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CHAPTER 1 

INTRODUCTION 

This document is a discussion of the composer Peter Cornelius 

and his contribution to the genre of song composition. The examination 

of the varied influences regarding the creation of these songs includes 

a brief biographical summary of his heritage and education. Of major 

interest is the composer's association with Franz Liszt and Richard 

Wagner. This association with two of the major composers of the 

mid -nineteenth century attracted Cornelius to the field of operatic 

composition, which in turn was reflected in his song compositions. 

Concurrent with Cornelius' musical creativity was his 

considerable activity as a poet. The sociological trend of the 

nineteenth century which cast an important influence upon Cornelius' 

musical writings for the voice, in addition to that of his poetry, 

was the Biedermeier element and its implication of the increasing 

influence of the middle class. 

In view of the influences of Liszt, Wagner, and that of the 

Biedermeier element, the use of special musical devices as found in 

selected songs are discussed, as well as the setting of the composer's 

own poetry, and also that of other poets. 

1 



CHAPTER 2 

BIOGRAPHICAL DATA 

In examining the position of the poet- musician Peter Cornelius 

in relation to the late romantic era of music history, one encounters 

the terms of satellite, as in his connection with Liszt (1811 -1886) 

and Wagner (1813- 1883), secondary figure, or, as Peter Cornelius with 

ironic self -modesty in one of his journals described himself, with the 

term "Nebenmensch ", which translates literally as "man beside ".1 

Despite this role of a secondary nature, Peter Cornelius managed to 

exhibit a degree of creative independence in his 78 lieder, 21 vocal 

duets, 15 works for men's chorus, 20 works for mixed chorus, and 

3 operas.2 The few instrumental works which Cornelius wrote are all 

unpublished and in manuscript form at the Wiener Staatsbibliothek. 

These include an orchestral entr'acte, a chamber work for oboe and 

piano, 3 sonatas for violin and piano, 2 string quartets, and various 

waltzes, fugues, canons, and an Albumblatt for piano.3 This pre- 

dominance of vocal over instrumental music in the consideration of 

1Klaus Günther Just, "Peter Cornelius als Dichter," Peter 
Cornelius als Komponist, Dichter, Kritiker und Essayist, ed. Hellmut 
Federhofer and Kurt Oehl (Regensburg: Gustav Bosse Verlag, 1977), p. 21. 

2Max Hasse, ed., Peter Cornelius Einstimmige Lieder und 
Gesänge mit Pianofcrtebegleitung (Leipzig: Breitkopf und Härtel, 
1905), p. vi. 

3Gunther Wagner, "Works by Peter Cornelius," The New Grove 
Dictionary of Music and Musicians, Vol. 4, ed. Stanley Sadie (London: 
Macmillan, 1980), p. 784. 
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Cornelius' complete musical works, is one manifestation of his 

individuality as a composer in an era of instrumental virtuosity.4 

The German writer Volker Hoffman regards this not as sectarianism or 

narrow mindedness on the part of Cornelius, but as directly related to 

the double talent of his being a poet and musician. Cornelius thought 

of the human voice as the most perfect and personal instrument of 

musical expression.5 As a phenomena unique to the history of the genre 

of song composition, Cornelius favored his own poetry as texts to his 

songs, as well as writing his own libretti to his operas. 

The heritage and education of Peter Cornelius are significantly 

unique and varied. Born in 1824 on Christmas Eve as the son of parents 

who were actors, he was trained early in life as an actor.6 His 

musical talents were also cultivated as a pianist, violinist, singer, 

and composer.? In the theatre he saw the classics of Shakespeare, 

Goethe, and Schiller, as well as reading these works and also those 

of the leading contemporary poets such as Heine and Platen who 

influenced his first poetic efforts.8 

4Alfred Einstein, Music in the Romantic Era (New York: 
Norton, 1947), pp. 32 -35. 

5Volker Hoffman, "Leben und Werk des Peter Cornelius zu 
seiner und in unserer zeit," Peter Cornelius als Komponist, Dichter, 
Kritiker und Essayist, ed. Helmut Federhofer and Kurt Oehl 
(Regensburg: Gustav Bosse Verlag, 1977), p. 10. 

6Günther Massenkeil, "Peter Cornelius," The New Grove 
Dictionary of Music and Musicians, Vol. 4, ed. Stanley Sadie (London: 
Macmillan, 1980), p. 781. 

7Eric Sams, "Peter Cornelius," The Musical Times CVX 
(1974):839. 

