 
Rattenfiinger 1 1 no 1st person active important extreme 

Verborgenheil 1 0 no 3rd person passive important extreme 
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SUMMARY AND CONCLUSION 

The vocal Ballade of eighteenth and nineteenth-century Germany was at one time a 

highly popular form of art song. Due to the increased interest in a more refined form of art 

song (the Lied), and restrictions placed on the manner in which Balladen should be 

performed, the Ballade fell into obscurity around the mid-point of the nineteenth century. 

Attempts at reviving interest in the Ballade have had little effect in restoring its popularity. 

Nevertheless, the Ballade is a remarkable and unique genre which deserves more attention 

than it currently receives. 

The Ballade differs from the Lied because of its narrative poetic element. It tells a 

story in rhymed verse with themes taken from historical, legendary, or supernatural 

occurrences. Emerging during the Biedermeier era when music became a popular form of 

home entertainment, the Ballade appealed to a broad spectrum of the public. Such 

prominent composers as Schubert and Loewe participated frequently in home-staged 

productions where they presented their own Balladen. 

Many of Germany's greatest literary figures and musicians were drawn to the 

Ballade as a unique mode of expression. In addition to Schubert and Loewe, Schumann, 

Brahms, Wolf, Liszt, and Wagner represent the most prominent names in balladry. 

Important Ballade poets are represented by such giants as Schiller, Goethe, and Heine. 

The influence of poetry on composers helped to produce Balladen which were eventually 

equal in number to Lieder. 

Curiously, at the height of its popularity, the Ballade was often performed in an 

expressionless manner. Even some of the Ballade's greatest proponents (Loewe, 

Pluddemann, etc.) felt that the Ballade should be presented in this fashion. They felt that 

the Ballade was so different from the Lied and opera, that it should not be sung in the 

dramatic manner these genres sometimes require, rather being ideally presented in a 
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manner devoid of overt emotional display. Though this conservative approach was 

imposed upon the vocal soloists, the pianist often had the challenge of playing piano parts 

which were full of high drama and suspense. Thus, the Ballade became a curious 

synthesis of conflicting performance styles. This confusion certainly did not help advance 

the Ballade in a nineteenth-century climate of fast changing musical tastes and experiences. 

To clearly understand the Ballade, one should be aware of its historical background. 

The Ballade did not suddenly spring into existence, but was the result of many centuries of 

preparation. However, the material that pertains directly to the Ballade in eighteenth and 

nineteenth-century Germany should begin with the two Berlin Schools of Lied 

Composition. These schools represent all that had coalesced from earlier developments 

and are a logical point from which to begin to gather historical data. 

In the First Berlin School, one may observe the evolution of the Ballade from 

simple strophic, folk-like compositions with minimal keyboard involvement such as those 

of Krause, to the Balladen and Lieder of CP£. Bach with fiilly independent keyboard 

parts. Other important developments in the First Berlin School regarding Ballade 

composition are reflected in the works of Herbing, who composed music for stories and 

fables which were the forerunners of later Balladen. Neefe contributed gready towards the 

development of the dirough-composed Ballade by allowing alterations in the 

accompaniment to avoid awkward declamation in the strophic Ballade. 

Around 1770, composers began using even more sophisticated harmonic, rhythmic 

and keyboard components in their Balladen. The composers associated with Second 

Berlin (Schuiz, Reichardt. and Zelter), experimented with many variations of the Ballade 

from strophic, modified strophic, to through-composed forms. Arguably the greatest 

achievement of the Second Berlin School was ±e collaboration between composers and 
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poets. At this time, the poetry of great literary figures such as Schiller and Goethe were 

used, bringing the Ballade to a higher artistic level. 

The influence of the Second Berlin School had an effect on other composers in 

Germany. For instance, Zumsteeg, who lived in Stuttgart, made a significant contribution 

to the Ballade. Zumsteeg was regarded as the greatest Ballade composer of his day. His 

genius was reflected in his expert treatment of the through-composed Ballade. His efforts 

greatly influenced such other composers as Schubert and Loewe to expand and perfect the 

Ballade form. 

