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ABSTRACT 

 

This document examines the solo vocal music of American composer, George Whitefield 

Chadwick (1854-1931), and focuses on his 1892 collection, A Flower Cycle, with poetry written 

by Arlo Bates (1850-1918). It highlights the European influence in Chadwick’s writing style that 

created a Euro-American hybridized style in the United States. Though his instrumental works 

have been widely performed and analyzed, his art songs have not received the same amount of 

attention. Excerpts of the songs in A Flower Cycle will be analyzed and compared to various 

German lied and French mélodie to show the similarities in style and Chadwick’s penchant for 

being influenced by these European composers.  

The second intent of this document is to provide a guide with which to perform any or all 

of the pieces therein with proper understanding of the text and how it is set musically. The poetry 

is believed to have been written specifically to be set to the music for this collection with the 

exception of The Jacqueminot Rose, which was the inspiration for the construction of A Flower 

Cycle. 
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CHAPTER ONE: INTRODUCTION 

George Whitefield Chadwick (1854-1931) has been described as a forgotten American 

composer throughout most of the twentieth century. Victor Yellin reports that if Chadwick had 

been another type of artist than a composer, whose works and achievements were “easily 

visible,” a study of his life would have existed well before his 1990 biography: “Without a 

tradition of performance, passing commentators understandably tried to cram Chadwick into neat 

pigeonholes of their design. But their theological dualism—American v. European, vernacular v. 

cultivated, all perhaps useful textbook categories—simply do not fit the man.”1 

George Chadwick was a common man. He had few, if any, exploitable details of his life. 

He was physically unspectacular, did not possess an outlandish personality, and though he was a 

competent organist, was never described as much of a performer. George Chadwick was not the 

type of person one would expect to be the respected president of one of the most prestigious and 

recognizable music schools in the country. His “commonness,” as Yellin describes, was not 

without a great price.2 His music has not been performed regularly, and only since the turn of the 

twenty-first century have Chadwick’s works begun appearing again consistently.  

I came upon the music of George Chadwick in the most appropriate way possible for 

myself. In May of 2012, I was in Baton Rouge, Louisiana, bowling at the USBC open 

championship tournament. After the tournament ended, I took a side trip to Avery Island, known 

as the home of the Tabasco Sauce Plant and Nature Preserve. In the small museum room in the 

factory, I noticed the cover page for “Tabasco, A Burlesque Opera,” by G. W. Chadwick. After 

                                                             
1 Victor F. Yellin, Chadwick: Yankee Composer (Washington and London: Smithsonian 

Institution Press, 1990), xv. 
 

2 Ibid., 4. 
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doing some more research, I found that George Chadwick and I were both originally from 

Lowell, Massachusetts, and that we had found our musical calling somewhat later in life. 

Chadwick became known as a member of the Second New England School of composers 

that included Amy Beach, John Knowles Paine, Edward McDowell, Arthur Foote, and 

Chadwick’s own student, Horatio Parker. They were not known as an official group until they 

were bound together in 1955 by music historian, Gilbert Chase.3 He grouped them together based 

on their influences from the German Romantic style of the nineteenth century or by studies in 

Germany with prominent teachers. H. Wiley Hitchcock first coined the moniker “Second New 

England School” in 1988, and also was the first to name the “First New England School” being 

comprised of hymnodists, especially William Billings and Supply Belcher from the late-

eighteenth and early-nineteenth centuries.4 

Purpose of Study 

This document analyzes the influence and performance practice of George Whitefield 

Chadwick’s twelve-song collection, A Flower Cycle. The work was completed and published in 

1892 by the Arthur P. Schmidt Publishing Company, and contains musical forms that highlight 

his education in Germany, his travels around Europe, and his collaboration with colleagues in the 

United States. These influences contributed to the compositional style found in his vocal works. 

Although, Chadwick’s art songs have not received the same attention as his instrumental works, 

they are an important example of German and French influence in American style art songs, and 

of the popularity of the romantic style in the New England area.  

                                                             
3 John Warthen Struble, The History of American Classical Music: MacDowell through 

Minimalism (New York: Facts on File, 1995): 33. 
 

4 H. Wiley Hitchcock, Music in the United States: A Historical Introduction (Englewood Cliffs 
NJ: Prentice Hall, 1988): 143. 
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Statement of Primary Thesis 

Before there was an established American style in art song, composers such as George 

Chadwick studied abroad and returned to create a Euro-American hybridized musical style. 

Chadwick's Flower Cycle exemplifies this amalgamation typical of the era as shown through his 

choices of harmony, text setting, and musical motives.  

Review of Scholarly Literature 

There are two comprehensive biographies written on Chadwick by Bill Faucett,5 in 2012 

and Victor Yellin,6 in 1990. These books provide a foundation for understanding his life and 

worldly experiences. Unlike Faucett, who sticks mostly to his life story, Yellin goes into some 

detail about how Chadwick wrote his music, and does give information on all of his genres. A 

lack of consistent writings about his art songs suggests they were viewed as not worth studying. 

Most of the scholarship on Chadwick is focused on his orchestral works. Dr. Faucett has two 

other books focused on the overall musical scene in Boston which give insight to the popularity 

of German-based productions and performance,7 as well as a study of his orchestral works, that 

highlights Chadwick’s style.8 Robert Barnes’ thesis, “Subdominant Recapitulations in the Sonata 

Forms of George Whitefield Chadwick,” describes Chadwick’s willingness to use substitute key 

                                                             
5 Bill F. Faucett, George Whitefield Chadwick: The Life and Music of the Pride of New England 

(Lebanon NH: University Press of New England, 2012). 
 

6 Yellin, Chadwick: Yankee Composer. 
 

7 Bill F. Faucett, Music in Boston: Composers, Events, and Ideas, 1852-1918 (Lanham MD: 

Lexington Books, 2016). 

 
8 Bill F. Faucett, George Whitefield Chadwick: His Symphonic Works, Composers of North 

America Series (Lanham MD: Scarecrow Press, 1996). 
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areas to avoid a strict Tonic-Dominant relationship,9 and Elizabeth Ann Sears’ “The Art Song in 

Boston: 1880-1914,” documents how Chadwick used his familiarities to construct his music. All 

of these translate to his art songs even though there isn’t much written about them, specifically.10   

John Tasker Howard’s Our American Music: Three Hundred Years of It, published 

shortly before Chadwick’s death in 1931 has only a small section dedicated to his music, even 

though he had been a highly respected composer and the head of the New England Conservatory 

for over thirty years.11 Hitchcock’s Music in the United States provides a more thorough section 

on the “Second New England School” including insights into some of Chadwick’s stylistic 

choices.12 

Faucett’s Bio-bibliography notes that little has been written about his songs beyond basic 

information as of 1998.13 In conversation, he admits that there was also not much written about 

Arlo Bates, his friend and poet of A Flower Cycle in any of his letters or journals. There is also 

little written about Bates in terms of his writing style. Edward Robinson’s short article gives 

basic details of his life growing up and going to college in Maine. He is known to have published 

about twenty-five total works including novels, books of poetry, collections of criticisms, and 

                                                             
9 Robert D. Barnes, “Subdominant Recapitulations in the Sonata Forms of George Whitefield                

Chadwick” (M.M. Thesis, University of Louisiana, Lafayette, 2015). 

 
10 Elizabeth Ann Sears, “The Art Song in Boston. 1880-1914” (PhD Diss., The Catholic 

University of America, U.M.I., 1993). 
 

11 John Tasker Howard, Our American Music: Three Hundred Years of It (New York: Thomas Y. 

Crowell Company, 1931). 
 

12 Hitchcock, Music in the United States: 143–149. 

 
13 Bill F. Faucett, George Whitefield Chadwick, A Bio-bibliography (Westport CT & London, 

Greenwood Press, 1998). 

 



14 
 

short stories.14 His poetry collection Berries of the Brier, more specifically the poem, The Rose, 

is the focal point and believed to be the inspiration of Chadwick’s Flower Cycle.15 

Chadwick’s songs have been criticized for his use of inferior poetry. Dr. Jonathan 

English, Professor at Syracuse University notes: 

From my perspective his compositions were grounded in the European tradition, and the 

best of them rise to “not bad.” His symphonies are the most successful to me of all his 

compositions.  The biggest issue with his songs lies with his choice of poets, very 

much grounded in the Victorian and post-Victorian period.  Arlo Bates was a friend, and 

the poet he set most often.  None of Bates' work is very good, and certainly not reflective 

of the “cutting edge” of either Europe or America.16 
 

This criticism is similar to that of Johannes Brahms, in terms of poetry. Carol Kimball’s 

description of Brahms’ text setting in Song: A Guide to Art Song Style and Literature states, 

“Brahms has been criticized for his seeming disinterest in choosing the best poetry for his songs. 