8Just, p. 21. 
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After the death of his father, the young Cornelius went to 

Berlin to be in the care of his uncle Peter von Cornelius (1783- 1867), 

a famous painter who financed his musical studies there with the 

German theorist Siegfried Dehn (1799 -1858). Dehn was also the teacher 

of other composers of prominence such as Glinka (1804 -1857) and both 

Anton (1829 -1894) and Nikolai Rubenstein (1835 -1831).9 In Berlin his 

growth as a poet was further influenced through encounters with 

Joseph von Eichendorff (1788 -1857) and Bettina von Arnim (1785- 1859), 

the last of the poets of the romantic movement in literature.10 

9Sams, p. 839. 

lOJust, 
p. 21. 



CHAPTER 3 

THE NEW GERMAN SCHOOL AND OPERATIC COMPOSITIONS 

In 1852 Cornelius arrived in Weimar and began a close 

association with Liszt and his circle of followers. Through the 

writings of one member of the circle, the conductor and pianist Hans 

von Bülow (1830 -1894) in a democratic political journal called 

Die Abendpost, the group around Liszt was championed 
11 

and became 

known as the new German school. In addition, Bülow created performance 

opportunities for the works of the members of the new German school by 

organizing concerts and recitals.12 

Traits by which this new musical movement was recognized were 

"the breaking up of symphonic form in instrumental music, and of the 

aria form in opera ".13 This "breaking up" of pre- existing symphonic 

form was characterized by the emergence of the symphonic poem between 

1849 -1858 which followed a program or an extra -musical, poetic idea and 

was the innovation of Franz Líszt.14 The change in the aria form came 

to be exemplified by Richard Wagner's innovation of a continuous flow 

11John 
Warrack, "Hans von Bülow," The New Grove Dictionary of 

Music and Musicians, Vol. 3, ed. Stanley Sadie (London: Macmillan, 
1980), p. 451. 

12Warrack, 
p. 452. 

13 
Dr. Hugo Riemann, Dictionary of Music (London: Augener and 

Co., 1899), p. 666. 

14Einstein, 
p. 69. 
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of music with no divisions into separate numbers and a flexible, 

semideclamatory melodic line.15 The new German school was dedicated 

to progress in music with Liszt attracting important pupils such as 

Hans von Bülow, Peter Cornelius, and the Polish pianist and composer 

Carl Tausig (1841- 1871), transforming Weimar into the "Mecca of the 

avant -garde movement" of the mid -nineteenth century.16 

In relation to the new German school, Cornelius strived to 

maintain his independence and despite his admiration and sympathy 

for the group's endeavors, he managed to keep distant with his motto 

of "independent participation ".17 

In the case of Peter Cornelius' first opera Der Barbier von 

Bagdad (1858), he was faithful to this motto. In general, all 

criticism of this opera, whether dating from the time of the premier 

or written in this century is highly favorable. Alfred Einstein 

describes it as "one of the few non -Wagnerian operas of the time" 

utilizing Cornelius' own text. Einstein further writes that Cornelius, 

in contrast to Wagner, was a real poet "mastering all lyric forms with 

playfulness, much humor, unobtrusive mastery, pure lyric fire, and 

delicacy in the suggestion of oriental color ".18 The German writer 

Klaus Günther Just concurs with the evaluation by calling the 

15Donald 
J. Grout, A History of Western Music (New York: 

Norton, 1973), p. 611. 

16Humphrey 
Searle, "Franz Liszt," The New Grove Dictionary of 

Music and Musicians, Vol. 2, ed. Stanley Sadie (London: Macmillan, 
1980), p. 31. 

17Christoph- 
Hellmut Mahling, "Cornelius and his Verhältnis zur 

Neudeutschen Schule," Peter Cornelius als Komponist, Dichter, Kritiker 
und Essayist, ed. Hellmut Federhofer and Kurt Oehl (Regensburg: 
Gustav Bosse Verlag, 1977), pp. 108 -111. 

18Einstein, 
p. 257. 
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Barbier von Bagdad "a masterpiece as a pure product of literature" and 

cites the poet Hoffman von Fallersleben (1798 -1874) as having described 

the libretto as the most beautiful that he had ever seen, as it was 

perfectly versified, and could stand alone as compared to Wagner's 

minor texts.19 

The opera exhibits Cornelius' "natural bent toward operatic 

comedy "20 in a refinement of humor which the poet- composer described 

as loving and affectionate.21 Based upon a tale out of the Arabian 

Nights, the opera is unique as being atypical of the new German 

school in that its composer was concerned with "giving German comic 

opera greater maturity than exhibited in earlier works by composers 

such as Lortzing ".22 The genre of German operatic comedy was not 

being cultivated in the mid -nineteenth century.23 In this vein it 

looks forward to Wagner's only comic opera Die Meistersinger (1868). 