The Ballade in the expanded form developed by the Second Berlin School presented 

challenges to composers. The composer had to be skilled enough to provide the Ballade 

with flexible rhythm and tempo changes, recitative, varying characterizations, and 

changing tone color. In order to achieve this diversity, composers wrote Balladen in many 

varied forms. These forms ranged from the simple strophic Balladen of Burger, the 

modified-strophic Balladen of Reichardt, the fully through-composed Balladen of 

Zumsteeg, other larger forms such as Beecke's and Zelter's Ballade-cantatas, and Liszt's 

and Strauss' melodramas. The influence of the Ballade was even seen in instrumental 

forms, such as Chopin's piano ballades. 

Zumsteeg was responsible for enlightening other prominent composers about the 

value of the Ballade as a compositional form. For instance, Schubert and Loewe followed 

closely his model of the popular through-composed Ballade. Once established and even 

more popularized by Schubert and Loewe, Balladen were composed by such other great 

nineteenth-century composers as Schumann, Liszt, Wagner, Brahms and Wolf. 

Unfortunately, the Ballade ceased to be popular by 1835, and by 1850, most composers 

had abandoned the form in order to concentrate on opera and instrumental music. After 

1880 a brief revival of the Ballade occurred through the mosdy unfruitful efforts of 
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Pliiddemann and Spitta. This did little to re-establish the Ballade, which today is still 

relatively unknown. 

Though the Ballade has been largely overlooked as valuable material for study and 

performance, it has many advantages which traditional art song repertory does not have. 

Because of the narrative poetic element, the Ballade contains very little imagery, which in 

the Lied is sometimes quite difficult to understand and interpret. In addition, singers who 

spend a good deal of time learning and performing conventional art song repertory may 

find their first stage experience overwhelming because of their lack of stage skills. One 

way to help prevent this from occurring is by using the Ballade as a pedagogical tool. The 

Ballade has many things in common with a typical opera scene, such as characterizations, 

recitative, arioso and highly dramatic declamatory passages. These attributes are not 

found in more subtle art song, therefore the study and performance of Balladen can help to 

instill greater dramatic versatility than most standard art song material. 

It may be too much to hope for another Ballade revival as a result of this smdy. All 

one can hope to achieve is to stimulate more interest in the Ballade as a useful aid for those 

who desire to learn firom it. It is merely hoped that the information provided in this study 

will be sufficient to generate enthusiasm for the Ballade, a very unique and 

incomprehensibly neglected vocal genre. 
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APPENDIX A: Annotated List of Selected Loewe Balladen 

(original poem: Aloys Schreiber) 

This highly dramatic Ballade tells the story of the blacksmith Oluf who is awakened 
at midnight by the Norse God, Odin, whose horse needs shoeing. The black horse is 
enormous and presents a frightening picture. Oluf asks the horseman where he is headed. 
He says he is on his way to join a battle and asks Oluf to hurry and supply his steed with a 
new shoe. Oluf cannot find a shoe large enough to fit the enormous foot, but tries one on 
anyway. Suddenly, terrified, he sees the shoe expand to the correct size. Odin mounts his 
horse again and. rides off over land and sea. Around his head a light illuminates the way 
while twelve eagles fly after him. 

This Ballade is valuable material for acquiring a highly dramatic stage demeanor. It 
contains a narration and two characterizations (Oluf and Odin).The singer must be able to 
match the suspenseftil atmosphere so potent in the piano part. 

(original text: Theodor Fontane) 

Thomas the Rhymer is lying by a creek near Huntley castle. He sees a blond 
woman upon a white horse with small silvery bells hanging from the finely braided mane. 
Tom, smitten by her image, takes off his hat, falls to his knees and says: "You are the 
Queen of Heaven!" But the woman says, "I'll tell you who I am: I'm not the Queen of 
Heaven, I am the Queen of the Elves!" She asks Tom to play his harp and sing for her, 
but warns him not to kiss her, or he will become her slave for seven years. Tom is so 
lovesick that this does not matter to him. He kisses her anyway and away they ride, 
blissfully through the forest. 