Except for a few settings of Goethe, Heine, and Tieck, his texts are drawn from lesser known 

poets including Daumer, Groth, Lemcke, Wenzig, Uhland, and Hölty.”17  

Further criticisms come from Chadwick, himself. In a letter to D. A. Clippinger in 

response to a request for him to talk about his songs for a series of articles for Musical West 

Magazine, Chadwick writes, “I may mention to you, personally, although I should not care to 

have it broadcasted, that I have some twelve to fifteen songs that are not published, and probably 

                                                             
14 Edward Robinson, "Arlo Bates (1850-1918)," Proceedings of the American Academy of Arts 

and Sciences, 57, no. 18 (November 1922): 474. 

 
15 Arlo Bates, Berries of the Brier (Boston: Roberts Brothers and University Press, 1886). 
 
16 Dr. Jonathan English, e-mail message to author, October 21, 2017. 

 
17 Carol Kimball, Song: A Guide to Art Song Style and Literature (Milwaukee WI: Hal Leonard 

Corporation, 2005): 103. 
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never will be, because they are hardly to be taken seriously, being either somewhat too broadly 

humorous, or cadaverous, or with subjects that might be offensive to certain people.”18 

Even his instrumental music has been criticized for being of a similar nature. In an 1886 review, 

William Apthorp once described the premiere of Chadwick’s Second Symphony as “fitful, 

capricious, and if we may be pardoned for saying so, even frivolous.”19 

Chadwick was an authority on teaching song writing skills as evidenced by a number of 

letters that have been saved in the New England Conservatory collection, and there have been 

some recorded performances of his song collections. Although Chadwick has been 

overshadowed by some of his students who found greater success in vocal music, it is 

Chadwick’s influence as a composer and teacher that helped to shape the compositions of many 

mid twentieth-century composers including William Grant Still, Henry Hadley, and Horatio 

Parker. Hadley and Parker were later teachers of Leonard Bernstein and Charles Ives, 

respectively. 

The recordings of A Flower Cycle are limited as well at the time of this document. Only 

Dr. Glenn Siebert, Professor of Voice at the University of North Carolina, School of the Arts, has 

a commercially available recording of the entire set. Currently as this is being written, Dr. 

English is in process of recording all existing Chadwick art songs. Like A Flower Cycle, most of 

Chadwick’s art songs were published through the Arthur P. Schmidt Publishing Company in 

Boston. 

 

                                                             
18 George W. Chadwick, Correspondence from New England Conservatory Collection, October 6, 

1928. 
 

19 William Foster Apthorp, “Theatres and Concerts,” Boston Evening Transcript (Henry Dutton, 

Boston: December 13, 1886): 1. 
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CHAPTER TWO: CHADWICK’S MUSICAL LANGUAGE 

Brief Biography 

George Chadwick was born in the Centralville section of Lowell, Massachusetts, near the 

town of Dracut on November 13, 1854. At the time it was a small district away from the bustling 

crowds of the textile industry. His parents, Alonzo and Hannah Fitts were from Boscawen, NH, 

and when his mother died soon after his birth, Alonzo sent George to live in Boscawen with his 

grandparents while he stayed in Lowell. After remarrying, Alonzo brought George back to live in 

Lawrence while he re-established himself as an insurance agent. 

Chadwick received some early musical training from his much older brother, Fitts Henry 

Chadwick, in keyboard and voice, and also from his father Alonzo, himself a part-time singer, 

violinist, and music teacher. Carl Engel’s article states, “Farming had not prevented him [Alonzo 

Chadwick] from gratifying his intense love for music. There were, of course, no professional 

musicians in the Chadwick family. It was a respectable New England family. But in Boscawen, 

[New Hampshire] the musical farmer for ten years taught a singing class.”20 After the end of the 

Civil War, Alonzo had established himself in insurance and subsequently stopped all musical 

interest and training for himself and George. He then began pushing his son to go into the 

insurance business with him.  

After dropping out of high school in 1871, George went to work with his father, and as a 

compromise began taking piano lessons in 1872. Soon after, he was accepted as a special student 

to the New England Conservatory studying organ and harmony. As his father’s business thrived, 

George began spending a couple of days per week in their new Boston office. This allowed him 

to see his brother and family friend, Theodore Presser, who later founded a leading music 

                                                             
20 Carl Engel, “George W. Chadwick,” The Musical Quarterly 10 (1924): 441. 
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publishing enterprise. It was a relationship that would help lead him to his first teaching position. 

In 1876, against his father’s wishes, he abruptly left his father’s business, and took a job teaching 

music at Olivet College in Michigan at the recommendation of Presser. While there, he began 

composing music while keeping a heavy performance schedule.21 

Chadwick made the decision to study in Germany the following year. His father, who 

never supported his musical endeavors, essentially disinherited him, and forced George into a 

shoestring budget for his travel. Nonetheless, he traveled to Berlin, where he lived for a few 

months, before enrolling at the Royal Conservatorium in Leipzig. While there, Chadwick studied 

organ and composition with Carl Reinecke and Salomon Jadassohn. He then left to study at the 

Munich Conservatory under Josef Rheinberger until 1880.22  

Musical Education 

Reinecke, who studied music with Felix Mendelssohn, Robert Schumann, and Franz 

Liszt was also a prominent teacher to Edvard Grieg, Charles Villers Stanford, and Leoš Janáček. 

His style was described as being a “guardian of tradition” as he focused on pre-classical 

composition styles of J.S. Bach and Palestrina. As a composer, he wrote mostly for piano and as 

Seitz describes, “The exercises for young pianists and the piano sonatinas have become classics 

because of charming melodies, as have the canons and nursery rhymes which are highly 

inventive and totally free from bourgeois sentimentality.”23 

                                                             
21 Yellin, Chadwick: Yankee Composer, 12–21. 

 
22 Ibid., 26. 

 
23 Rheinhold Seitz, “Carl Reineke,” The New Grove Dictionary of Music and Musicians. 2nd ed., 

21 (London: MacMillan Publishers Limited): 158. 
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Jadassohn was also a student of Franz Liszt, and later was also a teacher to Grieg and 

Felix Weingartner. He was also a performer and theorist who wrote numerous texts dealing with 

music theory, harmony, and form. Saslaw continues, “Jadassohn’s treatise on form asserts that 

individual musical ideas shape their structure. Formal types are listed and the variant possibilities 

in their realization are illustrated with examples mainly from the works of Beethoven, whom he 

credited with many innovations.”24 

Rheinberger was the teacher of Ermanno Wolf-Ferrari, Engelbert Humperdinck, Richard 

Strauss, and later, Horatio Parker, Chadwick’s former student at his request. Rheinberger, once 

credited by Hans von Bülow as being an unrivalled teacher of composition in Germany, was also 

known as a teacher of “Classical” tradition. Würz explains, “Bonds with tradition are also 

characteristic of Rheinberger’s work as a composer, which derives from Bach, Mozart, and the 

middle-period Beethoven as well as other early Romantics; he consciously remained aloof from 

the new currants that developed in the mid-19th century.”25 

Chadwick was only one of many American born composers to study extensively in 

Europe during this time. Hitchcock writes:  

American music of the cultivated tradition from the end of the Civil War to the end of 

World War I was largely dominated by the attitudes, the ideals and the modes of 

expression of nineteenth-century Europe, particularly Austria and Germany. Virtually all 

leading composers were initiated into music by Americans who had emigrated from 

Europe; they were trained professionally during sojourns in Europe; and when they came 

back, their music was played by ensembles, choruses, and orchestras led either by 

Europeans or European-trained conductors. Some of their music was even first published 

in Europe, by Breitkopf & Härtel in Leipzig or by the Leipzig branch of the Boston firm 

                                                             
24 Janna Saslaw, “Salomon Jadassohn,” The New Grove Dictionary of Music and Musicians, 2nd 

ed., 12 (London: MacMillan Publishers Limited, 2001): 746.  

