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Abstract 

 

Franz Schubert (1797-1828) is perhaps best known for his artistic development of 

German Lieder. Schubert’s choral songs with poetic texts, however, have been given little 

attention, especially with regard to his treatment of harmony. Three vocal works, the art song 

Bertha’s Lied in der Nacht, D 653, the part-song Ständchen, D 920, and the cantata Mirjams 

Siegesgesang, D 942, are Schubert’s only musical settings of the texts of the Austrian poet Franz 

Grillparzer (1791-1872). This paper will focus on the harmonic elements in these works and their 

abilities to express the text. Harmonic motives, as discussed in the analysis of Brian Black, serve 

as descriptors for Schubert’s harmonic expression of text on the micro and macro levels. 

Schubert has been both lauded and berated for his incorporation of chromatic harmony. This 

document suggests that the study of the relationship between Schubert’s choice of harmony and 

his text setting is key to understanding his artistry as a composer and essential to interpreting 

these works as a performer. 
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Intent and Scope 

 

Although the music and life of Franz Peter Schubert have generated an abundance of 

research, relatively little has been written about his German-texted secular choral settings. Unlike 

the other three members of the first Viennese school, Wolfgang Amadeus Mozart (1756-1791), 

Franz Joseph Haydn (1732-1809), and Ludwig van Beethoven (1770-1827), Schubert was not a 

Viennese transplant. This fact alone has given musicologists much to ponder, as his experiences 

growing up in Vienna had major impacts on his music, including his development of Lieder. 

Though his Lieder have been extensively studied, little scholarship has been dedicated to his 

choral works with poetic texts, which are related to his Lieder.1 To begin to fill this lacuna, the 

following study focuses on the art song Bertha’s Lied in der Nacht and two German-texted 

choral settings, Ständchen and Mirjams Siegesgesang, Schubert’s only three settings of 

Grillparzer’s poetry. 

Schubert’s part-song Ständchen (Zörgernd Leise in des Dunkels Nächt’ger Hülle), 

composed in 1827, is a popular piece with two settings, one for TTBB voices, alto solo, and 

piano; and another for SSAA voices, alto solo, and piano. Franz Grillparzer (1791-1872) penned 

the words. He also wrote the text for Schubert’s cantata Mirjams Siegesgesang for SATB chorus, 

soprano solo, and piano, composed in 1828 a few months before Schubert died. Previous to this, 

he composed Bertha’s Lied in der Nacht for soprano and piano (1819). Franz Grillparzer was a 

respected Viennese poet and dramatist. As a musician and composer himself, Grillparzer also 

had ties to Beethoven, Niccolò Paganini (1782-1840), Clara Wieck (1819-1896), Johanna Maria 

“Jenny” Lind (1820-1887), Franz Liszt (1811-1886), Giacomo Meyerbeer (1791-1864), and 

                                                           
1 Donna M. Di Grazia, ed., Nineteenth-Century Choral Music (New York: Routledge, 2013), 119. 
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Felix Mendelssohn (1809-1847).2 During his lifetime, however, Schubert was the only one who 

set the poet’s words to music.  

Grillparzer gave the oration at Beethoven’s funeral in 1727, which thousands of Viennese 

people attended and for which Schubert was a torchbearer. A little more than a year later, 

Schubert lay on his deathbed as musicians played Beethoven’s String Quartet in C-sharp minor, 

Opus 131, at his request. Days later, Schubert was in the ground, buried close to Beethoven, 

again at his request. Grillparzer, who had spoken at Beethoven’s funeral the previous year, wrote 

the following suggestive yet cryptic epitaph for Schubert: “The art of music here entombed a rich 

possession, but even far fairer hopes.”3 

The text of Bertha’s Lied in der Nacht (Bertha’s Song in the Night)4 was written for 

Grillparzer’s 1817 play Die Ahnfrau. The setting is a castle on a dark and stormy night in which 

Bertha lulls her father to sleep. Grillparzer cut this scene from the production, however, and 

Schubert did not compose the musical setting until 1819—a setting in which “the darkness of the 

night…is almost tangible.” 5 According to Susan Youens, “the implied harmonies are beautifully 

expressive of the mystery of nightfall.” 6 

Schubert composed Ständchen (Serenade) for the birthday party of Louise Gosmar 

(1803-1858), a wealthy student of Anna Frölich (1793-1880). Grillparzer and Schubert were both 

connected to the four Frölich sisters. Schubert composed the original version for male chorus and 

                                                           
2 Johannes Brockt, “Grillparzer and Music,” Music and Letters 28, no. 2 (July, 1947): 242-248.  

3 Otto Erich Deutsch, ed., The Schubert Reader: A Life of Franz Schubert in Letters and Documents, trans. 

Eric Blom (New York: W.W. Norton and Company, 1947), 825-826, 899. 

 
4 All German translations are by the author of this paper. 

  
5 Gerald Abraham, ed., The Music of Schubert (Port Washington, NY: Kennikat Press, INC., 1969), 170.  

 
6 Susan Youens, “Franz Schubert: The Lied Transformed,” in German Lieder in the Nineteenth Century, 

Rufus Hallmark, ed. (New York: Routledge, 2010), 64. 
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alto solo, not knowing Anna’s desire for the piece to be sung by Gosmar’s female friends. 

Schubert reworked it for a garden performance on August 11, 1827.7 The text is a serenade of 

love. The musical texture features call and response between vocal solo and quartet, supported 

by broken chords in the piano. 

Mirjams Siegesgesang (Miriam’s Song of Triumph) is the most extensive of the three 

Grillparzer settings. It has been called an oratorio and also a cantata, and its own title labels it a 

Gesang—a non-strophic song. In this document this piece is referred to as a cantata since the 

Italian etymology means “to sing.” This connects it to its own title and the two other Grillparzer 

settings as types of songs. The cantata’s text derives from Old Testament passages in which 

Moses and Miriam lead the Israelites in celebration after their deliverance from the Egyptians.8 

These passages have been used liturgically as Old Testament canticles. The score presents one 

continuous movement divided into six sections. Much of it is written in the spirit of Lieder with 

lyric solo melodies over a supportive accompaniment. As in Ständchen, all but one section is a 

call and response between solo and chorus, though with greater imitative writing in the chorus 

and piano. The cantata ends with an extensive fugue. 

Schubert was a contemporary of Beethoven, who also lived in Vienna and under whose 

shadow Schubert struggled. This is part of the dichotomy of Schubert’s life and output. Out of all 

of Schubert’s symphonies and string quartets, only one of his string quartets was published 

during his lifetime, although these were genres for which Beethoven was well-known. Most of 

Schubert’s poet-friends held other positions and revered him for his innovation in song but could 

do little to promote his status in the serious genres, nor did most think Schubert’s output in these 

                                                           
7 Otto E. Deutsch, The Schubert Reader, 657. 

 
8 This is described in the book of Exodus, Chapter 15.  
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genres worthy.9 Paradoxically, because of his success in song, serious musicians put forth little 

effort to promote the other formal genres. Frequent use of popular song melodies in his string 

quartets also may have affected the perceived worthiness of his output.10  

Despite this, Schubert composed and studied works in the standard genres of the first 

Viennese school. In addition to the ten numbered symphonies currently recognized by modern 

scholarship, Schubert wrote six masses, three of which contain extensive fugal writing at the end 

of the Gloria, and the Mass in E-flat Major, D 950, also includes fugal writing at the end of the 

Credo. Schubert displayed a renewed passion for counterpoint towards the end of his life. This is 

evidenced by his study of George Frideric Handel’s (1685-1759) oratorios and, just before his 

death, his single lesson with Simon Sechter (1788-1867), a respected composer of fugues.11 

Schubert’s admiration for Beethoven was linked to both composers’ admiration of Handel. 

Schubert composed Mirjams Siegesgesang as an homage to Handel and, arguably, an indirect 

homage to Beethoven. As Gibbs notes, “Schubert did not, nor did he wish to, escape 

Beethoven’s example and legacy.”12 Schubert, like Beethoven, serves as a bridge between 

Classical and Romantic ideals. Beethoven is considered a model of formal transformation for 

Romantic composers who followed,13 while “Schubert’s symphonies follow regular Classic 

                                                           

 
9 John M. Gingerich, “‘Classical’ Music and Viennese Resistance to Schubert’s Beethoven Project,” in 

Schubert’s Late Music: History, Theory, Style, Lorraine Byrne Bodley and Julia Horton, eds. (Cambridge: 

Cambridge University Press, 2015), 19-20. 