Loewe cleverly depicts the two characters (Tom and the Queen of the Elves) in two 
different meters. Tom is represented in 4/4 time, and the Queen in a lilting 12/8 meter. Of 
course the two characters contrast greatly firom each other. Tom must be given a highly 
animated characterization, whereas the Queen must be presented in a mysteriously 
seductive manner. This Ballade is a wonderful vehicle for learning dramatic versatility. 

Odins Meeresritt Op. 118 (1854) 

Tom der Reimer Op. 135 (1867) 

The Balladen selected in this annotated list come from the readily available sets. Carl Loewe. 
Balladen iind Lieden 2 vols. ed. Hans Joachim Moser (CJ^. Peters, 2961a). 
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Die nachtliche Heerschau Op.23 (1832) 

(original text: Freiherr von Zedlitz) 

This Geisterballade tells the story of French soldiers who have died in battle and 
rise from the dead. This Ballade contains a quote from an old French ceremonial march, 
not unlike the marches in Die Beiden Grenadiere and Ritter Toggenburg. Sto^: 
Around twelve at night the ghost of the drum major leaves his grave and with his fleshless 
arms beats a drum. Other dead soldiers come to life; those that had fallen in the icy north 
as well as the hot south, those covered by the Nile's mud and the Arabian sand all leave 
their graves and take up their arms. Even the horse and dieir riders come back to life. 
Then the greatest general appears surrounded by his staff. He is wearing a little hat and 
simple clothes; a small sword is hanging by his side. The moon lights up the open field; 
the general looks over his troops and the ranks shoulder their arms and begin marching to 
the sound of beating drums and trumpets. The general is seen to whisper something to one 
of his staff. The word goes around: "France," is the watchword, and "St. Helen" is the 
password. 

Like many other Balladen Die nachtliche Herrschau is entirely told in the third 
person. For this reason it may require more ingenuity to keep it interesting. However, the 
highly imaginative and supremely important piano part will aid the singer in maintaining 
the proper ghoulish atmosphere. This Ballade is of moderate length and would fit nicely 
into a recital program needing a bit of variety in the form of a ghost story. 

Harald Op. 45 no. 1(1835) 

(original poem: Johann Ludwig Uhland) 

Harald, the brave leader of his troops, leads them through a thick wood illuminated 
at night by the moon. They carry the flags of many battles they have fought and won-
Suddenly an army of bewitching elves surrounds the troops who follow them to the elves 
kingdom. The best of the lot, Harald, stays behind, having been encased in steeL Harald 
sees the abandoned weapons of his troops and their horses running wildly through the 
woods. He rides in great sadness through the wide forest. He takes a drmk of fresh, clear 
water from a spring, whereupon he sinks into a deep slumber which lasts a hundred years, 
his gray and bearded head leaning upon his breast. Whenever a storm blows through the 
forest, Harald dreamily grabs his sword. 

Harald is also entirely simg in the third person. To differentiate between the realms 
of the soldiers and the elves, Loewe supplies two different meters; 4/4 and 6/8. The singer 
of this Ballade must be able to contrast the militant, declamatory rhythm of the marching 
soldiers and the lilting, lyrical rhythm of the elves. The narration of this story must be 
animated and enthusiastic. 
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Der getreue Eckart Op. 44 no. 2 (1835) 

(original text: Goethe) 

Eckart is an old man with a white magic wand who goes about forewarning the 
people that the furies are coming and to stay out of their way. Two boys, on the way home 
from a neighboring village where they had bought beer for their parents, see the furies 
coming and hide. But some of the furies rush at them, steal the beer and move on in a 
great uproar. After things die down, the boys resume their journey home, wondering how 
they will explain the incident to their parents. Eckart appears and tells them they had done 
right by letting the furies have the beer, because by resisting, the furies would have 
destroyed them. The boys find little comfort in this, assuming their parents will not believe 
the story. Eckart urges them to have faith and keep quiet about the incident, because as 
long as they remain silent, the beer jugs will remain perpetually full. The parents enjoy an 
unending supply of the most delicious beer, and the next morning they ask what happened 
to cause this miracle. The boys cannot resist and tell the story, but quickly the jugs empty. 
There is a moral to the story: children should obey their elders, especially when they tell 
them to keep quiet. 