 
25 Anton Würz and Siegfried Gmeinwieser, “Joseph Rheinberger,” The New Grove Dictionary of 

Music and Musicians. 2nd ed. Vol. 21 (London: MacMillan Publishers Limited, 2001): 258. 
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of Arthur P. Schmidt (1846-1921), who in grateful return for an American career (he was 

German-born) made it a point of conscience to publish American music.26 

 

The practice of Americans studying German style can be traced back as far as Lowell Mason’s 

first published hymnal in 1822, called The Boston Handel and Haydn Society Collection of 

Church Music. While studying with German-born teacher, Frederick Abel, Mason began writing 

hymn tunes and anthems, and eventually created the hymnal based on English composer William 

Gardiner’s Sacred Melodies that consisted of tunes arranged from Mozart, Haydn, and other 

European composers.27   

 Further examples of this practice come from the other members of the “Second New 

England School.” John Knowles Paine (1839-1906) first studied with Hermann Kotzschmar, 

who emigrated from Germany in 1848. Paine later traveled to Germany in 1858 to study with 

organist Karl August Haupt.28 Arthur Foote (1853-1937) studied with Paine at Harvard, and 

studied later with Stephen Heller in France. He is also known to have attended the Bayreuth 

Festival in 1876.29 

 Amy Beach (1867-1944) began her studies with Carl Baermann, who emigrated from 

Munich and was a student of Franz Liszt and Ernst Perabo. Perabo was a student of Carl Reineke 

at Leipzig Conservatory.30 Edward McDowell (1860-1908) first studied at the Paris 

                                                             
26 Hitchcock, Music in the United States, 140. 
 
27 Harry Eskew and Carol Pemberton, “Lowell Mason,” The New Grove Dictionary of Music and 

Musicians, 2nd ed., 16 (London: MacMillan Publishers Limited, 2001): 32. 
 
28 Hitchcock, Music in the United States, 143. 
 
29 Wilma Reid Cipolla, “Arthur Foote,” The New Grove Dictionary of Music and Musicians, 2nd 

ed., 9 (London: MacMillan Publishers Limited, 2001): 81. 
 
30 Adrienne Fried Block, “Amy Marcy Beach,” The New Grove Dictionary of Music and 

Musicians, 2nd ed., 3 (London, MacMillan Publishers Limited, 2001): 12. 
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Conservatory in 1876, but later moved to Frankfurt, where he studied with Joachim Raff, the 

Frankfurt Conservatory director.31 Horatio Parker, as mentioned before, studied at the Munich 

Conservatory with Josef Rheinberger, after being recommended by Chadwick.  

Return to America 

After traveling through Europe and finishing his studies, Chadwick returned to Boston 

and took on a number of church music director positions between 1880 and 1884, while 

performing as an organist and composing in and around Boston. He eventually signed onto the 

Hollis Street Church until 1893,32 and also worked for the Second Universalist Church and as a 

substitute for Horatio Parker at Trinity Church in Boston until 1904, including playing for the 

wedding of Dr. H.H.A. and Amy Beach.33 

In 1881, Chadwick was also hired to teach “free composition” at the New England 

Conservatory. It was a successful enough start that he began building a studio that would include 

Arthur Whiting, Sidney Homer, Henry Hadley, and Horatio Parker within two years, all of whom 

achieved success as composers in the Boston area. His teaching was described as “painstakingly 

thorough,” but always with light-hearted wit when giving instruction.34  

In 1897, the board of NEC decided to replace President Carl Faelten, who had been 

installed after the death of founder, Eben Tourjée, with Chadwick.35 He would hold this position 

                                                             
31 Hitchcock, Music in the United States, 152. 
 
32 Faucett, George Whitefield Chadwick, 74. 

 
33 Ibid., 77. 

 
34 Ibid., 81–83. 

 
35 Ibid., 159. 
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while continuing to teach, compose and perform until 1930, when he retired due to failing health. 

He passed away the following year in 1931.36 

Musical Style and Output 

George Chadwick became a composer during a time when there were few full-time 

composers in the United States. There was not a system of support in place by private patrons or 

the church. As Yellin writes, “There was no such profession as ‘American composer.’ Yes, there 

were many—too many—part-time composers who were essentially amateur, since they earned 

their bread doing other things. But, in the classical sense of the term, America had no 

composers.”37   

His best known works include three symphonies, the third of which was awarded the 

National Conservatory of Music Prize by Antonin Dvořák, the symphonic ballad Tam O’Shanter, 

and his early overture, Rip van Winkle. The rest of his output includes sixty choral works, forty 

organ and piano pieces, about thirty orchestral works, five string quartets, and approximately 150 

art songs. 

Though he did write individual songs, mostly in the 1880s, the table below lists his 

recognized song collections or cycles. 

Table 1. Published Art Song Collections38 

 

Year Published Collection/Song Poet/Librettist Dedication 

1881 Three Songs 

 

P.W. Lyall G.M. Cummings 

Jennie Noyes 

1882 Three Love Songs, Op.8 Arlo Bates none 

                                                             
36Ibid., 340 

 
37 Yellin, Chadwick: Yankee Composer, 89. 

 
38 Sebastiaan Geijtenbeek, “George Whitefield Chadwick List of Works,” 

(numerical.recipes/contrib/ChadwickListOfWorks.pdf), 6-11, accessed December 3, 2017. 
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1883 Three Little Songs, Op. 11 Barry Cornwall* 

Heinrich Heine 

Henry Dunham 

1885 Six Songs Op. 14 Arlo Bates 

J.L. Breck 

Newton MacIntosh 

Oscar Leighton 

Jules Jordan 

Edward Bowditch 

Olivia Bowditch 

Lizzie Barton Hall 

Agnes Dana Dyer 

1886 Two Songs Thomas Aldritch William Winch 

1887 Sacred Songs H. H. Milman 

Francis Baker 

 

Adelaide Bothamly 

1888 Baby’s Lullaby Book C. S. Pratt none 

1889 Three Ballads Amelie Rives                  

Edward Breck 

Eleanor Everest* 

Annie Vinton 

1890 Songs of Brittany: Arranged 

and Harmonized from 

Traditional Breton Melodies 

by George Chadwick 

Arlo Bates none 

1892 A Flower Cycle 

Two Folk Songs 

Arlo Bates 

Christina Rosetti 

Arlo Bates 

G.H. Stoddard 

1897 Lyrics from “Told in the Gate” 

 

 

 

 

 

 

 

 

Four Songs 

Arlo Bates 

 

 

 

 

 

 

 

 

Robert Louis 

Stevenson 

William Chauvenet 

Max Heinrich 

James Little 

Harriet Sawyer 

Halsey Ives 

G. Campanari 

Ida May Chadwick 

Perry Averill 

Gertrude Edmands 

William Cosby 

Gerrit Smith 

1902 Six Songs 

Three Songs 

Arthur Macy 

William Chauvenet 

None 

Ida May Chadwick 

1910 Four Irish Songs 

 

 

 

Five Songs 

William Thackeray 

William Maggin 

A. Moor 

R. W. Chambers 

B. Lytton 

J. Thomson 

Christina Rosetti 

T.R. Sullivan 

F. Morse Temple 

David Bispham 

Herbert 

Witherspoon 

Ida May Chadwick 

1914 Four Songs D. Stevens Alma Gluck 

Even Williams 
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*Barry Cornwall is the pseudonym for the English poet, Bryan Procter. 

*Eleanor Everest Freer was a performer and opera composer who studied voice in Paris before 

becoming a teacher in Philadelphia and New York City39 

 

 Due to the large amount of music dedicated to individual people, it would suggest that his songs 

were written for the people who first performed them, possibly his own students. According to 

Steven Ledbetter, “Many of these are dedicated to the artists who first performed them, ‘assisted 

by the composer,’ as reviews of the time say.”40 Max Heinrich and Eleanor Everest Freer were 

professional singers studying in Boston at the time, though there is no current evidence of 

individual study with Chadwick. 

His art songs may have been written as side projects to his instrumental works given that 

there is no evidence of any commissioned work ahead of time. According to Yellin, the 

advantage to this is that it allowed him to be uninhibited by popular or commercial song 

composition conventions, and gave him the freedom to write as he saw fit based on his poetic 

choice and audience.41  His songs were written for small audiences, or in salon style, which 

Yellin also mentions, and that his audiences were comprised of selected groups of musicians and 

                                                             
39 Sylvia Eversole, “Eleanor Everest Freer,” The New Grove Dictionary of Music and Musicians, 

2nd ed., 9 (London: MacMillan Publishers Limited): 224-225. 

 
40Steven Ledbetter, introduction to Earlier American Music, George W. Chadwick: Songs to 

Poems by Arlo Bates, edited by H. Wiley Hitchcock, 16 (New York: DaCapo Press, 1980), vii. 
 

41 Yellin, Chadwick: Yankee Composer, 158. 

 

Ernestine 

Schumann-Heink 

1920 Three Nautical Songs R.D. Ware 

Sir Henry Newbolt 

Sir Arthur Conan 

Doyle 

Reinald Werrenrath 

Charles Bennett 
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music lovers who would have had a deeper knowledge of musical structure than the general 

public. This impacted both his text setting and compositional choices.42 

His songs generally used texts from American poets, though he did set Heinrich Heine’s 

Du bist wie eine Blume translated as Thou Art so like a Flower, along with single songs using 

words by Alfred Lord Tennyson, Sir Henry Newbolt, Sir Arthur Conan Doyle, and Barry 

Cornwall (Bryan Procter), all English poets. His collection at the New England Conservatory 

also contains six poetry books by Alfred Hyatt, and over fifty loose papers with texts from 

various American poets, though it is unknown at this time if he did or intended to set any of them 

to music. 