 
10 Ibid., 28. 

 
11 Otto E. Deutsch, ed., The Schubert Reader: A Life of Franz Schubert in Letters and Documents, trans. 

Eric Blom (New York: W.W. Norton and Company, 1947). 

 
12 Christopher H. Gibbs, The Life of Schubert (Cambridge: Cambridge University Press, 2000), 2. 

 
13 Donald J. Grout and Claude V. Palisca, A History of Western Music (New York: W.W. Norton & 

Company, 1996), 534.  
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forms, and if they are considered Romantic it is by virtue of the music’s lyricism, its adventurous 

harmonic excursions, and its enchanting colors.”14  

This study is not concerned with Schubert’s treatment of sonata form or his 

categorization as a Classicist or Romantic, but explores Schubert’s use of these “adventurous 

harmonic excursions and enchanting colors” as an expression of the texts. Although some initial 

comparisons between Beethoven, Schubert, and Handel have been made, the main purpose of 

this study is to demonstrate that in his choral works, as in his songs, Schubert uses harmony to 

illustrate the texts, to create particular moods, and to remind the listener of recurrent elements in 

the poetry.  

Analysis is focused especially on Schubert’s modulatory techniques and his use of modal 

mixture, applied chords, Neapolitan chords, augmented sixth chords, common-tone diminished 

seventh chords, and chromatic mediants. The harmony is analyzed with Roman numeral 

analysis. 

  Harmony plays an important part in Schubert’s creation of musical form. Unlike his 

instrumental works, in the choral works considered for this study the composer does not attempt 

to impose the requirements of sonata form on the formal constraints presented by his texts. 

Musical form follows and enhances text expression. Schubert uses key centers and harmonic 

prolongation to emphasize specific words and phrases. He also uses harmony more broadly for 

tonal allusion, so that harmonic moments, single pitches, or keys foreshadow or reflect structural 

and textual ideas.  

                                                           
14 Ibid., 570.  
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In his article “Motif” for Grove Music Online William Drabkin defines “motif” as “a 

short musical idea, melodic, rhythmic, harmonic, or any combination of these three.”15 Harmonic 

motive denotes the use of harmony as a musical idea, especially in a recurring context. In a 2009 

article on the functions of harmonic motives in Schubert, Brian Black describes harmonic 

motives as examples of tonal allusion with three different functions: referential, modulatory, and 

gestural. A referential harmonic motive interprets a stable harmony or a harmonic cell as a 

foreshadowing or reflection of events or tonal centers, which helps to solidify the structural tonal 

centers of a work. A modulatory harmonic motive illuminates the tonal possibilities within 

modulations; it is usually an unstable chord, such as a diminished seventh, that can be 

repurposed to lead to various tonal centers, or a cell of subsequent harmonies which could be 

transposed to accomplish tonal variety. A gestural harmonic motive serves as a unique 

expression that invokes strong emotions or colors with each occurrence; this could be 

accomplished through its idiosyncrasies of voice-leading or its prolongation for dramatic effect.16 

Brian Black’s three functions of harmonic motives are utilized but not his analytical symbols. A 

focus on Schubert’s treatment of harmony does not minimize the importance of other musical 

elements for the understanding of his choral works, but rather, sheds new light on an aspect of 

their expressive language and formal construction that has been neglected in the scholarly 

literature.  

                                                           

15 William Drabkin. "Motif." Grove Music Online. 2001; Accessed 13 Dec. 2019. 

https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-

9781561592630-e-0000019221. 

 
16 Brian Black, “The Functions of Harmonic Motives in Schubert’s Sonata Forms,” Intégral 23 (2009):  

1-63. 
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Ständchen and Mirjams Siegesgesang each have two versions. The treble version of 

Ständchen will not be analyzed, nor will Franz Lachner’s (1802-1809) orchestrated version of 

Mirjams Siegesgesang. The latter was created posthumously without any documented influence 

by the composer. Both contain the same harmonic progressions as the originals and will not be 

included in this discussion. 
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Review of the Scholarly Literature 

 Out of a large corpus of Schubert biographies, those by Maurice J.E. Brown (1906-1975), 

Alfred Einstein (1880-1952), and Otto Erich Deutsch (1883-1967) are frequently referenced in 

Schubert scholarship. Deutsch’s authoritative biography was the first comprehensive study of 

primary sources pertaining to Schubert’s life, and brought a host of new material to light when it 

was published in 1914.17 Deutsch subsequently expanded his study, which was then translated 

into English by Eric Blom (1888-1959) in 1947.18 This source remains a pillar of the scholarly 

literature on Schubert because it transmits accounts of his life and works drawn from historical 

documents. In it Deutsch only adds commentary if clarity or authentication is needed. Deutsch is 

also responsible for the chronological cataloguing of Schubert’s works, hence the D number in 

Schubert’s well-known thematic catalogue.19 Deutsch’s work had a major influence on Alfred 

Einstein, and the two were in contact during the writing of Einstein’s biography of Schubert, 

Schubert: A Musical Portrait. Einstein is perhaps the only author who discusses Mirjams 

Siegesgesang as a “robust counterpart” to Ständchen.20 More recently Christopher Gibbs has 

interpreted Schubert’s artistry in light of Beethoven’s influence on the younger composer.21 

Gibbs is also relevant because of his emphasis on Schubert’s last years, during which Ständchen 

and Mirjams Siegesgesang were written.  

                                                           
17 Otto E. Deutsch, Franz Schubert: Die Dokumente seines Lebens und Schaffens, 2 vols. (Munich & 

Leipzig: Georg Müller, 1914). 

 
18 Otto E. Deutsch, The Schubert Reader, 808. 

 
19 Otto E. Deutsch with D.R. Wakeling, Schubert; Thematic Catalogue of All His Works in Chronological 

Order (London: W.W. Norton, 1951). 

 
20 Alfred Einstein, Schubert: A Musical Portrait (New York: Oxford University Press, 1951), 300. 

 
21 Christopher H. Gibbs, The Life of Schubert. 
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In his article on the composer for the New Grove, 22 Robert Winter offers a whirlwind of 

detailed specifics on Schubert’s life. The latter half of the article is devoted to Schubert’s style, 

including his innovations in song. This includes the influence of the Lieder of Johann Rudolf 

Zumsteeg (1760-1802), though Schubert shows his superior compositional prowess through 

more complex and expressive accompaniments and the ability to depict text beyond the micro 

level. “Schubert’s uniqueness lay not only in his raising the lied [sic] from a marginal to a central 

genre but his ability to fuse poetry and music in ways that seem not only unique but 

inevitable.”23 Along with Schubert’s noted lyricism and rhythmic ingenuity, Winter comments 

on Schubert’s progressive chromaticism—modeled on Mozart but at times foreshadowing 

Richard Wagner (1813-1883). Winter cites Schubert’s employment of distantly related keys, 

chromatic sequences, and chromatic mediant relationships. 

 Ernest G. Porter devotes separate chapters to key, harmony, and modulation in Schubert’s 

Song Technique. Porter explains in the opening paragraph of Chapter III, Key: 

Schubert’s sense of note relationship whether in melody or harmony was extraordinarily 

keen, and of all notes he held the mediant as the most expressive. It was of course the 

means of major-minor transformation which is such a characteristic of his work, but it 

was much more than this. His melodies so often revolve around that note, rising to it in 

conjunct or disjunct motion, using it as a climax or as an initial opening of a fresh phrase, 

or making it a pivot for modulation. In all the greater songs the third of almost every 

chord seems to be ‘placed’ with loving care, and regardless of the ordinary diatonic scale 

it is turned into a major or minor interval according to his feeling for the word or phrase 

in the song.24 

 

                                                           
22 Maurice J.E. Brown, Eric Sams, and Robert Winter. "Schubert, Franz." Grove Music Online. 2001; 

Accessed 13 Dec. 2019. 

https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-

9781561592630-e-0000025109. 