This Ballade demands a versatile presentation. It contains a narration, and two 
characterizations (the boys, and Eckart). In the quick tempo of this Ballade, clear diction is 
important, and because it contains more contrasts than most of his oevure, care should be 
taken to differentiate between the declamatory and melodic sections. This is a tourde 
force for the pianist, who must represent the furies in highly chromatic passages of scales 
and arpeggios. 

(original text: translated by Johann Gottfried Herder from old Scottish) 

This Ballade is Loewe's first attempt at the genre and probably his most successful. 
Edward is confronted by his mother who asks him why his sword is dripping with blood. 
He avoids the real reason by saying he killed his falcon and horse. His mother finally 
persuades him to give the real reason his sword is so red with blood; Edward has killed 
his father. Edward's mother asks what will happen to him. He says that he will never 
know peace again on the earth, diat his house and possessions will disappear, and his wife 
and cMdren must become beggars. Rnally, Edward's mother asks, "Und was soil deine 
Mutter tun, Edward?" (what will your mother do, Edward?) He say's "Der Fluch der 
Holle soli auf euch ruhn, Mutterl" (the curse of hell will be upon you, mother!) It is 
implied that Edward's mother persuaded him to do the murderous deed. 

The singer of Edward must be carefiil to give each "O" at the end of the verses 
increasing emphasis in order to avoid monotony. The characters of the Mother and 
Edward must be projected in very different ways: Edward should be depicted as an 
essentially noble person whose dark side takes over his behavior; the mother should be 
shown as an outwardly good person, who is hiding a totally demonic soul. 

Edward Op. 1 No. 1 (1818) 
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APPENDIX B: Examples from Schubert's Ritter Toggenburg 

Example 1 

Bd.ig-. 
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Ex. 1 Like Zumsteeg, Schubert begins with a simple major chord in root position. 
However, this time it is in E flat major. Schubert's melody, like Zumsteeg's is simple and 
the accompaniment also mostly mirrors the melody. 

Example 2 
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Ex. 2 Schubert's first section cadences in the same key it began, following 
essentially the same types of sonorities that Zumsteeg used to highlight Toggenburg's pain 
of separation. 
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Example 3 
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Ex. 3 Interludes in the Schubert version are much shorter and sometimes 
completely absent when compared to Zumsteeg' s. The "Crusade" theme in the Schubert is 
also much shorter and has lyrical rather than march-like feeling to it. 

Example 4 
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Ex. 4 Schubert's "Crusade" march passes through several keys, along the way 
hinting at G minor, and cadencing in B flat major. Similar to Zumsteeg's version i the use 
of a minor mode (F minor) representing Toggenburg' s wounded heart. 
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Example Sa 

Uncl em Jahr _ _ -- hat era er - Va .. 

Ex. 5a Schubert's next interlude is only a measure and a half, going to D flat major 
by third relationship. Notice the subtle difference in the accompaniment of the Schubert 
version from that of Zumsteeg. 

Example Sb 
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Ex. 5b Chromaticism appears more frequently in the Schubert version, and 
enharmonic equivalents show more harmonic sophistication. 
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Example 6 

Ex. 6 Schubert's piano interlude in B major at this point shows a skillful application 
of imagery in which the piano portrays Toggenburg' s ship sailing home to meet his 
beloved. This is the longest interlude in Schubert's version, but it has the important 
unifying function of furthering the dramatic course of the story. 

Example 7a 
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Ex. 7a In Schubert's recitative, chromatic harmonies portray more effectively than 
Zumsteeg' s version the excitement of Toggenburg as he nears the castle of his beloved. 
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Ex. 7b The news that Toggenburg's beloved became a nun just the day before, is 
depicted in music of the opening theme in its original key of E flat major, a unifying 
feature that is not found in Zumsteeg's Ritter Toggenburg 

Example Sa 
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Ex.8a Schubert also treats the last verses in strophic fashion, however, instead of 
the major mode, the minor mode is used. 
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Example 8b 
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Ex 8b A modicum of hope for Toggenburg is felt when Schubert briefly brings 
back the major mode, which represents Toggenburg's state of mind when he has the 
opportunity of seeing his beloved as she appears occasionally at the convent's window. 
When Toggenburg dies, the mode switches back to minor. 
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