Musical Style of A Flower Cycle 

Chadwick’s A Flower Cycle contains two consistent stylistic choices. He makes 

numerous references to European art song, mostly German with some French. Second, his songs 

generally feature key relationships by thirds with use of the mediant, submediant, parallel or 

relative major and minor keys. These are used often to signal changes in the mood or atmosphere 

of the text. 

George Chadwick uses various techniques when borrowing from composers. In The 

Crocus, Chadwick’s accompaniment features a florid single line of 16th notes in the right hand, 

while the left hand plays a primarily single note bass line.  

 

 

 

                                                             
42 Ibid. 
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Musical Example 1, George W. Chadwick, The Crocus, mm 1-5.43 

 

 

This creates a duet effect with the singer, and is similar to Felix Mendelssohn-

Bartholdy’s Die Nonne from Zwölf lieder, Op. 9. The poems are similar in subject as both speak 

of death, not as a sad time, but as an understanding of the inevitability of the end of life. 

Chadwick’s piece is in a major key until he talks about the Crocus’ mission, while Mendelssohn-

Bartholdy’s is in minor with the exception of measure 18, when the singer proclaims that her 

lover has become and angel (Engel) and the accompaniment outlines a B major chord before 

falling back to E minor, and finishing in the home key of A minor.  

 

                                                             
43 Hitchcock, ed., Earlier American Music: 2. 

 



26 
 

Musical Example 2, Felix Mendelssohn-Bartholdy, Die Nonne, mm 1-9, 14-23.44 

 

 

                                                             
44 Felix Mendelssohn-Bartholdy, Julius Rietz, ed., Zwölf Lieder, Op. 9 (Leipzig: Breitkopf & 

Härtel, 1877), 17 
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Another possible example appears in the left hand of the accompaniment of The Water 

Lily. The descending ostinato is similar to that of Schumann’s Hör ich das Liedchen klingen, 

(When I hear the Song) from Dichterliebe, Op. 48 
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Music Example 3, George W. Chadwick, The Water Lily, mm 1-2.45 

 

Musical Example 4, Robert Schumann, Hör ich das liedchen klingen, from Dichterliebe, Op. 48, 

mm 1-3.46 

  

A similar ostinato can also be found at the end of Johannes Brahms’ An die Nachtigall (To the 

Nightingale). The singer finally implores the nightingale to fly away and sing his songs to his 

true love, living in the forest. Unlike Chadwick’s the bottom note, rather than the top note, stays 

the same. 

                                                             
45 Hitchcock, ed., Earlier American Music, 11. 
 
46 Robert Schumann, Dichterliebe Op. 48, 2 (Leipzig and Berlin: C. F. Peters, 1848), 6. 
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Musical Example 5, Johannes Brahms, An die Nachtigall, Op. 46, No. 4, mm 45-47.47 

 

Chadwick uses a motive in measures twenty-one and twenty-two of The Cardinal Flower 

that represents a flowing stream. This was common in German lied as the accompaniment could 

be manipulated to give an auditory representation of actions and visual pictures. 

Musical Example 6, George W. Chadwick, The Cardinal Flower, mm 21-22.48  

 

Franz Schubert’s Die Forelle, op. 32 (The Trout) employs the same technique to represent his 

own flowing stream. 

 

 

                                                             
47 Johannes Brahms, Vier Gesänge, Op. 46 (Berlin: Simrock’sche Musikhandlung, 1868), 31. 
  
48  Hitchcock, ed., Earlier American Music, 35. 
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Musical Example 7, Franz Schubert, Die Forelle, D. 550, Op. 32, mm 1-3.49 

  

Finally, Chadwick seems to borrow thematic material from Richard Wagner’s 1839 

French art song, Tout n’est qu’images fugitives. Though written in 1839, it was not published 

until 1914. In the third verse, Wagner uses an oscillating line of thirty-second notes in the right 

hand to represent the winds blowing as the texts describes navigating through the storm. 

Chadwick uses this technique in the sixteenth note passages in both hands to bring the same 

effect, though the effect is more calming. 

 

 

 

 

 

 

 

 

 

                                                             
49 Franz Schubert, Die Forelle, D. 550, Op.32 (Leipzig: C. F. Peters 1820), 1.   
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Musical Example 8, Richard Wagner, Tout n’est qu’images fugitives, mm 27-30.50  

 

Musical Example 9, George W. Chadwick, The Jasmine, mm 1-4.51 

 

                                                             
50 Richard Wagner, Tout n’est qu’images fugitives (Soupir), WWV 58 (Leipzig: Breitkopf & 

Härtel, 1914), 3. 
 
51 Hitchcock, ed., Earlier American Music, 42. 
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 Henri Duparc also uses a similar technique in his setting of Charles Beaudelaire’s 

L’invitation au voyage. His line, also using both hands to employ the technique, creates the effect 

of breezes on the ocean. 

Musical Example 10, Henri Duparc, L’invitation au voyage, mm 1-6.52 

 

                                                             
52 Henri Duparc, Sergius Kagen, ed. 11 Songs for Voice and Piano (New York: International 

Music Company, 1952), 13. 
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Chadwick’s second stylistic point is his use of key relationships by thirds, rather than a 

Tonic-Dominant relationship. Going back to The Crocus, although the key doesn’t officially 

change from G major, the D-sharp in the accompaniment of measure 12, followed by the B, C-

sharp, D-sharp, E melody in measure 13 briefly moves the piece to E major, or E melodic minor. 

It also briefly tonicizes A minor with the G sharp leading tone in measures 14 and 15. The 

dominant seventh on A minor in measure 15 then leads to a D Major chord before ending back in 

G major again. His use of a circle of fifths movement signals the unfortunate, but inevitable end 

of the life of the crocus, though the spring is better for it.  

Musical Example 11, George Chadwick, The Crocus, mm 12-17.53 

 

                                                             
53 Hitchcock, ed., Earlier American Music, 3. 
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In The Water Lily, the piece begins in F minor before modulating to A-flat, the relative 

major. However, measure 11 features the first official written key change to C major, when 

describing the wooing of the bee as it comes to pollinate the flower, thus outlining a tonic to 

dominant relationship, though the piece never does go back to F minor.  

Musical Example 12, George Chadwick, The Water Lily, mm. 9-12.54 

 

                                                             
54 Ibid., 12. 
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  The Cardinal Flower begins in D minor before modulating to F major, the relative 

major, but then to D major, or the parallel major to the original key before finishing with a final 

modulation to F-sharp major, a major third above as the text describes the loneliness of the 

flower’s existence. 

Musical example 13, George Chadwick, The Cardinal Flower, mm. 19-22.55  

 

                                                             
55 Ibid., 33-35. 

 



36 
 

 

Johannes Brahms’ Die Mainacht makes a similar key change by third during the text, “Two 

doves hidden by the leaves are cooing to me enraptured, but I turn away seeking darker shadows, 

and a lone tear falls.”56 The key change begins just before the line begins rather than Chadwick’s 

decision to begin the key change as the first word is being sung. 

 

 

 

 

 

 

 

 

 

 

                                                             
56 Lois Phillips, Lieder, Line by Line, Revised edition (Oxford and New York: Oxford University 

Press, 1996), 252. 
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Musical example 14, Johannes Brahms, Die Mainacht, Op. 43 no. 2, mm 19-26.57 

 

Stylistic Features beyond A Flower Cycle 

 George Chadwick’s symphonies have drawn numerous comparisons to German 

composers. Symphony No. 1 in C Major, Op. 5 was completed in 1881 shortly after his return to 

Boston. Faucett describes it as being very original at times, exhibiting traits of an extraordinarily 

talented composer, and also suffering from “slavish imitations.”58 When comparing the first 

movement, Faucett continues, “Like the Rip Van Winkle overture, this work does not display the 

                                                             
57 Johannes Brahms, Complete Songs for Solo Voice and Piano, Series II (New York: Dover 

Publications Inc. 1979), 8. 

 
58 Faucett. George Whitefield Chadwick, His Symphonic Works, 9. 
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traits of Mendelssohn or those of Wagner; rather it rather has a closer affinity to Beethoven. Here 

the brass is certainly not used ‘freely’ or ‘richly,’ but only at points that call for added 

articulation.”59 

 The transition to the second movement is also note-worthy here as the piece moves from 

the C major home key to E minor, or the relative minor to what would be the dominant of G 

major. Faucett explains: 

Precedents for the employment of the minor mode rather than the dominant at this point 

in a sonata form exist; Schumann had used a modulation from B-flat major to a 

secondary theme in D minor (meas. 81) in his Symphony No. 1 in B-flat major, op. 38 

(“Spring”) (1841). Brahms used a similar harmonic movement in his Symphony No. 2 in 

D-major, op. 73 (1877); in the first movement of that composition the  

D-major opening leads to a secondary theme in F-sharp minor (meas. 82), while in the 

fourth movement the tonic opening progresses to the secondary theme in A minor (meas. 