 
23 Ibid. 

 
24 Ernest G. Porter, Schubert’s Song Technique (London: Dobson Books, 1961), 33. 
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In Schubert’s musical language, the mediant serves important formal and expressive functions. 

In many songs this scale degree plays the most prominent role and contributes to the modal 

mixture for which Schubert is known.  

In his chapter on harmony, Porter categorizes Schubert’s chromaticism by sonority. 

These categories include the Neapolitan sixth, the augmented sixth, the dominant seventh, the 

diminished seventh, chromatic triads (chromatic mediants), and pedals. Porter does the same in 

his chapter on modulation, though tonicization and common-tone modulation are described 

without the modern nomenclature. Much of the harmonic emphasis of these chapters is 

connected to expression of the text. This is on both the micro level, such as word painting, and 

macro level, such as ending in a higher key than the beginning to express the emotional content 

of the poetry.25 In a 1986 essay Lawrence Kramer references Porter in confirming this expressive 

approach, along with the transformational powers the Lied had on Classical restrictions. “The 

traditional way to explain why the Lied, in particular, should form the breakthrough genre is to 

observe that structural looseness and harmonic irregularity can be persuasively justified as 

expressions of a text.”26 This thought is important in establishing form and harmony as 

“expressions of a text.”  

Susan Youens supports the idea that Schubert engaged in word painting on the micro and 

macro level. She describes Schubert’s treatment as “highly stylized onomatopoeia”—descriptive, 

but never “an end unto itself.”27 Her analyses of Schubert’s Lieder elegantly tie the harmony and 

                                                           
25 Ibid., 34. 

 
26 Lawrence Kramer, “The Schubert Lied: Romantic Form and Romantic Consciousness,” in Schubert: 

Critical and Analytical Studies, Walter Frisch, ed. (Lincoln and London, NE: University of Nebraska Press, 1986), 

200. 

 
27 Susan Youens, “Franz Schubert: The Lied Transformed,” in German Lieder in the Nineteenth Century, 

Rufus Hallmark, ed. (New York: Routledge, 2010), 40. 
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other musical elements to localized textual expression. Youens gives an eloquent description of 

Bertha’s Lied in der Nacht, hailing the texture and use of parallel major and minor as 

“extraordinary.”28 In addition to other musical elements, Youens describes harmony in relation to 

the text, though some interesting chromaticism goes unmentioned. More harmonic detail is 

provided in the chapter entitled “Harmonic Analysis of Bertha’s Lied in der Nacht, D 653.” The 

section of her article entitled “Traits of Schubertian Song” that discusses the harmonic 

component of text expression in Ganymed, D 544, Die Götter Greichenlands, D 677, Nacht und 

Träume, D 827, and others, is used in the analysis. Like Porter, Youens emphasizes Schubert’s 

propensity for mediant relations and common-tone modulations, and his affinity for shifting 

between parallel keys.  

Schubert’s musical choices were foremost an expression of the text, not of the philosophy 

of the poet. Robert Trawick Allen proposes that Schubert demonstrated a new method of song 

technique in the years 1815 and 1816 that influenced his songs for the rest of his output. He 

composed prolifically during these years, including 256 songs. “In them Schubert begins to 

standardize compositional devices and to assemble structures that show growing refinement in 

the musical depiction of a poem’s governing idea.” 29 Allen asserts that, although Schubert 

inherited the style of the Berlin School, he favored a more equal treatment of musical and textual 

expression.30  

                                                           
28 Ibid., 67. 

 
29 Robert Trawick Allen, “Franz Schubert’s Apprenticeship in the Short Song: 1815-1816” (PhD diss., 

University of Michigan, 1988), 4, ProQuest Dissertations and Theses Global. 

 
30 In the last half of the eighteenth century, Berlin was at the core of the composition of Lieder. This school 

included composers such as J.J. Quantz (1697-1773) and C.P.E. Bach (1714-1788). These composers valued syllabic 

settings with simple accompaniments that allowed the text to dominate the music, and their stylistic conventions were 

widely accepted in the eighteenth century.  
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In his article “Grillparzer and Music,” Johannes Brockt (1901-1980) presents 

Grillparzer’s musical compositions as evidence of his aesthetic principles on music and text. 31 

Brockt uses Grillparzer’s musical setting of Heinrich Heine’s (1797-1856) Du schönes 

Fischermädchen to illustrate a disparity between the poetic form and the musical form. 

Grillparzer changes the strophes outlined in the poetry in his simple musical setting. The article 

emphasizes Grillparzer’s belief that the composer should align with the poetry’s emotion and 

“remain true to the poem’s situation, not to its words,”32 which is a philosophy of the Berlin 

School. Grillparzer does not follow Heine’s stanzas but reworks them to create an ABA musical 

form in which the third stanza of poetry begins in the B section but ends with a return to the A 

section.33 Johannes Brockt contrasts Schubert’s setting of the same poem in which the music 

follows the poetic stanzas. In addition, Schubert, with his more adventurous and descriptive 

musical language, places greater importance on the meaning of the text than does Grillparzer.  

Numerous scholars have observed that Schubert uses recurrent harmonic material in 

large-scale expression. Edward T. Cone described Schubert’s use of tonal allusion in his article, 

“Schubert’s Promissory Note: An Exercise in Musical Hermeneutics.”34 Cone explores the 

expected resolution of an E-natural, first occurring in mm. 7-8, and its varied role throughout 

Moments Musicaux in A-flat, Opus 94, no. 6. Cone establishes the structural significance of a 

particular scale degree, coined a "promissory note," to interpret localized meaning, meaning as a 
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musical whole, and meaning as a reflection of Schubert's state of being and possible intent. 

Cone’s classic article examines tonal allusion through the denied and fulfilled expectations of the 

resolution of a single scale degree, the flat submediant. This article laid new groundwork for 

scholastic interpretation of other works and methods.  

James William Sobaskie discusses seven sacred works written by Schubert in the last 

year of his life in “Contextual Processes in Schubert’s Late Sacred Music.” He bases his analysis 

on Cone's "Promissory Note," revealing how each work undergoes a contextual process in which 

Schubert "initiates a logical progression or introduces a musical 'problem'…in order to portray its 

pursuit and solution."35 This process generally involves the early introduction of striking 

harmony and scale degrees whose teleological functions are obscured until close to the end of the 

piece. Sobaskie posits that these later sacred works reveal "yearning and fulfillment" rather than 

the despondent mood of Schubert's earlier works, and he connects them to the spiritual hope 

Schubert may have been expressing toward God in the last months of his life.36 Although 

Sobaskie might argue that Mirjams Siegesgesang aligns with Schubert’s spiritual hope, it is not 

the focus of this paper to demonstrate hermeneutical interpretation. The focus, instead, is how 

Schubert presents a musical problem in the form of a harmonic motive whose teleological 

fulfillment is an expression of the text. 

Patrick McCreless describes the use and function of harmonic motives in nineteenth-

century Lieder in his article “Schenker and Chromatic Tonicization: A Reappraisal.”37 

McCreless discusses the initial chromatic chord in m. 4 of Johannes Brahms’ (1833-1897) Wie 
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Melodien zieht es mir, Op. 105, no. 1. He argues against traditional Schenkerian views of the 

chord as a local linear expansion. McCreless calls it a harmonic motive and “the basis of an 

association, of a cross-reference;” it is “marked for memory” in m. 4, and then “recalled, 

expanded, ‘realized,’ and given deeper meaning in mm. 33-40.” According to McCreless, “a 

given chromatic scale-step, harmony, or even pitch-class can assume a motivic role.”38 His final 

example concerns a passage from the Lied “Pause” from Die schöne Müllerin, D 795. This 

passage contains an F-flat chord which is strikingly out of place with the surrounding material. 

“Pause” is the turning point of the song cycle, and this passage is a tritone away from the home 

key of B-flat. “Pause” alludes to B-flat, the first key of the cycle, found in “Das Wandern,” as 

well as E, the enharmonic equivalent of F-flat and the last key of the cycle, found in “Des Baches 

Wiegenlied.” McCreless suggests that the protagonist is both looking back to what has been and 

looking forward to what will be—his inevitable fate. He suggests the text at this moment, “Is it 

an echo of my love’s sorrow,” as parallel to the harmony’s tonal allusion in both directions over 

the course of the entire cycle. Although this may be controversial in implicating Schubert’s key-

scheme intentions in Die schöne Möllerin, it is evidence that harmonic motive can reflect a deep 

interpretation of the text.  