It was in fact Cornelius who located the historical main source upon 

which Die Meistersinger is based.24 Der Barbier von Bagdad also 

displays the melodic influences of Berlioz' opera Benvenuto Cellini25 

which can be attributed to Cornelius' intimate knowledge of this work, 

19Just, 
p. 28. 

20C. 
W. Kobbé, Kobbé's Complete Opera Book, ed. The Earl of 

Harewood (London and New York: Putnam, 1958), p. 311. 

21Ernest 
Newman, Opera Nights (London: Putnam, 1948), p. 58. 

22Harold 
Rosenthal and John Warrack, The Concise Oxford 

Dictionary of Opera (London: Oxford University Press, 1979), p. 108. 

23Newman, 
p. 53. 

24Hans 
Gal, Drei Meister, Drei Welten: Brahms, Wagner, Verdi 

(Frankfurt am Main: S. Fischer Verlag, 1975), p. 230. 

25Rosenthal, 
p. 108. 
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as it was he who supplied the German text to the three act version 

staged at Weimar.26 In regard to influences found in the libretto, 

Cornelius artfully parodies Wagner's use of alliteration in The Ring, 

which, though not yet staged, was in the possession of Liszt at 

Weimar.27 

Liszt himself conducted the premier of Cornelius' first opera 

and many reports exist concerning the intrigue of events leading up 

to what resulted in the fiasco of the opening night. The events 

leading up to the opening night being met with organized opposition 

directly hinge upon public reaction to Liszt's musical and moral 

standards,28 of which the musical standards will be addressed here. 

Instead of offering the traditional operas of Gluck, Mozart, Rossini, 

and Meyerbeer, Liszt was committed to the production of new contemporary 

operas by Berlioz, Verdi, Schumann and Wagner.29 Wagner was considered 

an agitator because of the radicalism of Tannhäuser, which was produced 

in 1849 at Weimar. After which, Liszt then proposed the entire pro- 

duction of Wagner's Ring which the Grand Duke of Weimar neither wanted 

to witness or finance, prompting Liszt to counter -propose Tristan and 

Isolde, resulting in the Grand Duke severely cutting the budget and 

warning Liszt against promoting anything new. Despite the warning, 

Liszt proceeded to stage the new Barbier on December 12, 1858, with 

26Wallace 
Brockway and Herbert Weinstock, Men of Music: Their 

Lives, Times and Achievements (New York: Simon and Schuster, 1950), 
p. 355. 

27Newman, 
p. 73. 

28Sams, 
p. 839. 

29Brockway, 
pp. 383-384. 
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the anti -Liszt group forcefully opposing the comedy's acceptance and 

prompting Liszt's resignation from the position of court music 

director.30 

The work was then shelved until after Peter Cornelius' death, 

when in 1884 -1885 the Wagnerian conductors Felix Mottl and Herman 

Levi rescored and rewrote it.31 Paul Henry Lang describes this 

"righteous" re- orchestration in the Wagnerian spirit as a by- product 

of Wagnerian domination instigated by apostles who merely imitated, 

rather than held their own creative individuality in the new German 

school as Cornelius had done.32 

As to more recent performances, faithful to the original 

manuscript, documentation can be found in a written observation of 

Volker Hoffmann concerning Cornelius' works, which as a whole demand 

an intimate atmosphere or situation for their hearing. He enthu- 

siastically praises a televised production of the Barbier von Bagdad 

on October 13, 1974 in Germany. This performance medium he believes 

to be better suited to the work than the stage with its intervening 

distance of the orchestra pit for capturing the subtle nuances of 

Cornelius' craft.33 

The opera Der Cid (1865) which was composed during the years 

Cornelius spent in Vienna in close association with Wagner, has been 

described by Klaus Günther Just as a "monochromatic picture of history 

30Brockway, 
pp. 383-384. 

31Newman, 
pp. 56-57. 

32Paul 
Henry Lang, Music in Western Civilization (New York: 

Norton, 1941), p. 998. 