78).60 

 

 Chadwick’s Symphony No. 2 in B-flat Major, Op. 21, completed in 1885, was considered 

to be far more original than his first, and featured far more innovation in terms of melodic and 

harmonic structure, and more ambitious rhythmic motion.61 During the first movement, however, 

Faucett recalls, “Not only is the orchestration in the imitative passage by Chadwick similar to a 

passage in the Prelude to Die Meistersinger von Nürnberg, (mm. 101-105) but there is an 

astonishing similarity of melodic gesture.” He also mentions that transitional material used in the 

opening movement is similar to the scalar string passages of Wagner’s prelude, and that 

Chadwick uses a similar transition in the final movement of his first symphony as well.62 

                                                             
59 Ibid., 16. 
 
60 Ibid., 18. 
 
61 Ibid., 34. 

 
62 Ibid., 38-39.  
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 Faucett believes that the character of the third movement of Chadwick’s second 

symphony helped influence the beginning of Camille Saint-Saëns’ Symphony No. 3, composed a 

year later in 1886. He also believes that Antonin Dvořák’s Symphony No. 9 in E Minor, op. 95 

(“From the New World”), completed in 1893, was also influenced by the fourth movement of 

Chadwick’s symphony. Faucett states, “The theme of the dominant-key area immediately 

reminds one of the passages from Dvořák’s Symphony. The passages share the same general 

melodic contour, as well as traits of orchestration and rhythm, but, while Chadwick’s music may 

seem to echo Dvořák, in this instance the reverse is the case.”63  

George Chadwick’s Melpomene, a “dramatic overture” was composed in 1887, and 

according to Faucett, is a direct reference to Richard Wagner. “The opening theme, a somber 

passage, is sounded by the dolorous English horn in a manner that relates it to the Prelude to 

Tristan und Isolde.”64 

Musical Example 15, George W. Chadwick, Melpomene, English horn line, mm. 1-4.65 

                            

Faucett continues, “He uses it throughout the composition in a manner similar to the way 

Wagner uses the leitmotiv; that is, nearly every one of the many themes invented in Melpomene 

may be related to that which begins the overture.”66 

                                                             
63 Ibid., 46-49 
 
64 Faucett, Music in Boston: 97. 

 
65 George W. Chadwick, Melpomene, Dramatic Overture (Boston: Arthur P. Schmidt, 1887): 3 

 
66 Faucett, Music in Boston: 98. 
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 Chadwick’s popular song, Oh, Let Night Speak of Me, provides examples of a number of 

Chadwickian musical traits. First, it was dedicated to American Baritone, Max Heinrich, and first 

performed in concert by Gertrude May Stein, a dramatic soprano for whom Chadwick wrote the 

title role in his opera, Judith.67 The song appears in his collection Lyrics from Told in the Gate, 

published in 1897, also with words by Arlo Bates. The collection is inspired by translations of 

Near Eastern lyrics, which also show up in The Cyclamen.68 Yellin continues, “Some of the 

strategic harmonic gestures, going back to the style of Gasparo Spontini’s opera La Vestale 

(1807) and subsequently popularized by Liszt and Wagner, add to the feeling of déjà entendu.”69 

 Finally, his use of close harmony with a doubling of the melody in the outer voices is 

compared to early Puccini or Amy Woodforde-Finden’s Kashmiri Song.70 In this case, the top 

and bottom double for the first four notes in measure sixteen. 

Musical Example 16, George W. Chadwick, Oh, Let Night Speak of Me, mm. 15-16.71 

 

                                                             
67 Yellin, Chadwick: Yankee Composer, 162. 

 
68 Ibid., 162. 

 
69 Ibid., 162. 

 
70 Ibid., 163. 

 
71 Hitchcock, ed., Earlier American Music, 95. 
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This technique is employed again later in the song, though only the top line doubles in this 

passage. 

Musical Example 17, George W. Chadwick, Oh, Let Night Speak of Me, mm. 19-20.72 

 

Chadwick also employs this technique the The Foxglove during the times that the singer is 

reminiscing about his lost youth.  

 

 

 

 

 

 

 

 

 

 

                                                             
72 Ibid., 95. 
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Musical Example 18, George W. Chadwick, The Foxglove, mm.1-4.73 

 

 

In Chadwick’s The Meadow Rue, a similar textural technique is used with an even greater 

contrast as the subject of the song becomes a longing for youth again. He begins in canon with 

                                                             
73 Ibid., 29. 



43 
 

the voice in measure 8 and then doubles the melody in measure 10, but with straight eighth 

notes, while the voice syncopates the line.  

Musical Example 19, George W. Chadwick, The Meadow Rue, mm 7-12.74 

 

The beginning of The Meadow Rue employs a technique of the accompaniment doubling the 

voice in only octaves, creating a solemn, lonely feeling in the music. This technique can also be 

found in Felix Mendelssohn-Bartholdy’s Neue Liebe op. 9, no. 4. The translation of the first line 

reads “In the moonlit forest, I recently saw the elves riding.”75 Though, the tempo is much faster, 

the feel of a lonely forest at night can still be felt. 

  

                                                             
74 Ibid., 40. 
 
75 Bard Suverkrop, Neue Liebe, translation from www.ipasource.com/neue-liebe-8243. 2008, 

accessed June 5th, 2018. 
  

http://www.ipasource.com/neue-liebe-8243
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Musical Example 20, George W. Chadwick, The Meadow Rue, mm 1-2.76  

 

Musical Example 21, Felix Mendelssohn-Bartholdy, Neue Liebe Op. 19 no. 4, mm. 7-1577 

 

 

                                                             
76 Hitchcock, ed., Earlier American Music, 40. 
 
77 Felix Mendelssohn-Bartholdy. Sechs Gesänge, op. 19 no. 4 (Leipzig: Breitkopf & Härtel), 9.  
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 Chadwick’s early work Allah with text by Longfellow, gives an example of what Yellin 

describes as “ponderous” and a “pseudo-oriental style, typical of the Western stereotype of 

Eastern of Islamic melody… but it fits well with the late-nineteenth century vogue for exotic 

cultures and the flirtation with non-Christian religions.”78 His opening section shown here 

demonstrates a use of parallel fifth block chords with the melody floating over it. 

Musical example 22, George W. Chadwick, Allah, F201, mm. 1-8.79 

 

                                                             
78 Yellin, Chadwick, Yankee Composer, 161. 

 
79 George W. Chadwick, Song Album: 17 Songs for Baritone or Alto (Boston: Arthur P. Schmidt, 

1892), 8. 
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This same motive is found the The Cyclamen beginning in measure 4 and continuing through 

measure 5. Though it is expanded with a harmonization of the melody line, the main 

accompaniment motive remains the movement of fifths. 

Musical Example 23. George W. Chadwick, The Cyclamen, mm.4-7.80 

 

                                                             
80 Hitchcock, ed., Earlier American Music, 17. 
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Yellin also notes that this motive was used in Allah well before Claude Debussy’s use of parallel 

fifths in La Damoiselle élue (The Blessed Damozel) as late as 1888, a year after Allah was 

published.81 

 

 

 

 

 

 

 

 

 

 

 

 

                                                             
81 Yellin, Chadwick, Yankee Composer, 161. 
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CHAPTER THREE: HISTORY OF A FLOWER CYCLE 

The Flower Cycle was dedicated to Arlo Bates, his friend and author of the poetry.82 

Ledbetter suggests that it was a collaborative work that was born out of a single poem.83 Bates, 

(1850-1918), was born in East Machias, Maine. He graduated from Bowdoin College in 1876, 

and later became the editor of the Boston Sunday Courier, and a professor of English at 

Massachusetts Institute of Technology.84 In 1886, Bates published a collection of poetry entitled 

Berries of the Brier in which the poem “The Rose,” an Italian style Triolet, appeared. Ledbetter 

states, “Possibly Chadwick, in reading that poem, conceived of the idea for an entire group of 

songs about flowers. Or perhaps the notion was originally the poet’s–Bates had demonstrated a 

familiarity with New England flowers very vividly in his novel Wheel of Fire, in which 

enthusiastic descriptions of New England flora throughout the changing seasons run as a 

counterpoint in the world of nature to the passions of the human characters.”85 

Bates’ use of poetry symbolizes what was known as the language of flowers, or 

“floriography.” This was a means of communication to express feelings that would not have 

been allowed to be spoken in Victorian society. With the understanding of those meanings, 

society members would often exchange nosegays, or talking-bouquets, to be carried or worn. 