Joseph Kerman (1924-2014) details some striking uses of chromatic chords in the piano 

introductions of Schubert’s song cycle Schwanengesang, D 957. These chords are used to set 

mood, describe the scene, and sometimes to foreshadow a crucial descriptive moment in the 

work. Kerman suggests varying terminology for these chromatic chords, calling them 

“appoggiatura chords” or “stressed auxiliary chords,” as they tend to interrupt tonic and return to 
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it. More importantly, these chords are used as gestures that are “poetic” and “illustrative,” and 

Kerman specifies how they are used to express the text in each Lied. 39 None of the examples are 

settings of Grillparzer’s texts, but they demonstrate how tonal allusion and harmonic motives are 

used in piano introductions to foreshadow the textual meaning and return to deepen that 

expression.  

Schubert composed Ständchen and Mirjams Siegesgesang in the last two years of his life. 

Hans-Joachim Hinrichsen identifies the works of Schubert’s final years as being in the ‘last’ 

style rather than the late style. This is due to Schubert’s newly concentrated interest in 

symphonic forms and counterpoint, which began in 1824. Along with this renewed contrapuntal 

interest is an increase in the use of mediant relationships and enharmonic modulatory 

processes.40 Walther Dürr (1932-2018) follows a similar line of thought in “Compositional 

Strategies in Schubert’s Late Music.” 41 He uses Schubert’s Piano Trio in E-flat, D 929, to reveal 

the new directions of Schubert’s music. Dürr approaches these new directions as renewed 

emphasis in counterpoint, motivic relationship, and sonority. He also marks 1824 as a turning 

point of Schubert’s intense study of Handel and Johann Sebastian Bach (1685-1750). Schubert 

applies contrapuntal procedures to entire movements and to unexpected places—not simply 

fulfilling traditional expectations. The author also notes that in 1825 Schubert increasingly 

composed tonal rather than real answers to fugal subjects.  

In “Gradus ad Parnassum: Beethoven, Schubert, and the Romance of Counterpoint,” 

Richard Kramer criticizes some of Schubert’s fugal writing as “tacked on,” including the final  
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fugue of Mirjams Siegesgesang.42 Kramer asserts that Schubert valued fugal writing only for its 

“historical restoration” and that Schubert’s famous counterpoint lesson with Sechter in 1828 was 

a result of Schubert’s recognition of his own shortcomings and an attempt to be like Beethoven. 

Most of Schubert’s counterpoint, including that in Mirjams Siegesgesang, was composed before 

this single lesson, so the lesson can tell us little about Schubert’s compositional approach except 

his desire to improve his counterpoint. Kramer criticizes Schubert on his adherence to 

eighteenth-century ideals but ironically, his criticism of Schubert for doubling the leading tone 

and thinning out the texture in Mirjams Siegesgesang is from an eighteenth-century perspective 

on the discipline. Schubert’s counterpoint may not have the intricate inevitability of Bach, but 

the fugal ending of Mirjams Siegesgesang is arguably a culmination of the work, and not simply 

a “tacked-on” homage. 

There has been little detailed analysis of these works. Aaron Carter-Cohn’s thesis 

compares Mirjams Siegesgesang to Handel's Israel and Egypt.43 Carter-Cohn makes interesting 

observations regarding the two composers’ musical paintings of the parting of the Red Sea. The 

author also comments on the French overture and fugal writing as Handelian tributes. The thesis 

is a survey of literature from three continents. It gives useful background information on the 

work but only references three out of the six sections with minimal attention to harmony, the 

text, or the fugue. 

Stephen Norris Holcomb’s doctoral document is a survey of the sacred choral output by 

Schubert and Mendelssohn, with specific attention given to Schubert’s Mirjams Siegesgesang. 
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Gott der Welschöpfer, D 986, Gott im Ungewitter, D 985, and Hymne an den Unendlichen, D 

232, and Mendelssohn’s Hymne, Opus 96, and Three Motets, Opus 69 are discussed. Holcomb 

analyzes Mirjams Siegesgesang with regard to its form, texture, timbre, rhythm, melody, and 

harmony.44 The document proved useful in the analysis of this work, but because it describes all 

of the essential musical elements of several works, it does not include the detailed harmonic 

analysis needed for this study. Holcomb’s analysis includes the discussion of the overall 

organization of the key centers of the sections; two examples representing the varied use of 

slower classical harmonic rhythm and the quicker harmonic rhythm of the baroque; and three 

isolated examples using harmonies to express the text. There are a few descriptions of chord 

qualities, one mention of a German augmented sixth chord, and one mention of the progression 

ii-V-I, but no other specific Roman numeral analysis is given.  

Karli Anderson’s thesis compares the two versions of Ständchen, finding the TTBB 

version superior because of its smooth voice-leading and timbral contrast between the chorus and 

alto solo. Anderson notes that Schubert wrote the TTBB version first (by mistake) and reworked 

it for SSAA voices, sacrificing choral voice-leading to maintain the integrity of the solo line. The 

thesis makes no comment on Schubert’s harmonic treatment.45    

Donald Balmos also comments on the part-song and the adjustments made by Schubert in 

the two versions. Balmos analyzes the phrase structure and harmony of the TTBB version. The 

Roman numeral analysis, all triads, represents basic harmonic activity of each phrase. There is 
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no mention of particular key centers or how the harmony relates to the text, other than some brief 

comments on harmony drawn from other sources.46 The document is a survey of Schubert  

part-songs, but excludes those labeled Kantate, so Mirjams Siegesgesang is not mentioned.47 

Richard Garner Cox also compares the two versions of Ständchen in his document, which 

focuses on Schubert’s choral textures.48 Cox emphasizes the homophonic and antiphonal nature 

of the part-song. He characterizes the harmony as an enabler of phrasing, modulation, and 

decoration of the melody, but there is no analytical specificity or comment on harmony’s 

relationship to expression of the text.49 

Donald Quantz surveys the part-songs of Franz Schubert, devoting two chapters to 

analysis and harmony. The analytical chapter confirms Schubert’s harmonic boldness and text 

expression.50 In his chapter on harmony, Quantz lists modulation as a key element of Schubert’s 

style, including shifts from major to minor, enharmonic shifts, and modulations by thirds. He 

also asserts that changes in key or color are frequently achieved using diminished seventh 

chords, augmented sixth chords, and Neapolitan chords.51 Quantz uses a three-measure excerpt 

from Ständchen to illustrate these harmonic shifts. Quantz does not give specific examples of 

how these harmonies express the text or set the mood. 
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Maurice Brown is one of the authors of the New Grove Online article on Schubert and 

has a separate essay on Schubert’s part-songs for male voices.52 There are many value judgments 

made, and Ständchen is not discussed. There are specific examples, however, of harmonic 

expression of the text, mostly surrounding key centers and chord qualities. These extend from 

micro levels of word painting to macro levels of mood, scene, or symbol. Elements of tonal 

allusion/harmonic motive are described, though not in those terms. Analyses included are of 

Wehmut, D 825, Der Gondelfahrer, D 809, Lied im Freien, D 572, and others. Brown remarks on 

Schubert’s propensity to shift tonal centers or chord roots by descending half steps, many times 

as expressions of the text. Brown suggest Schubert’s sudden changes in tonal center as the single 

characteristic adopted from his part-songs into his Lieder. He elevates the Lieder as seminal in 

all other aspects of part-song style. 
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Methodology 

Theoretical methods continue to evolve as approaches to analyzing Schubert’s music, and 

the results can be overwhelming. The parameters of Suzannah Clark’s article, “Schubert Through 

a neo-Riemmanian Lens,” combine neo-Riemannian theory, Schenkerian theory, and functional 

diatonic analysis.53 Clark arrives at the conclusion that the harmonic activity of 

Schwanengesang, D 744, centers more on a pitch than a key. Schubert transforms the song from 

strophic (Lied) to non-strophic (Gesang), which parallels the depiction of the legend of the swan 

that sings a new song before it dies. Schubert symbolizes the swan’s final song by varying the 

phrases and ending with completely new material for the listener. While Clark’s ideas are 

intriguing, the relativist approach requires in-depth knowledge of three different systems. This 

may work in conveying the overall textual meaning of a cycle, but it is cumbersome when 

attempting to express the meaning of the text on both a micro and macro level. Traditional 

Roman numeral analysis is used for its clarity and familiarity. 