33Hoffmann, 
pp. 9, 16 -18. 



from the eleventh century which contrasts Spanish Christianity and 

Moorish Islam ".34 Again utilizing his own libretto and conceived as 

a Wagnerian grand opera, the premier was successful in Weimar due to 

the Grand Duke wishing to make amends for the rude reception of 

Cornelius' earlier opera.35 The opera was never again successful 

and a logical explanation given by Klaus Gunther Just is that the 

master with a specific talent for the small format was not suited 

to larger art forms.36 

The opera Günlod, in composition from 1866 to the time of 

the composer's death in 1874, was even more dependent on the 

Wagnerian influence as the story, drawn from mythology, is yet more 

influenced by Wagner's Ring.37 The text was completed by Cornelius 

by the time of his death, but the music remained unfinished.38 

The unfinished musical sketches were completed by Karl Hoffbauer 

(1850- 1889), a friend of Cornelius.39 This completed version was 

further altered and orchestrated by Eduard Lassen (1830- 1904), 

who succeeded Liszt as court music director in Weimar, remaining 

at the post until his retirement in 1895.40 The resulting version 

of Günlod was produced in Weimar in 1891. Interest in Günlod was 

29. 
34Just, 

p. 

35Sams, 
p. 839. 

36Just, 
p. 29. 

37Sams, 
p. 842. 

38Just, 
p. 29. 

10 

39Paul Frank and Wilhelm Altmann, Tonkünstler- Lexikon, Vol. 1 

(Wilhelmshaven: Heinrichshofen's Verlag, 1971), p. 258. 

40Gaynor 
G. Jones, "Eduard Lassen," The New Grove Dictionary of 

Music and Musicians, Vol. 10, ed. Stanley Sadie (London: Macmillan, 
1980), pp. 479 -480. 
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later revived again by the German composer and teacher Waldemar von 

Baussnern (1866 -1931) who edited all of Cornelius' operas and made 

a completely new version of Günlod from the composer's sketches which 

was produced in Cologne in 1906.41 

41Charlotte 
Erwin, "Waldemar von Baussnern," The New Grove 

Dictionary of Music and Musicians, Vol. 2, ed. Stanley Sadie (London: 
Macmillan, 1980), p. 306. 



CHAPTER 4 

THE NEW GERMAN SCHOOL AND SONG COMPOSITION 

It was in the congenial circle surrounding Liszt, that 

Cornelius achieved a mature style of musical composition aided by 

the influence and criticism of Liszt. The renewing of interest in 

sacred music was one of Liszt's main concerns, and it was this mutual 

interest that Cornelius shared with Liszt during the years in Weimar.42 

During this association he composed the Vater Unser cycle using 

thematic material drawn from plainchant as a unifying device, which 

Eric Sams compares to Robert Schumann's use of cipher. Each of the 

nine songs of this cycle is a meditation on phrases from the Lord's 

Prayer in which the corresponding phrase of the plainchant is trans- 

formed into a diatonic melody and woven into the accompaniment and 

vocal line.43 The Vater Unser cycle was printed upon Liszt's 

recommendation in 1856.44 It is considered a deeply Christian 

Confession of the composer's Roman Catholic faith.45 

42Wulf 
Konold, "Peter Cornelius und die Lied asthetik der 

Neudeutschen Schule," The International Review of Music Aesthetics 
and Sociology, Vol. 1, No. 2 (1970):187. 

43Sams, 
pp. 839-841. 

44Klaus 
Wolfgang Niemöller, "Cornelius and Franz Liszt," 

Peter Cornelius als Komponist, Dichter, Kritiker und Essayist, 
ed. Hellmut Federhofer und Kurt Oehl (Regensburg: Gustav Bosse 

Verlag, 1977), p. 87. 

45Hoffman, 
p. 14. 

12 
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The second song from the Vater Unser cycle is based on the 

following plainchant to the Latin words of "Hallowed be Thy Name ". 

1W-; of :-. 
San cti_fi _ce _ tur no _ men tu _ um 

Figure 1. Plainchant. 

The piano introduction contains the entire plainchant. 

langsam. 
Andante weoderato. 

. 
. w 

r . =~ T:-1 l 
] ± 

-1i, 
! 

4- If= tr--- 

Figure 2. Geheiliget werde dein Name, 
measures 1 -3. 

Later the vocal line is given the entire plainchant in the 

following examples: 

AM VIM= Mr- 
IN7MIN'SWOW IMINNINIal s VIM VIEW 111111111/=MM. INIII5 Zs11r970/ANN 

i SAMAUIlli MIN 11111118 I.71111\1IMINP IMO I11111I111" tit IINIMMIINII" =UM, IBM ID ..111 
y. 1111,-It an 1- /111 MS VIEW NM 

'Wenn deinen BIS, men gleich die See _ le b1Uh _ to Nur ei_ nen 
If like Thy flowers fair sty soul did tar _ ry But for is 

Figure 3. Geheiliget werde dein Name, 
measures 19 -22. 
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Siewird von Stern zu Stern empor sich 
Fror. star to star on h1.çh he _ huid her 

'Y - j- 
r. p.f 

Witd/M1117 

-'----_-- _ 

- - I 

Figure 4. Geheiliget werde dein Name, 
measures 40 -42. 