According to Susan Loy, “The earliest literary record of the phrase ‘the language of flowers’ 

may be Christopher Smart’s line in Jubilate Agno, written during the period 1759 to 1763: For 

                                                             
82 Bill F. Faucett, George W. Chadwick: A Bio-bibliography, 185. 

 
83 Ledbetter, introduction to Earlier American Music, viii 

 
84 Edward Robinson, "Arlo Bates (1850-1918)." Proceedings of the American Academy of Arts 

and Sciences, 57 (1922), 473-474. 
 

85 Ledbetter, introduction to Earlier American Music, viii. 
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the flowers have their angels… For there is a language of flowers. For there is a sound reasoning 

upon all flowers. For elegant phrases are nothing but flowers.” 86 A description of each flower is 

found in the analysis of each song in the first appendix. 

Song Cycle vs. Song Collection 

Although the title would suggest otherwise, it is difficult to say that this set contains 

enough characteristics to be considered a song “cycle.” It is true that each of the twelve songs is 

dedicated to a specific flower, and most of the songs follow a formulaic modulation by third 

relationships. Some modulate to the relative major or minor, while others modulate to the 

mediant or submediant. However, it is specified in the music that the songs are written for 

different voice types, even though the text does not distinguish a male or female speaker. The 

Crocus and the Meadow Rue lists either a mezzo-soprano or tenor. The Water Lily and The 

Jacqueminot Rose mention only a tenor. The Columbine and The Foxglove call for a mezzo-

soprano. The Cardinal Flower asks for only a soprano, and the rest call for either a soprano or a 

tenor.  

The tessitura of The Crocus sits between G3 and E4 or G4 and E5, which would sit just 

below the passaggio of a tenor, but just above the lower passaggio of a mezzo-soprano, thus 

staying in a comfortable range for both. The Columbine, in contrast, keeps a similar tessitura, but 

spends larger amounts of time at the bottom of the staff where a tenor will struggle to resonate, 

but still contains high Gs that may be difficult for a baritone. The Water Lily, suggested only for 

tenor, has soaring melodic lines reaching an Ab4. However, the remainder of the melody tends to 

sit below C4. This makes it difficult for a soprano to be heard. A mezzo-soprano with a high top 

                                                             
86 Susan Loy, “History of the ‘Language of Flowers’ Book,” Flowers, the Angels’ Alphabet, 

www.literarycalligraphy.com/books/history.html (CSL Press, 2001), accessed May 29, 2018 

  

http://www.literarycalligraphy.com/books/history.html
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could have better success.87 Based on other song collections listed earlier, it is possible that the 

label for each piece was written with a specific person in mind, rather than a voice type. 

Unfortunately, there is no current evidence of that claim available for this set. Furthermore, there 

is little information on the level of singer that his other songs were dedicated to beyond Eleanor 

Everest Freer and Max Heinrich. 

Chadwick and Bates collaborated on two other large song collections; Lyrics from Told in 

the Gate and Songs of Brittany: Arranged and Harmonized from Traditional Breton Melodies. In 

both cases, the songs do not suggest a cycle, though there are similarities between the songs. 

Neither Dr. English, who has a commercial recording of the Songs of Brittany, nor Steven 

Ledbetter ever refer to either set as a song cycle.  

It is true that each flower set had a specific meaning in Victorian England, but the range 

of messages is so wide, that it would create a rather confusing nosegay, not to mention a large 

one, considering the fact that there are twelve flowers. Standard practice suggests that one flower 

may suffice, but one or two more could be added if it enhanced the message. Here again, there 

are suggestions that some of these songs could be put together in a miniature set. For example, 

The Wild Briar, representing pleasure and pain could be paired with The Jacqueminot Rose, 

representing love, and The Jasmine, representing sensuality. These ideas would most likely be 

best left to the performer. 

Further evidence of a collection over a cycle comes from Chadwick’s letter to the A.P. 

Schmidt Company in 1919. In response to them asking for suggestions of songs for a new 

collection, Chadwick writes,  

I suggest herewith a list of songs as you asked me to do, which might be incorporated in a 

collection… I am quite aware that the songs which I am present have never become as 

                                                             
87 Hitchcock, ed., Earlier American Music, 2-51. 
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popular as the ones published in the two song albums, but I am sure that the popularity of 

these songs is largely due to the fact that they are incorporated into one book. May I ask 

that you, and especially Mr. Schmidt, give this matter your most earnest attention, as I am 

not at all convinced that these songs are worthless from a commercial point as your 

accounts would seem to show. Following is the list: 

When Stars are in the quiet skies 

Love’s Image 

When I am Dead 

The Water Lily 

The Jasmine 

The Curfew 

Perriwinkle Bay 

Yesterday 

The Meadow Rue88 

 

This suggests that each song contains its own musical thought that is mostly independent of the 

remaining songs. It would also suggest that the order given in the album does not have to be 

followed as the songs can be performed as a set in almost any order.  

Conclusion 

It is not clear at this time if Chadwick had ever intended for this collection to be 

presented as a set. The evidence against this is the aforementioned 1919 letter to A. P. Schmidt, 

and the suggestion on each title page of a different voice type. Although it seems that the original 

intent was not there, these songs can be performed by a single voice, most likely a tenor or 

mezzo-soprano, and the majority of the songs sit in a comfortable area for both. There are 

enough similarities in some of the songs that certain pieces could be performed as a miniature 

set. The Crocus and The Trilliums share a number of musical characteristics that they should be 

performed together. The Foxglove and The Cardinal Flower both deal with identical rhyme 

schemes, and also focus on the subject of lost youth. The Water Lily and The Lupine both make 

                                                             
88 George W. Chadwick, Correspondence from the New England Conservatory Collection, July 

14, 1919.  
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subtle references to Robert Schumann’s Dichterliebe, while The Cardinal Flower, and The 

Jasmine channel popular French mélodie. Chadwick’s Flower Cycle is part of a larger volume of 

American music that has seemingly been forgotten over the course of time. It is, however, a 

valuable teaching tool for singers who are working to understand the far-reaching influence of 

European training.  

Chadwick’s Flower Cycle is part of a larger volume of American music that had been 

forgotten for many years following the First World War, and a generation of American 

composers who began studying with Nadia Boulanger. 89 It is, however, a valuable teaching tool 

for singers who are working to understand the far-reaching influence of European training, and 

one that can provide a basis for understanding more celebrated composers like Charles Ives and 

Leonard Bernstein. As Yellin concludes “Chadwick, more than any other composer of his 

generation, influenced the progress of American music far into the twentieth century. But it is as 

composer that he must be judged if he is, at last, to be recognized and revered as one of 

America’s great creative artists.”90  

 

 

 

 

 

 

 

                                                             
89 Faucett, George Whitefield Chadwick, his Symphonic Works, 169. 

 
90 Yellin, Chadwick, Yankee Composer, 82-83. 
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APPENDIX A: Description of Songs 

The Crocus 

The Crocus is the only piece that is described in detail in Yellin’s book. The 

accompaniment, also shown in Mendelssohn’s Die Nonne, is described by Yellin as having “the 

inspiration of a Bach perpetuum mobile prelude with its arpeggios and small-note figurations.” 

Its subject, a love that dies too soon is accompanied by the quick ending. “It is over before its 

true effect is felt.”91 Referring to the Spring Crocus, this represents youthful gladness that allows 

the singer to perform happily even as the outcome is understood. The melody line is highlighted 

by many different intervals that challenge the singer to negotiate these various jumps all while 

the accompaniment follows its own florid line mostly independent of the singer.  

The Trilliums 

The Trilliums is a poem anticipating the end of winter and the first true signs of spring. 

This is a popular topic among the German Romantic composers, including Schubert’s 

Frühlingsglaube (Spring’s Promise), Schumann’s Erstes Grün (First Green), and Wolf’s Im 

Frühling (In Spring)  

The Trilliums does not have a specific romantic interest, but is a celebration of the arrival 

of spring, and the flower represents an awakening. Like the Crocus, The Trilliums doesn’t 

officially change keys, but modulates from F major to Ab major in measure 33. The B section 

also features a similar accompaniment to the Crocus with the florid line of the right hand 

complemented by primarily a single note base line. This would suggest that both songs should be 

performed together based on the similarity of the musical lines, the contrast in mood, and that 

both flowers are also known as early season bloomers. 

                                                             
91 Ibid., 159. 
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The challenge with this piece lies in the tendency to speed up the tempo, based on the 

excited tone of the song. The “Vivace” tempo marking should be taken literally, as lively, but not 

necessarily fast.  