Much of the present Schubert scholarship focuses on the "tragic perspective" of some of 

Schubert's output, but the Grillparzer settings do not reflect this perspective.54 Mirjams 

Siegesgesang contains pervasive “life and death” dualism, but the perspective is from the 

victor—the fear subsides and the enemy’s defeat is celebrated. Bertha's Lied is consolation to her 

father, and the singers of Ständchen express the hope of love.  

The bulk of Schubert’s music was not publicly performed, published, or adequately 

recognized until after his death, including Mirjams Siegesgesang. The cantata was intended for 
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Schubert’s concert of his own music in 1828 on the anniversary of Beethoven’s death, but, 

ironically, it premiered in 1829 at a concert organized by Schubert’s friends to raise money for 

Schubert’s gravestone. Josefine Frölich (1803-1878), a friend of Schubert and one of four 

Frölich sisters, was the intended soloist for the original 1828 premiere. Although there is no 

extant documentation for the premiere of Bertha’s Lied in der Nacht, it likely was included on 

one of the many Schubertiades hosted by Joseph von Spaun (1788-1865) or another of 

Schubert’s friends. Ständchen, commissioned for a girl’s birthday party, was selected by 

Schubert as one of the works performed on his 1828 program. Josefine Frölich sang the solo.55 

The significance here is that all three works were deeply connected to Schubert’s circle of 

friends and that two of the works were commendable enough to Schubert for him to select them 

for his 1828 performance. A reviewer at the first performance of Mirjams Siegesgesang 

commented on Schubert’s ability to “fuse powerful seriousness of Handel with the fiery passion 

of Beethoven.”56 In his Schubert biography Brian Newbould criticizes the work as a “weak 

hybrid” because, although the work is in the spirit of Handel, “the ear is occasionally arrested by 

truly Schubertian gestures.”57 Schubert’s creative use of harmony serves as a rebuttal to this 

critique, although harmony is probably the “Schubertian gesture” in question. Schubert’s use of 

harmony is coupled with his keen treatment of the text. While the works of Beethoven and 

Handel served as models for the composition, and their influence should not be ignored, 

“Schubertian gestures” are what give it its worth.  
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Tonal allusion, contextual process, and harmonic motive are terms inspired by Schubert’s 

use of harmonic recurrence and transformation to achieve structural and tonal goals ultimately 

connected to the thematic and expressive ideas of the text. Harmonic analysis of these 

Grillparzer settings reveals these works to be expressive gems of the concert repertoire and can 

aid conductors, singers, and pianists in interpreting these works for performance. Scholarship on 

the text-harmony connections of Schubert’s Lieder and part-songs as described by Youens, 

Porter, Brown, and Sobaskie, in conjunction with the ideas of referential, gestural, and 

modulatory harmonic motives by Brian Black, can shape an informed analysis of the harmonic 

expression of these Grillparzer texts.  

As referenced earlier, Brian Black’s scholarship describes harmonic motives as 

referential, modulatory, and gestural. He explores formal innovations in Schubert’s sonata form 

using William Caplin’s analytical approach. Since Schubert’s Grillparzer settings do not feature 

sonata form, this study does not attempt to employ his analytic approach. Black employs the 

concepts of harmonic motives in his analysis of Die Junge Nonne, D 828, among other Schubert 

works. Using this Lied, he demonstrates how a harmonic cell acts as a gestural harmonic motive 

to reflect the text of the first two stanzas of the poem. This specific harmonic cell is a root 

position F minor triad that progresses to a D-flat major triad in first inversion that moves to the 

minor Neapolitan in root position (F-sharp minor). “The text portrays the emotional journey of a 

noviciate who is about to take the veil. It begins in the turmoil of life…and ends in the serenity 

of salvation as the bell rings out for the ceremony that will deliver the young woman from the 

anguish she has experienced.”58 This specific harmonic cell paints this “turmoil” and returns in 

an altered state to deepen the portrayal of the nun’s desire for deliverance. In the song’s climax, a 
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major-minor seventh chord of the minor Neapolitan chord is repurposed as a Ger+6 chord in F 

major, portraying the girl’s deliverance as the song ends in the parallel major key.59 Black ends 

his article by illustrating how a single harmonic motive can have all three of these functions, 

using a movement from the string quartet in D minor, Der Tod und das Mädchen, D 810. The 

subsequent analyses demonstrate how Black’s referential, modulatory, and gestural harmonic 

motives apply to Schubert’s Grillparzer settings.  
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Harmonic Analysis of Bertha’s Lied in der Nacht, D 653 

Grillparzer’s poem Bertha’s Lied in der Nacht contains sixteen lines that are evenly 

divided into four stanzas. Schubert’s musical setting organizes the stanzas into two sections with 

a total of twenty-seven measures. The first section, m. 1 through the first half of m. 8, sets the 

first stanza of poetry, and the latter section, the second half of m. 8 through m. 27, sets the last 

three stanzas of poetry. As Youens describes, “The poem is a small, lovely thing in which night 

and sleep are personified, night as a creature with gently moving giant wings that envelop the 

hills and valleys, sleep as an ‘adorable child’ who whispers to the sleeper.”60 Night and sleep are 

separately presented in two formal sections of music, but just as the coming of night 

accompanies the coming of sleep, Schubert’s setting blurs the musical and literary lines between 

these ideas, exploiting their parallel nature through the contextual process of tonal allusion.  

 As is characteristically his practice, Schubert places the principal musical material in the 

piano introduction of Bertha’s Lied in der Nacht.61 As Youens notes, “the 2-measure piano 

introduction is divided in half, the first measure in a unison texture and the second harmonized, 

culminating in a half cadence on the dominant of E-flat minor.”62 A deceptive resolution to  

C-flat major that initiates a brief tonicization occurs in m. 2, but Schubert uses a Ger+6 chord to 

return to the dominant of E-flat minor at the end of the measure. Youens explains, “The effect of 

the semitone motion upwards from the unharmonized B-flat at the end of m. 1, heightened by its 

leading tone, to the C-flat major chord at the beginning of m. 2 (6 as upper neighbor to 5) 
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continues the rising motion, as if night were spreading outwards and upwards, enveloping more 

of the musical landscape.”63  

 

Musical Example 1. Bertha’s Lied in der Nacht, D 653, mm. 1-2. 

 

Like m. 1, m. 2 contains a rising scale to the dominant in the tenor in beats 3 and 4, but 

m. 2 only uses semitones, filling in the gap of the augmented second from G-flat to A-natural 

occurring in m. 1. Youens makes note of this chromatic scale but only in its occurrence in the 

second section of music. “Schubert attenuates an ostinato so as to remove almost every trace of 

tension and render it lulling; only when the poet invokes eyes wakeful from sorrow does 

Schubert introduce a rising chromaticism in the tenor part (m. 13).”64 The chromatic scale 

mentioned by Youens is an augmentation of the scale in m. 2. The Augenmusik of the text “eyes 

wakeful from sorrow” can also be heard in the chromatic rise in the piano, made heavy by its 

rhythmic augmentation and the persistence of the C-sharp ostinato. Youens describes the ostinato 

as “murmuring,”65 and Porter goes further in ascribing it “soporific power.”66 
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Musical Example 2. Bertha’s Lieder in der Nacht, D 653, mm. 1-2, 12-13. 

      mm. 1-2 

 

     mm. 12-13 

                        

The scale and turn-figure of m. 2 refer back to m. 1 and foreshadow m. 13, but the 

harmony of m. 2 anticipates the musical material to come in significant and extraordinary ways. 