Cornelius composed songs using other novel devices during 

this period in Weimar. In addition to the Vater Unser and its use of 

plainchant, the Trauer and Trost cycle has two songs which are unified 

by the predominance of one tone. In the song Ein Ton, the melody is 

exclusively set on a b- natural with only the variation of rhythm 

related to the flow of the poetry. 

411-1U 
,k17 

_ ......._.. __ --do- _0- -__Iit 4-_-----,..= 4-17=4, I 

rt -r it °r_ 
1\ it klingt ein Ton sowun.der _ bar In Herz und 
I hear a tone so sonorous sweet In heart 4 

i i g + s -+ -- _ - - - - s - -0 

PP p n n ---_-r -- 
--- #--+ 

P 

i0 

-- 
; -1h- - 

. -- - : -.- - -- - - - -6_ --- -- _ 

Sin_nen im _ mer _ dar. 
spi . rit oft re . seat 

tit 

Figure 5. Ein Ton, measures 1 -7. 
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The piano accompaniment figure of even eighth notes weaves around the 

vocal line. In the song immediately following, the b- natural pre- 

dominates in the accompaniment, becoming either a member of the 

harmonies or a pedal point. 

- 
Öff.ne mir die goldnePforte, Traum, su dei.nem\Vunder.hain, 
Open a'idelhygolde a por_tals. Dream, gite me iks. treasure store, 

Figure 6. An den Traum, measures 1 -6. 

Though the environment in Weimar among the circle known as 

the new German school was conducive to Cornelius' creative forces, 

the composer found it necessary to retreat from the courtly life 

surrounding Liszt to a small hamlet called Bernhardshütte in the 

Thuringerwald in order to find the concentration and the calm to 

compose and write.46 The song Komm, wir Wandeln zusammen im 

Mondschein, written at this retreat, demonstrates the freedom and 

release Cornelius found while in Bernhardshütte. In addition, the 

song displays interesting harmonic shifts from the home key of d -flat 

major to F major. 

46Niemöller, 
p. 88. 
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' 
-9' ' s '" ` 

Komm, wir wandeln zusammen 

1 

im Mondschein, So zaubrischglänzt je _ des Blatt, Viel 
Come, we'll wander a_ lune in the moon . light, Loch: leaf shines p . on- the tree, Per _ ' rsi I. 

' () s ÿ , r 
f' t -1---- I--- - ---J I fk -4-1 -1I ?r: 

i t - 
Wi s .. _ 

P , -, - - .. 2 ,---- 
g 

S 

etwas bewegter peco più :voto 7- 
is-:--w-- -s---t *-- .- 

leicht steht auf ei_nem ge_schriebenWie lieb mein Herz 
hap stands on one of Mein writ_ ten Hoa. dear thou nrt 

;- S 3 t - f 
-- 

-_ i --- ; _ - i - s 
- ̀  $ 

, 

, lip : I 

a - 

,7_1,.____A 

-- J - 
e- . _- ___h 4 

.' S- ' 19. ~p 

dich hat, 
to me, 

Wie 
Hom 

Figure 7. Komm, wir wandeln zusammen im 
Mondschein, measures 5 -11. 

A momentary shift from D -flat major to A major reinforces the poetic 

phrase of the moon weaving a garment of golden rays for the beloved. 
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Der Nod will / m6. INV 
tin 
She 

kb . lieh 
=am awtv f ói 

} r . 
Mead Aus gol _den xn 

lote. .4',trdthus u. 

1 

41112 Zl -- ==a =A=M-- r--. 
Strah.lcn dir ste ben. Daß du 

sil . :'e . ry ntiri nit./. Taus iesil 

t. wan 
VON 

deist In Herr 
. der in ours 

't 
_ 

-_ 
-741- 

_ beh . keit. 
. je! . Sy i ." 

I k 

-31_-ixV__ st 
i 

Figure 8. Komm, wir wandeln zusammen im 
Mondschein, measures 32 -41. 