The Water Lily 

The Water Lily features the first song of the set to describe a romantic relationship 

against the backdrop of nature. Though there isn’t a progressive story, it is a description of the 

scene that is later equated to the relationship, coming to its climax with the C major key change 

in measure 19. Since the flower represents “purity of heart,” there is a happy ending to the song 

which should be expressed by the singer. The poetic form differs from an alternating scheme 

(ABAB) to a stanzaic form (AAAB CCCB). The accompaniment, like the previous two pieces 

features a florid right hand, but the left hand’s descending ostinato sets it apart from the previous 

two songs.  

The Cyclamen 

The Cyclamen features the first use of a subject dealing with Middle-Eastern culture. The 

late 19th century in Boston was a time of flirtation with non-Christian religions and ideas.92 Its 

meaning is of resignation and farewell, which suggests that the singer knows someone laid to rest 

in this scene, and it should be sung in a solemn, almost reverential way. The cyclamen flower is 

native to the Mediterranean, Black and Caspian basins of Eastern Europe. Keeping with his 

modulation traits, the piece starts in C minor, and modulates multiple times between that and A-

flat major before ending in the second key. The difficulty of this song lies in the stark dynamic 

contrasts from piano to forte, then immediately back to pianissimo after the move to A-flat 

                                                             
92 Faucett, Music in Boston, 38. 
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major. The second challenge lies in the ability to sing in a difficult tessitura as the melody 

oscillates between C and E-flat, then E-flat to G.  

The Wild Briar 

The Wild Briar presents a change in effect as Chadwick opts for a march-like tempo 

rather than the soaring legato lines of his previous songs. In a short four-verse strophic song, he 

is still able to work in a short tonicization of a minor from C major in both false cadences in 

measures 10 and 22. The story speaks of the flower as a roving lover who never stays around for 

very long, but ultimately finds itself lonely in the winter and pining for the spring again. This is 

consistent with the meaning of pleasure and pain. In the case of this song, it begins pleasurable, 

but ends somewhat painfully.  

The Columbine 

The Columbine describes the flower as a carefree youthful type whose only interest is to 

dance and enjoy life free from the struggles of adversity. The meaning of resolution suggests that 

the Columbine is aware of adversity around it, but chooses to shut it out in favor of happiness. 

The instruction “quasi campanelli” or almost bell-like in the accompaniment references the bell 

like shape of the flower. This is the first song that lacks a true tonicization or modulation to a 

mediant key, but Chadwick also uses the voice to imitate the bell-like accompaniment. The 

challenge for the singer lies in negotiating the quickly changing melodic vocal line featuring 

unexpected intervallic leaps, and to sing with phrasing in the face of such accompaniment. 

Though there should be some accent in the voice, it should still maintain its line. 

The Foxglove 

The Foxglove’s style is based in hymnody, which makes sense given Chadwick’s 

extensive time as a church organist. This song differs from the previous few, as instead of giving 
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human characters to flowers for description, the singer is reminiscing about younger times, while 

using the foxgloves that grew in his grandmother’s garden to conjure those memories. There are 

multiple suggestions of this flower ranging from stateliness, to youth, or wishing for it. In this 

song, it appears that the singer, though wishing for lost youth, has accepted his or her fate. The 

instruction of “Semplice” or simple should be taken literally, as this song should not be over 

thought. However, the “quasi menuetto” instruction is most likely not to be used, as the song has 

very little feel of a minuet. Like The Columbine, there is a lack of a true modulation. Though the 

F-sharp in measure 11 briefly suggests a tonicization from F major to D major, though it is not 

fully realized. 

The Cardinal Flower 

The Cardinal Flower features an example of Chadwick’s French mélodie influence, as the 

opening of the piece is strikingly similar to Gabriel Faure’s Aprés un rêve.93 It also features his 

most involved set of modulations, as mentioned before from d minor, to F major, to D major, and 

finally F-sharp major. This piece seems out of place if going by the order as the previous three 

pieces have all been based in folk-like melodic structures. However, The Cardinal Flower brings 

back the high soaring melody lines that somehow seem to hide the true inevitability of the story, 

as the flower is ultimately forgotten. This may be an ironic twist by Chadwick with a flower that 

represents distinction. That is certainly not the case in this song. 

The Lupine 

The Lupine is the only piece that appears to go directly to a Tonic-Dominant relationship. 

However, measure six does in fact have a motion, albeit slight to D major with use of the F# on 

its way to F major. The text allows for the singer to speak directly to the flower to ask if he can 

                                                             
93 Gabriel Fauré, Sixty Songs (New York: Dover Publications, 1990), 69. 
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prove himself to his hopeful love. Schumann’s Am leuchtenden Sommermorgen, (On a bright 

summer morning) the twelfth song from Dichterliebe, provides a similar context except that the 

flowers are speaking to the singer, instead of Chadwick’s interpretation. The Lupine represents 

imagination, and this is used in a literal sense. 

Table 2, Poetry and translation of Am leuchtenden Sommermorgen, from Dichterliebe, Op.48, 

Robert Schumann. 

 

Am leuchtenden Sommermorgen 

Geh’ ich im Garten herum. 

Es flüstern und sprechen die Blumen, 

Ich aber wandle stumm; 

 

Es flüstern und sprechen die Blumen, 

Und schau’n mitleidig mich an: 

„Sei unsrer Schwester nicht böse, 

du trauriger, blasser Mann!“ 

On a shining summer morning 

I wander around my garden. 

The flowers are whispering and speaking; 

I, however, wander silently 

 

The flowers are whispering and speaking 

And look at me sympathetically 

“Do not be angry with our sister, 

You sad, pale man!” 

 

 There is also no real resolution to the story. Whether or not the singer wins his love is up for 

interpretation.94 

The Meadow Rue 

 The Meadow Rue begins with the piano doubling the singer in octaves to highlight the 

“ghostly” feel of the poem. However, the singer is talking about the death of youth, rather than 

physical death and the move from A minor to F major signals the reminiscence of youth. This is 

not a sad song, but more of an acceptance of the inevitable aging process, leading to the journey 

back to reality with the return of A minor. The reference to the herb of grace probably refers to 

the common rue native to the Balkan Peninsula, including Greece, Bulgaria, and Romania. The 

                                                             
94 Phillips, Lieder, Line by Line, 201. 
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common rue represents disdain, but the Goats Rue is about reason. These could both be 

employed in the atmosphere of this song. 

The Jasmine 

 Chadwick’s use of Wagner’s wind motive gives the beginning a sense of calm before the 

piece takes off with its soaring refrain. Though there is no official key change, the piece moves 

subtly from Eb major to Gb major and back multiple times. The mention of the jasmine tends to 

trigger the key change, and like the smell of the jasmine, the key lingers just after breezes end. 

All that is left is the mysterious atmosphere of the night. The Jasmine, which is known to bloom 

at night, also means amiability or sensuality. This is consistent with the writing, and it should be 

sung with great passion. 

The Jacqueminot Rose 

 Believed to be what the work is based on, The Jacqueminot Rose, is written as an Italian 

triolet, featuring a rhyme scheme of ABAAABAB. This is the only song of the set with this 

poetic form. True to his style, the piece begins in C harmonic minor, but when the text becomes 

more reminiscent, the key moves to E-flat Major and even briefly tonicizes A-flat major in the 

false ending before officially changing to C major in measure 30. The text describes saying 

goodbye to a lover, though it is not clear as to the nature of the goodbye, but the high A at the 

end of the piece would suggest that this is only temporary. Also known as the “General Jack” 

rose, it is almost always found to have a deep red or slightly purplish color, representing love 

with some enchantment. 

 

 



59 
 

APPENDIX B: Poetry and Rhyme Scheme of A Flower Cycle 

All poetry by Arlo Bates 

The Crocus 

Rhyme Scheme: ABAB, CDCD 

 

Brave Crocus, out of time and rash 

You come when skies are are all amort and chill: 

To find to soon how cruel hail can dash, 

And bitter winds can kill. 

 

You are like early loves most sure 

Which die so soon in this world nipping air 

Your mission like to theirs not to endure, 

But to make springtime fair. 

 

The Trilliums 

Rhyme Scheme: ABAB, CDCD 

 

Wake Robin, the trilliums call, 

Though never a word they say 

Wake Robin, while bud sheaths fall 

And violets greet the day 

 

The soft winds bring the spring again 

The days of snow are done. 

The stir of life’s in every vein 

And warmly shines the sun. 

 

The trilliums stars are white as milk, 

They beckon as they swing 

The trillium’s leaves are soft as silk  

To make the robins sing. 

 

And all the hill and all the dale, 

Shall once again be gay, 

When trilliums from the tree set vale 

Open their cups today, 

 

Wake robin, the trilliums call. 