The harmonic cell of a first-inversion G-flat major-minor seventh chord to a root-position C-flat 

major triad, beats 2 and 3 of m. 2, returns in mm. 19-24. In m. 2 Schubert’s temporary 

tonicization of C-flat major, the submediant of E-flat minor, is rendered as the tonicization of B 

major (the enharmonic equivalent of C-flat major) in m. 19, the subdominant of F-sharp major. 

Brian Black declares: 

the gestural function that harmonic motives fulfill…is the most direct of the three, for it 

makes tonal/harmonic references emotionally palpable. In general, motives working in 

this capacity are harmonic cells. There are two aspects to consider: the cell’s distinctive 

configuration or voice leading, which in itself creates an emotional response in the 
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listener, and the affective significance that the operations of the cell give to the tonalities 

involved.67  

 

This “emotional palpability” is emphasized through a gestural harmonic motive repeated 

and varied over the course of six measures, a significant portion of the song’s twenty-seven 

measures. As Youens notes, “in the section marked langsamer werdend (becoming slower, mm. 

19-27), Schubert makes wonderful use of the lowered leading tone in F-sharp; although the 

plagal implications never result in resolution, much less modulation, the restfulness is 

unmistakable.”68 A close examination of the voice-leading between mm. 2 and 19 reveals almost 

identical treatments, with the voice-leading in m. 19 expanded by an octave. The C-flat chord of 

m. 2, which Youens describes as night extending outward and upward, is now repeatedly 

tonicized with the text Alles deckt Schlummer, literally “all covers slumber,” further emphasized 

through modal mixture in mm. 22-24. The gestural harmonic motive mentioned above makes 

parallel the central themes of night and sleep. Night’s extension outward over the landscape in 

m. 2 is paralleled in mm. 19-27 as the restfulness of sleep, a kind of human extension inward, if 

you will. The soprano melody in these measures also reiterates the turn-figure from the piano 

introduction to further connect the ideas of night and sleep and the “affective significance” of the 

harmonic motive. 
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Musical Example 3. Bertha’s Lied in der Nacht, D 653, mm. 1-2, 18-27. 

          mm. 1-2 

 

                    mm. 18-27 

                   

 A Ger+6 chord in m. 2 occurs on the last sixteenth note of the rising chromatic scale, 

leading to a half cadence that prompts the voice’s initial entrance. An expanded view of the 

harmonic motive in m. 2 includes this Ger+6 chord. Porter notes: 
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In the early songs discords and chromatic chords are used almost as freely as in the later 

ones but on what may be called a ‘short-term’ policy. They emphasize a word or the peak 

of a climax, point a question or express a sigh, but as practice became more perfect these 

chords were anticipated in a subtle way so that their separate notes form part of a rising 

or falling line.69 

 

Varied repetition permeates the texture of the entire Lied, and the return of the harmonic 

motive in mm. 19-24 is no exception. The return of the harmonic motive has a C-sharp upper 

neighbor in the bass, creating a repetition of the secondary dominant harmony as an auxiliary 

four-three chord—a slight variation of the harmonic motive in m. 2, but a consistent use of the 

same major-minor seventh sonority. This secondary dominant is used as a triad in m. 21 to 

enable a root-position B major chord to pass smoothly to a Ger+6 chord in F-sharp major, an 

allusion to and variation of the Ger+6 chord in m. 2. Thus, the entire progression of m. 2 is a 

model for mm. 19-24. The Ger+6 chord in m. 2 facilitates a half cadence in E-flat minor; the 

Ger+6 chord in m. 21 facilitates an imperfect authentic cadence in F-sharp major. 
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Musical Example 4. Bertha’s Lied in der Nacht, D 653, mm. 1-2, 21-22. 

         mm. 1-2 

      

        mm. 21-22   

                  

The measures with the extended use of the harmonic motive (mm. 19-24) contain two 

phrases, the second of which is a varied repetition of the first. The second phrase contains 

perhaps the most exceptional use of modal mixture in the Lied. In m. 22 Schubert extends the 

tertian harmony by adding a G-natural, a minor ninth, to the secondary dominant of the harmonic 

motive. Schubert borrows from B minor, the parallel minor of the tonicized key of the harmonic 

motive, once again employing 6 as upper neighbor to 5. As Gerald Abraham observes, “There is 

a remarkable clash at the repetition of ‘Alles deckt Schummer’ and indeed the whole phrase is 

full of concealed anxiety.”70 The G-natural not only adds extraordinary color to a ppp repetition 

of the first phrase, but it foreshadows the use of B minor triads in mm. 23-24. Schubert extends 

the modal mixture further by using an F-sharp minor six-four chord to pass to the Ger+6 chord in 
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m. 24, making the turn to F-sharp major all the more striking in mm. 25-27. Regarding modal 

mixture, Porter writes: 

Schubert’s major-minor alteration is so famous that many examples are well known. 

Even in instrumental works he preferred fluctuating colour and emotion to the 

magnificent tonal architecture of Beethoven, and in the songs it is of fundamental 

importance. The poet delights in contrast and Schubert followed most willingly whether 

in stanzas, phrases or even single words.71  

 

The ostinato on the dominant which initiates the second section of music in m. 8 becomes 

a tonic pedal tone for much of the section highlighting the harmonic motive. Within these two 

phrases of mm. 19-24, the words Schlummer and schlummre each occur four times and the word 

alles six times. This is not so much to emphasize a contrast in the poetry but to further induce the 

“soporific” power of sleep as the central theme to the second section of music, enhanced by the 

ostinato, repetition of text and music, modal mixture, and the harmonic motive.  

 

Musical Example 5. Bertha’s Lied in der Nacht, D 653, mm. 21-27.               

                      

                                                           

 
71 Porter, 38. 

  Singstimme. 

 

  Pianoforte. 
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Another striking chromatic chord with structural implications occurs in m. 18. A 

diminished seventh chord tonicizing the dominant accompanies the text ahnest du Ruh? 

(literally, “foresee you rest”). This chord returns on beat 4 of m. 25 and again as a common-tone 

diminished seventh chord in the brief piano postlude. This diminished seventh chord also differs 

in only one semitone from the Ger+6 chord in m. 2 and from the Ger+6 chord in m. 21, 

bookending both the closing section marked langsamer werdend and the entire Lied. The  

A-natural introduced in m. 1 occurs consistently in each of these four chords and, respelled as  

G-double-sharp, rises to the diatonic mediant four times in the piano postlude. Thus, through an 

allusive gestural harmonic motive and its variations, Schubert fuses the context of the story with 

the experience of the listener, apropos of the text ahnest du Ruh. As Youens notes, “The most 

important hallmark of all, however, is the close poetico-musical correlation. Where Schubert is at 

his best, both the larger architecture and the smaller details closely reflect on his interpretation of 

the poet’s verse.”72
 For ease of comparison, these four chords appear below, respelled and 

repositioned in identical pitch-class order. The secondary leading-tone chord in m. 18 is 

repurposed as a common-tone diminished seventh chord in m. 26. 

 

Musical Example 6. Bertha’s Lied in der Nacht, D 653, mm. 2, 18, 21, 26. 

  

  

                                                           
72 Youens, 47. 
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Harmonic Analysis of Ständchen, D 920 

Chromatic chords and harmonic motives are key to the text expression in Ständchen. 

Ständchen is in F Major. The most interesting harmonies in the first phrase occur in m. 2. A 

borrowed supertonic half-diminished seventh chord is followed by a secondary leading-tone 

chord, both extended tonicizations of the dominant. Both of these chords use the lowered third 

scale degree and occur at the peak of the first dynamic swell from m. 1 to 2. The added color of 

this lowered third scale degree is answered in m. 3 by delicate appoggiaturas on each beat in the 

upper voice of the piano. This succession of appoggiaturas outlines a descending scale from 

subdominant to tonic. The harmonic rhythm increases in m. 3 as the first cadential progression 

resolves and overlaps with a piano vocal entrance. This is the beginning of the “tenderness” of 

the work described by Oscar Bie (1864-1938).73 The piano introduction poignantly sets the mood 

of this soft serenade and prepares the soloist’s initial entrance on the word Zörgernd (hesitant). 