Also in connection with the Bernhardshütte retreat, mention 

should be given to the cycle Weihnactslieder which was also written 

there in 1856. This song cycle written in the folk song style, is 

Cornelius' best known and most recorded work, but as noted by the 

writer E. G. Porter in his article on Cornelius' songs, it is 

"by no means the best of the cycles ".47 

47E. G. Porter, "The Songs of Peter Cornelius," The Music 
Review, xxvii (1966):204. 



CHAPTER 5 

THE BIEDERMEIER ELEMENT IN SONG COMPOSITION 

Although extensively involved with the activities surrounding 

the new German school, Peter Cornelius' song compositions also 

display traits which can be traced to the Biedermeier influence of 

the nineteenth century. This influence flourished from the Congress 

of Vienna of 1815 to about 1848, the year of the German March 

Revolution.48 This was a period of economic decline marked by a 

populous reacting to the aftermath of the Napoleonic wars and 

characterized by an unpretentious, cheerful life,49 obeying the 

proclamation of the Prussian statesman Schulenburg calling for peace 

and calm as the first duties of the citizenry.50 

In the arts of the time, this Biedermeier element emerged as 

an interest in small details rather than the total form in painting, 

as subjects of virtue, devotion, moral and political concern in 

literature, and as simple classic forms in music.S1 These simple 

classic forms were pieces of small dimension and lyric character, 

48Gunter 
Pulvermacher, "Biedermeier," The New Grove Dictionary 

of Music and Musicians, Vol. 2, ed. Stanley Sadie (London: Macmillan, 
1980), p. 695. 

49 
Pulvermacher, p. 695. 

50Lang, 
p. 805. 

51Anneliese 
Landau, The Lied: The Unfolding of Its Style 

(Washington, D.C.: University Press of America, 1980), p. 55. 

18 
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exemplified by the lied with piano accompaniment.52 The German lied 

with piano accompaniment was especially suited to the environment of 

the new musical activities of the time which took place in the homes 

of the wealthy commoners, who were in the new position of encouraging 

the arts, a position formerly held by the aristocracy.53 

As a poet, speifically in regard to those poems which he 

set to his own music, Peter Cornelius drew upon the Biedermeier 

element, as one finds no stark contrast or conflicts, but a tendency 

toward neatness, pleasantness, and delicacy exhibited by regular 

versification and uncomplicated rhymes.54 

Alfred Einstein refers to the song writing of Cornelius as 

always keeping within "the limitations of singableness ", filling 

the music "with the most sensitive harmonic detail" and "highly 

delicate ideas ".55 The Brautlieder cycle composed between 1856 -1859 

demonstrates these characteristics. The subject matter is similar 

to the earlier cycle of Frauenliebe and -leben composed by Robert 

Schumann (1810 -1856) to poetry of Adelbert von Chamisso (1781 -1838) 

in the year 1840. Where Schumann's cycle was conceived in a series 

of tableaux inferring a sequence of events spanning the entire life 

52 
Pulvermacher, p. 697. 

53 
Pulvermacher, p. 697. 

54Gunther 
Massenkeil, "Cornelius als Liederkomponist," Peter 

Cornelius als Komponist, Dichter, Kritiker und Essayist, ed. Hellmut 
Federhofer and Kurt Oehl (Regensburg: Gustav Bosse Verlag, 1977), p. 160. 

55Einstein, 
p. 193. 
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of a relationship,56 the sequence of the six Brautlieder was more of 

inward reflection and meditation. In the New Grove article concerning 

the Biedermeier, this element is found in subject matter which provides 

a "sociological mirror" of the middle class milieu in the nineteenth 

century.S7 The Brautlieder (Songs of the Fiancée) and Frauenliebe 

and -leben (Woman's Life and Love) faithfully address what was thought 

of as a woman's highest aspiration in the context of the "sociological 

mirror ". 

The first song, Ein Myrtenreis, is written in modified 

strophic form utilizing the key of D minor in connection with the 

poetic idea of the wish for a devoted love that is planted in the 

heart and nurtured. 

In mei_nem Her _ zen reg _ te Der Lie _ be Wunsch sich leis, 
Doux et dis _ cvet, l'a -.moue en *ton caw s'est é _ veil _ li 

Figure 9. Ein Myrtenreis, measures 1 -3. 

56Steven 
Walsh, The Lieder of Schumann (New York: Praeger, 

1971), p. 52. 

57Pulvermacher, pp. 696 -697. 
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In the third verse, the key change to the parallel major underscores 

the achievement of "love's rich prize ". The verse is varied further 

by the simple addition of a sixteenth note figure to the basic 

accompaniment. 