 

The Waterlily 

Rhyme Scheme: AAAB, CCCB  

 

Where the dark waters lave, 
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Where the tall rushes wave 

Safe from rude winds that rave, 

Floats the fair waterlily 

 

White as my sweetheart’s breast 

Pure as her dreamings blest 

Lying in cradled rest 

When night is stilly. 

 

Oft wooing comes the bee, 

On light wings eagerly, 

Leaving the pleasant lea, 

Luscious with clover, 

 

Then to her heart of gold 

‘Mid petals half unrolled 

Fond doth the lily hold 

The amourous rover. 

 

Sweetheart within thine arms, 

Fold me with all thy charms, 

Safe from more rude alarms 

Than thy hearts beating. 

 

Let the sweet lily be,  

Emblem for thee and me  

Be thou as kind as she  

In thy fond greeting. 

 

The Cyclamen 

Rhyme Scheme: ABAB, CC 

 

Over the plains where Persian hosts 

Laid down their lives for glory. 

Flutter the Cyclamens like ghosts, 

That witness to their story. 

 

O fair, O white, O pure as snow, 

On countless graves how sweet they grow. 

 

Or crimson like the cruel wounds 

From which the life blood flowing. 

Poured out where now on grassy mounds, 

The low soft winds are blowing. 

 

O fair, O red, like blood of slain, 
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Not even time can cleanse that stain. 

 

But when my dear these blossoms hold, 

All loveliness her dower. 

All woes and joys the past enfolds, 

In her find fullest flower, 

 

O fair, O pure, O white, and red 

If she but live what are the dead? 

 

The Wild Briar 

Rhyme Scheme: ABAAB 

 

The Wild Briar dabbles his fingertips, 

In the wine till they are red; 

Then over the hedge he climbs and slips, 

And kisses the wild rose on the lips, 

Till blushing bows her head.  

 

The Wild Briar clambers from spray to spray, 

For an ardent wooer he, 

But once he has won he hastes away, 

Nor tears, nor prayers avail to stay, 

His fickle fancy free. 

 

The Wild Briar riots the thickets through, 

Like a wanton lusty faun; 

He strings for the cedar berries blue, 

He vows to the alder homage true, 

He sighs to woo the dawn. 

 

For the fire of love and the fire of youth, 

Fills his veins with glow divine; 

Till winter has caught him without ruth, 

And thickets are bare. Ah! Then in sooth, 

He longs for spring’s glad wine. 

 

The Columbine 

Rhyme Scheme: AA, BCBC, AA 

 

Gay in her red gown trim and fine, 

Dances the merry Columbine. 

 

Never she thinks if her petals shall fall, 

Cold rains beating she does not dread, 

Sunshine is round her and spring birds call; 
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Blue are the skies above her head,  

 

So in her red gown trim and fine, 

Merrily dances the Columbine. 

 

Blithe in her white throat smooth and fine, 

Dances the careless Columbine. 

 

If she coquettes with the wandering bee, 

When she goes, does she toss her head? 

Heart whole and frolicsome still is she; 

Lovers enough she wins instead, 

 

So, with her white throat smooth and fine, 

Carelessly dances the Columbine. 

 

Bright in her coronet golden and fine, 

Dances the mocking Columbine. 

 

Gay is she still whatsoever befall, 

Love less wanton on pleasure bent, 

Now is her moment her day, her all; 

What will she be when it is spent, 

 

Then will be dust her beauty so fine, 

Dust only dust mocking Columbine. 

 

The Foxglove 

Rhyme Scheme: AABBCC 

 

In grandma’s garden in shining rows, 

The box smells as it trimly grows; 

The sun dial quaint the hour tells 

‘mid foxgloves tall with spotted bells, 

 

And all is dear and all is fair, 

As childhood’s self had dwelling there. 

 

In grandma’s garden a child I played, 

With naught save bees to make afraid 

I counted the spots on foxglove’s cheek, 

And knew it could tell if it would but speak, 

 

How cunning fairies in the night, 

Had painted each by faint starlight. 
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In grandma’s garden the foxgloves gay, 

With every wind would nod and sway 

Full well I knew that they were wise 

And watched with childhood’s eager eyes, 

 

To see them whisper each to each, 

And catch the secrets of their speech. 

 

In grandma’s garden still I walk, 

And still the foxgloves seem to talk 

There speech not yet, my manhood learns, 

But when I see them youth returns, 

 

I wonder at them still in vain, 

But with them am a child again. 

 

The Cardinal Flower 

Rhyme Scheme: AABBCC 

 

When days are long and steeped in sun, 

The brown brooks loiter as they run, 

And lingering eddy as they flow, 

Full loth to leave the meadows low; 

 

For then the Cardinal, a blaze  

with splendid fire, their fancy stays. 

 

Like a tall Indian maiden, dressed 

In scarlet robes, in tranquil breast 

That ne’er has known love’s humbling thrall, 

But haughty queens it over all; 

 

The flower, her image mirrored throws 

While proud as beautiful she glows. 

 

It sees the speckled trout dart by, 

And swift winged flits the dragonfly, 

Over the brooks’ smooth waters dun, 

Naught doth it heed them, all or one 

 

Alone it lives and seeks no praise 

Through the brief splendor of it days. 

 

The Lupine 

Rhyme Scheme: ABCB, DEED 
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Ah Lupine, with silvery leaves 

And blossoms blue as the skies, 

I know a maid like thee, 

And blue, too, are her eyes. 

 

Gray as a nun’s her dress; 

How lowly, 

And holy, 

Her mien cannot mere words express. 

 

Fair lupine, the dewdrop shines, 

A gem night gives to thee; 

So pure her radiant soul 

Within her breast must be. 

 

Like thee, she dwells alone; 

Her sweetness, 

Completeness, 

As in thyself in her are known. 

 

Oh lupine, I pluck thy bloom, 

But how her grace may I win? 

So fair so pure is she, 

My suit may not begin. 

 

Unless I send thy flower 

To prove her, 

And move her, 

Me with her priceless love to dower. 

 

The Meadow Rue 

Rhyme Scheme: ABAB, CDCD, EE 

The tall white rue stands like a ghost, 

That sighs for days departed, 

Ere life’s woes gathered like a host 

And sorrow’s tears had started. 

 

And ‘tis oh, to be a child again, 

When meadow brooks are playing, 

Where the long grass nods with sound like rain 

to sweet wind through it straying! 

 

Oh, the rue grows tall and fair to see; 

Sweet “herb of grace” and memory. 

 

The white rue trembles as it stands, 
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As if some spirit seeing, 

As if it yearned toward unseen hands 

Some loved one near, but fleeing. 

 

And ‘tis oh, to taste lost youth once more 

When well-loved lips were meeting, 

When the heart was blithe that now is sore 

Nor dreamed love’s bliss is fleeting. 

 

Oh, the rue grows tall and fair to see; 

Sweet “herb of grace” and memory. 

 

The Jasmine 

Rhyme Scheme: ABCB, DEFE, GG 

 

The soft, warm night wind flutters, 

Up from the dim lagoon, 

And the timorous shadows hide them, 

From the red new risen moon; 

 

The scent of the Jasmine lingers, 

Like a languorous pain divine, 

Till the night moth reels in its fragrance, 

Drunken as if with wine. 

 

Oh, Jasmine fair,  

Oh southern night most rare,  

 

The warm air beats with passion, 

As some hot bosom throbs, 

While an amorous night bird murmurs, 

As its bliss found vent in sobs; 

 

The scent of the Jasmine pulses, 

It comes and goes on the wind, 

Could one climb o’er its lattice 

What bliss might he not find! 

 

Oh, Jasmine blest, 

What dreams of cradled rest. 

 

A spark from the casement flickers, 

And touches the Jasmine’s bloom, 

Til the blossoms glow like star gems, 

As they gleam in the fragrant gloom. 
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I know not what breath from their chalice, 

Has stirred my soul like wine, 

That I reel like the drunken night moth 

With love’s keen pain divine. 

 

Oh Jasmine sweet, 

Why speeds the night so fleet. 

 

 

The Jacqueminot Rose 

Rhyme Scheme: ABAAABAB 

 

‘Twas a Jacqueminot rose 

That she gave me at parting, 

Sweetest flower that blows,  

‘twas a Jacqueminot rose, 

In the lone garden close,  

with the swift blushes starting 

 

‘twas a Jacqueminot rose  

that she gave me at parting. 

 

If she kissed it who knows, 

Since I will not discover 

And lone is that close, 

If she kissed it who knows 

Or if not the red rose, perhaps the lover; 

 

Yet at least with the rose 

Went a kiss that I’m wearing 

More I will not disclose, 

Yet at least with the rose, 

Went whose kiss no one knows, 

Since I’m only declaring, 

 

That at least with the rose, 

Went a kiss that I’m wearing. 
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