The soloist’s entrance on the diatonic third scale degree is notably a semitone higher than the 

lowered third in m. 2, borrowed from the parallel minor. This commences the importance of 

major-minor interplay and the mediant scale degree, so described by Youens and Porter. In m. 5, 

the chorus immediately repeats the text of the soloist, but at a pianissimo dynamic, further 

emphasizing the soft hesitancy of the text. The I-V progression of the soloist is repeated in the 

chorus but as a tonicization of the dominant. Once again, Schubert ushers in the lowered 

mediant, this time of C major. The borrowed A-flat from m. 2 is also a tonicization of C minor, 

the key to which the chorus temporarily turns in its first entrance as it echoes the soloist’s music 

and text.   

                                                           
73 Oscar Bie, Schubert, the Man (1928; rep., Freeport, NY: Books for Libraries Press, 1978), 183. 
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Musical Example 7. Ständchen, D 920, mm. 1-6.  
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While more could be said about local details, the diminished chord in m. 2 displays 

deeper structural significance. According to Black, a gestural harmonic motive possesses an 

“emotional quality that colors the movement with each of the motive’s returns.”74 This unstable 

diminished seventh chord returns several times in a gestural capacity as part of a harmonic cell 

resolving to C major or C minor. In m. 45 it accompanies the text Liebe spricht (love speaks), 

and in mm. 48 and 50 it occurs in first inversion on the word Freundin (friend). Eugene Porter 

references two uses of the diminished seventh chord as “tender.” One is used to express the word 

müd (tired) at the close of day in Der Winterabend, D 938. Another depicts the words zu leiden 

(to suffer) at the end of Das Heimweh, D 851.75 The diminished seventh chords in Ständchen 

depict another familiar kind of tenderness—one of love.  

 

 

 

 

 

 

 

 

 

 

 

                                                           
74 Brian Black, “The Function of Harmonic Motives,” 2. 

 
75 Porter, 56, 61. 
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Musical Example 8. Ständchen, D 920, mm. 45-48. 

 

According to Black, “in their referential role, harmonic motives create a web of tonal 

allusions that foreshadow or recall specific keys or events in the movement.”76 In m. 52, 

Schubert uses the diminished seventh chord to color the word Liebschen (darling) as the friends 

try to gently arouse the “darling” from sleep. The mood set in the first five measures of the part-

song foreshadows the emotion expressed with each repetition of the same diminished seventh 

chord—Liebe, Freundin, and Liebschen all connote feelings of tender desire similar to the song’s 

initial word Zörgernd. Schubert clouds the function in m. 52, however, as the resolution to a C 

minor triad coincides with F pedal tones. The diminished seventh chord carries dual functions as 

                                                           
76 Black, 2.  
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a secondary leading-tone chord to C minor and as a common-tone diminished seventh chord of a 

V9 in B-flat major. In this way, the harmonic cell acts as both a gestural and referential harmonic 

motive. It both recalls the text and mood of mm. 1-6 and is repurposed in the key of the 

subdominant in mm. 45, 48, and 52 to offer a stable close in a major key to conclude the first 

main musical and poetic idea. Amazingly, the borrowed A-flat from m. 2 appears in a four-note 

descending scale in the lowest voice of the piano’s right hand in m. 52 (See Musical Example 9). 

This alludes to and varies the descending four-note scale on the accented notes of m. 3—another 

motivic gesture and a reinforcement of the major/minor interplay between the natural and 

lowered mediant scale degree of the home key. 

 

Musical Example 9. Ständchen, D 920, mm. 52-54.                 

 

Schubert only slightly alters the voice-leading of the harmonic cell from m. 2 to 

accomplish its new goal in m. 52. Three members of the chord again resolve by half steps to C 

minor, but the F common tone lingers as a pedal on the dominant, changing the chord to a V9 in 

B-flat. While the core of the harmonic motive remains consistent in mm. 2, 45, 48, and 52, each 

approach to and resolution from the diminished seventh chord is slightly altered, representing the 
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variations of four distinct words bearing similar connotations, Zörgernd, Liebe, Freundin, and 

Liebschen, respectively, as Musical Example 10 illustrates. 

 

Musical Example 10. Harmonic Reduction of Ständchen, D 920, mm. 2, 45, 48, 50, 52. 

 

Schubert expresses the text throughout Ständchen through the use of chromaticism, and 

many examples of various chromatic chords could be illustrated. Perhaps even more powerful is 

the use of a diminished seventh chord expressing the text in several distinct sections of the work 

and used motivically to express the interconnectedness of those ideas. As referenced earlier, 

Joseph Kerman notes how chromaticism in piano introductions can be used to set the overall 

mood of Lieder. While Schubert sets up a “tender” mood in the piano introduction, he also 

introduces a harmonic motive which will be used in a gestural and referential capacity to allude 

to this tender mood throughout the part-song.  

The lowered mediant scale degree, used pervasively throughout the part-song, occurs for 

the last time in m. 84 as part of a Ger+6 chord set to the word leise (quietly). This augmented 

sixth chord is in close proximity to the diminished seventh chord in m. 2, separated by one half 

step in its spelling while maintaining the same predominant function; it is a variant of the same 

harmonic motive. Schubert ends the “Serenade” using the final (twenty-fourth) repetition of 

leise, a word used thus far on stable major or minor triads in antiphonal passages between the 

soloist and chorus. Schubert saves this one homophonic moment and its most harmonically 
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unstable rendering to set up the final cadence. The progression and voice-leading in mm. 85-86 

can be found transposed to the subdominant in mm. 52-53. The conclusory gestural and 

referential harmonic motive in mm. 84-85 recalls its introduction in m. 2, its use in mm. 45 and 

48, and its use in mm. 52-53 at the end of the first main poetic and musical idea.  

 

Musical Example 11. Ständchen, D 920, mm. 82-88. 

 

Few songs can boast a more romantic first performance. One can almost see and hear the 

performers sneaking through the garden, having carried away the parlor piano to serenade the 

birthday girl beneath her bedroom window. The serenaders begin pianissimo and end in the same 
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dynamic. Although they sought, sometimes loudly, to awaken the maiden, their gift to her is to 

continue to let her sleep. Schubert takes great care to paint individual words in the text but also 

captures their allusive connotations through recurring harmonic motives. The analytical 

procedure herein implies the subtle variations in dynamics, tempo, and color each performer 

should consider in approaching these allusions.  
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Harmonic Analysis of Mirjams Siegesgesang, D 942 

Section 1 (mm. 1-77) 

Mirjams Siegesgesang is a multisectional work that is seventeen to twenty minutes in 

length. Schubert introduces several musical elements in Section 1 that continue as compositional 

devices throughout the cantata. Stephen Norris Holcomb mentions the dotted-figure that occurs 

as a fanfare in the piano introduction of the work, and that recurs as a rhythmic device in several 

sections of music.77 Holcomb also mentions the introduction of counterpoint in the vocal parts in 

m. 32, in contrast to the preceding homophonic texture.78 Canon at the unison and at the third 

occur beginning in m. 32. Counterpoint, especially in the form of canon, is a prevalent feature in 

Schubert’s late works.79 The “responsorial technique” of Ständchen in which the soloist 

introduces material that is repeated or developed by the chorus, is also used pervasively in 

Mirjams Siegesgesang between the roles of Mirjam (the soloist) and the Israelites (the chorus).80  

Perhaps of greater importance to the work’s genesis and construction are the first 

chromatic harmonies outside of C major which occur in m. 4. A first-inversion B major triad and 

the root-position B major-minor seventh chord that follows function as secondary dominants to E 

minor. These chords are striking because of their one-measure interruption of a diatonic 

progression. Also striking is the tritone leap in the bass to D-sharp in m. 4, an interruption of a 

diatonic walking bass. 

 

 

                                                           
77 Holcomb, 69. 

 
78 Ibid., 55. 

 
79 Dürr, 29-33. 

 
80 Holcomb, 49.  
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Musical Example 12. Mirjams Siegesgesang, D 942, mm. 1-6. 