Und win mein Hen er _ run_gen Der 
Car á pré_sent, brown,' .ou_ 

-44 
Lie _ be reich _ seen Preis, 

pliant at _ tend sow prix- 

Figure 10. Ein Myrtenreis, measures 16 -18. 

Der Liebe Lohn contrasts the peaceful atmosphere of the 

preceding song with quick continuous triplet arpeggios in the 

accompaniment, intensifying the ecstacy of the poem and giving a 

breathless quality to the two stanza, strophic form. - . - _ 5r r 
.r. - 

, 
_ 

OPTIC. (r- :-.. == =- .. .- r&t:= 

Figure 11. Der Liebe Lohn, measures 1 -4. 
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In both stanzas, the climactic phrases of the vocal line are 

characterized by rhythms tied over the bar line, a rhythmic charac- 

teristic not usually exploited by Cornelius underscoring the 

confirmations of the loved one's devotion in the text. 

Sei mei 
'Oh sois 

- ne Braut!" 
à moil. 

¡ i i 
et..ag verweilend 
_poco s;l. 

Figure 12. Der Liebe Lohn, measures 38 -41. 

The third song, Vorabend, has an introductory motive which 

centers around the dominant harmony. 

. al' MEWL i. i .... . NM 

M--111 - 
MI 1 r _ I AIN 111113 

WI T w 
. r 

.. . . ..-s ... D _ . s. .. ., 
Figure 13. Vorabend, measures 1 -6. 

The climactic phrases are marked by shifting harmonic colors in 

connection with the arrival of the wedding day referred to in the text. 
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Bis uns für immer ei _ net Das 
Vers toi: j'accoHrs m - vi _ e Dons 

V T 

""- 
Licht, das mor 

la clar . li 
_ gen achei _ set, 

bi _ ni _ e, 
Der schbnsten Stun _ de Schlag' 
D1 plus hess_rei x wsa _ tin! 7' 

r7, 

2`un,Liebster,ge}i,nun schei_de! Mor_gen ist 
A . mi, ln Nil ap . pro.cbr, Puisvihrt lt 

Figure 14. Vorabend, measures 39 -46. 

Eric Sams has noted that Cornelius' harmonies are an "intensification 

of Schumann's 1840 song style in which related keys are used as color 

or contrast without real modulation, which Cornelius extended to 

include secondary relationships ".58 A device which lends itself 

to the mood of devotion in this song is the use of the plagal 

cadence. 

58Sams, 
p. 841. 



A 
NM- 
11, .... I w , 

Mor _ . . gen! 
Jew r be ui ! _ ' aS__ mar-- 

PP 
i. 
J S` 

Figure 15. Vorabend, measures 51 -53. 

The fourth song, Am Morgen, is a continuation of the key of 

the previous song with only a contrast in meter from triple to duple 

and a change in form from strophic to ABA. The B section of this 

prayerful setting is marked by descending, broken chords in a thirty - 

second note rhythm with the "A" section characterized by even eighth 

note chords in the style of a hymn. 

Figure 16. Am Morgen, measures 1 -4. 

Bild, den Menschen schufst, Die Gattin mild 
l norm . rose seus.bla_äeà toi, Lafernrneai _ma n 

7111111... -- 
glem.Pa _ 

lrs 

ansHerzihm tî auPres de r 

Figure 17. Am Morgen, measures 14 -16. 

24 
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The fifth song, Aus dem hohe Liede, could be considered the 

climactic moment of the total cycle. Drawing on the text from the 

song of Solomon, the descending melodic bass line, repeated triplet 

chords, and dotted rhythms contribute to the energetic statement of 

the text "my friend is mine and I am his ". 

ow :m.o. 
- .. 

Vigoroso (J con moto). 

:f 

3 t Ilt3t1_W 3ff "S SSS 1111±f 2f4 
- 

4 4 4 4 : ,r 
bT; 

*Mein Freund ist 
Il est 

mein. und ich bin sein' 
triai. jr suis u lai! Mon 

Den 

T r - 
el `` i 41`I ,a `I 

¡---..., r Y ' b _.3 ii t .111 

411- 3 *". 

Figure 18. Aus dem hohen Liede, 
measures 1 -6. 

Further enrichment is noted in the counter melody of the left hand of 

the accompaniment. 
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- 
Haupt 
lui 

=i;.....7==.2:17-1:= . am, sm.-mom 

auf sei _ ner Linken ruhn, n -!o. se dart .ce - rent, 

ausdrucksvoll 
espressivo 

#s. 

Figure 19. Aus dem hohen Liede, 
measures 11 -15. 

The vocal melody is more disjunct than those of the preceding songs 

with the climactic point of the phrase being the longer valued high 

notes. 

In the final song, Märchenwunder, Cornelius introduces two 

devices in the accompaniment not previously used in the cycle. One 

is a recurring sixteenth note figure used for the setting of the 

mood, which is one of mystery and fantasy, portrayed in the poetry 

which directly alludes to the Sleeping Beauty fairy tale. 
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ips 

e. --r i * 

^r --,- 

t:.......If f , * ;!, , 

Figure 20. Märchenwunder, measures 1 -4. 

The other device not used previously is the tremolo which underscores 

the quasi- recitative vocal line of a transitional section leading to 

the conclusion of the song. 

freu . di _ ges_ Be _ we _ gen Und Fest _ ke läut' tii.re pa.rutchar_ _ air . e; 1_r do_ cites sonnaient, 
und Kula auf 
1 à _ moue ri 

Figure 21. Märchenwunder, measures 52 -54. 



CHAPTER 6 

LATE SONG COMPOSITION 

The songs written during the period of 1859 -1865 in Vienna 

show notable differences from the previously composed songs. During 

these years Cornelius chose only the poetry of others for song 

writing which increased the expressive range and broadened the scope 

of the melody and form. It was during these years that Cornelius 

was gradually drawn into close artistic and friendly association 

with Wagner.59 

The song, Mir ist, als zögen Arme mich schaurig himmelwärts, 

dating from the summer of 1859, demonstrates new directions in the 

style of song composition for Cornelius. The poem was written by 

Emil Kuh (1828-1876), whose place in history was secured as a 

publisher of the collected works of the German poet and novelist 

Friedrich Hebbel and also as the writer of Hebbel's biography.60 

The poetry of this song speaks of anguish and foreboding as all of 

nature symbolically becomes a type of emotional trauma. The choice 

of text in this instance signifies a break from the Biedermeier 

influence, as do the predominating tremolos which indicate a larger, 

59Massenkeil, 
"Peter Cornelius," p. 782. 

60Allgemeine 
Deutsche Biographie, 1383/1869, ed. S. V. 

"Emil Kuh ". 
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orchestral conception coupled with a declamatory, operatically conceived 

melodic line. 

Andante ws non t roppo. 
-UR 

Mir 
It 

ist, 
see+K s 

als sa _ gen Ar _ - me Mich 
as thougk toaard kea _ . veri An 

b.& 

Figure 22. Mir ist, als zögen Arme mich schaurig 
himmelwärts, measures 1 -4. 

Diminished harmonies take the place of the usual key relationships 

of earlier songs with the key being firmly centered in E minor and 

the form being through composed. 

The poem, Der Entfernten, is one of three sonnets written by 

Gottfried August Bürger which were set to music by Cornelius. The 

poet Bürger was a representative of the Sturm und Drang movement in 

German literature which emphasized passion instead of convention.61 

61Werner 
P. Friederich, History of German Literature (New 

York: Barnes and Noble, 1965), p. 73. 
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The author E. G. Porter has noted that the sonnet is "a poetic form 

that rarely justifies musical setting because its subject is fully 

developed within the verses" allowing for minimal elaboration.62 

Cornelius met this challenge by again choosing a through composed 

form of three different sections unified by a motive stated in the 

short introduction which is then employed in a series of sequences 

interwoven throughout the piano accompaniment. 

Andante sna wow troppo. 

Du, mein 
Thom, Noy 

a tempo 

1 

Figure 23. Der Entfernten, measures 1 -2. 

The soaring, declamatory melody is also reminiscent of the operatic 

stage, and aptly suited to the highly emotional and effusive poetic 

idea. 

Following the years spent in Vienna, Cornelius accepted a 

position as teacher of music theory and rhetoric at the Munich Royal 

School of Music in 1867. The last of his lieder date from the 

following year of 1868. Whether through the magnitude of his 

teaching responsibilities or due to the overwhelming achievements 

of Richard Wagner, Cornelius' musical creativity faded until his 

62Porter, 
p. 206. 
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death in Mainz in 1874.63 The opinion that the association with 

Wagner was disastrous for Cornelius' own creativity is set forth by 

various writers such as Hans Gal64 and Alfred Einstein.65 The surge 

of creativity during the Weimar years marked by the association with 

Liszt and the recognized major effort of Der Barbier von Bagdad was 

not again equaled. 

63massenkeil, 
"Peter Cornelius," p. 782. 

64 
Gal, p. 244. 

65Einstein, 
p. 257. 
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