 

The gestural harmonic motive from mm. 4-5 returns in an expanded form in the voice and 

piano in mm. 19-21 and is repeated by the chorus in mm. 24-26. Each iteration of the B major 

triad corresponds with the text Herr (Lord) and Zeiten (time). E minor returns to C major via a 

chromatic mediant relationship between a B major triad and a G major-minor seventh chord in 

mm. 21 and 26. Holcomb references this particular instance of harmony’s relationship to the text: 

Very often his choice of chord or harmonic structure will correspond to textual or textural 

emphasis. For example, in Section I, measures 20-21…the key of E minor has been 

established and cadences on the dominant-seventh chord (second beat of measure 21); but 

in order to emphasize the word heute, ‘today,’ Schubert suddenly inserts a G major-

seventh chord [sic] that pulls the listener abruptly back to the tonic C major.81 

  

The chromatic mediant juxtaposes the words “time” and “today” while maintaining the common 

tone B, showing a relationship between the “Lord before all time” and the “Lord of today.” 

 

 

 

 

 

 

 

                                                           
81 Ibid., 89-90. 
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Musical Example 13. Mirjams Siegesgesang, D 942, mm. 20-23. 

                            

The variant of the harmonic motive with the G major-minor seventh chord appears again 

in mm. 29-30 in a piano interlude. The harmonies are further altered from the original motive to 

include a brief tonicization of A minor and a secondary leading-tone chord to B major. The triad 

preceding the harmonic motive in mm. 3, 18, and 23 is now prolonged into a tonicization of A 

minor. The piano interlude of mm. 27-32 returns as a postlude in mm. 71-77 to conclude  

Section 1. 

 

Musical Example 14. Mirjams Siegesgesang, D 942, mm. 27-32. 

                    

Soprano Solo. 

Soprano. 

Alto. 

Tenore. 

Basso. 

Pianoforte. 

 

Pianoforte. 
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The text Gross der Herr zu allen Zeiten (Great [is] the Lord through all times) occurs in 

several passages in the first thirty-two measures of music, tonicizing tonal centers which will 

recur in the following five sections of the cantata. The word gross in m. 14 is accompanied by a 

shift from a G major triad to G minor, which is the minor dominant of the home key and the 

concluding key of Section 4. G minor in m. 14 is used as a means to modulate into D minor, 

followed in mm. 16-18 by a sequence up a third to F major, the tonal center of Section 2. The 

harmonic structure of mm. 1-32 recurs in mm. 49-77 and again in Section 6.  

 

Musical Example 15. Mirjams Siegesgesang, D 942, mm. 13-18. 

                 

The gestural harmonic motive introduced in mm. 4-5 occurs seven times in Section 1. A 

related harmonic motive occurs in mm. 18-19 within the tonicization of F major, and it is used in 

a modulatory capacity in mm. 35-42. Schubert repurposes the dominant seventh chord in m. 17 

as a Ger+6 chord in m. 35. The B-flat which resolved down to A in m. 18 is respelled as an  

A-sharp which leads up to B. This resolution is accented by a sforzando and seven measures of  

B pedal tones in the piano, reinforcing E minor and B minor tonalities. Thus, the modulatory 

harmonic motive of mm. 35-42, in an extensive tonicization of E minor and B minor (instead of 

B major), references the harmonic motive in mm. 18-19 and the triads of the principal harmonic 

motive in mm. 4-5.  

Soprano Solo. 

 

 

Pianoforte. 
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Musical Example 16. Mirjams Siegesgesang, D 942, mm. 35-42. 

 

                    

                  

 

Soprano Solo. 

Soprano. 

Alto. 

Tenore. 

Basso. 

 

Pianoforte. 
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Harmonic Analysis of Mirjams Siegesgesang, D 942 

Section 2 (mm. 78-165) 

 The Allegretto tempo of Section 2, compound time signature, and key of F major are all 

characteristics of a Baroque pastoral sinfonia. Schubert’s setting is representative of the 

metaphoric language of the text of God as Hirt (shepherd). In contrast to the abrupt and accented 

chromaticism of the piano introduction of Section 1, the chromaticism of the piano introduction 

of Section 2 is linear. The chromatic pitch E-flat introduced in m. 78 is enharmonic with the 

chromatic pitch D-sharp introduced in m. 4 of Section 1, but Section 2 approaches the pitch 

through semitone descent rather than the tritone leap used in Section 1. The tonal center of 

Section 2 is the subdominant of the overarching key of C major. Similarly, Schubert tonicizes  

B-flat major, the subdominant of F major, in his first use of chromatic harmony in Section 2. 

 

Musical Example 17. Mirjams Siegesgesang, D 942, mm. 78-79. 

                                

 The harmonic cell of the first two measures serves a gestural and referential role. The text 

of Section 2 describes the pillar of cloud and pillar of fire with which God leads the Israelite’s 

through the wilderness, as well as the parting of the Red Sea. All of Section 2 is constructed as 

harmonic departures from and returns to the opening two measures, corresponding to the content 

of the text. According to Black, referential harmonic motives are frequently stable harmonies of 

Soprano Solo. 

 

Pianoforte. 
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structural importance. Referential harmonic motives may also appear as cells containing 

chromatic chords, as Black describes in reference to Schubert’s string quartet in D minor, Der 

Tod und das Mädchen, D 810.82 In a cell’s gestural role, Black indicates that “returns within the 

form may cause a key to become associated with a particular emotion.”83 The chords of the 

principal harmonic motive of Section 2 consist of I-V7/IV-IV-V-I. The harmonies depart briefly 

from an F major triad and return to it to close the progression, reinforced by F pedal tones in the 

bass of the texture. By repeating the second measure, Schubert extends this two-measure phrase 

to three-measure phrases in mm. 82-84, 97-99, 116-118, 143-145, and 162-164, what Holcomb 

refers to as “keyboard ritornelli.”84 As an expressive gesture, these fairly stable harmonic cells 

are used to return to texts of assurance by referencing the home key of F major in Section 2. 

They also portray stability for the Israelites amidst surrounding unstable harmonies and texts. 

 The first extended deviation from F major occurs in mm. 88-95, where the text dein Stab 

die Wolke (your staff the cloud) is set in D minor followed by und dein Aug’ des Feuers Gluth 

(and your eyes the fire’s glow), briefly tonicizing E-flat major. The word Gluth is marked by the 

arrival of the E-flat major triad and the fanfare rhythmic motive from the introduction of  

Section 1, further capturing the “greatness” of the glow. Holcomb notes the use of this rhythmic 

figure with each iteration of the word Gluth.85 On the text und dein Aug’ in mm. 94-95, Schubert 

uses a chromatic mediant chain to connect an E-flat major-minor seventh chord, a C major-minor 

seventh chord, and an A major triad to return to F major.  

 

                                                           
82 Black, 28-29. 

 
83 Ibid., 16. 

 
84 Holcomb, 45. 

 
85 Ibid., 62-63. 
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Musical Example 18. Mirjams Siegesgesang, D 942, mm. 88-96. 

                 

  The principal harmonic motive returns in mm. 97-99 as the chorus sings the text Zieh’ ein 

Hirt vor deinem Volke (draw out a shepherd for your people). This is a return of the musical 

materials sung by the soloist in mm. 82-83 on the text Aus Egypten vor dem Volke (out of Egypt 

for the people). There are extraordinary variants in meaning of the first two texted occurrences of 

the harmonic motive. The shepherd is “drawn out” much like the people go “out of Egypt.” 

Schubert includes an E-flat (secondary dominant) in a chromatic descent in the piano and vocal 

alto lines to capture these “drawn out” ideas. Although Mirjam is the named heroine of the 

story’s retelling in Exodus 15, her brother Moses is the principal human figure of the book. The 

accounts of his birth can be found in Exodus, chapters 1 and 2, including the meaning of his 

name, “drawn out.” Grillparzer’s allusive ties to the meaning of Moses’s name are keenly 

followed by Schubert’s recurring harmonic motive. 

 

 

 

Soprano Solo. 

 

Pianoforte. 
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Musical Example 19. Mirjams Siegesgesang, D 942, mm. 97-99. 

                              

   Deviation from the home key occurs again in mm. 105-113, including tonicizations of D 

minor, E-flat major, and D-flat major. An augmented sixth is added to a D-flat major triad, 

forming a Ger+6 chord in F minor in mm. 111-112. Holcomb mentions the melodic text 

painting, displaced accents, and textural shifts in mm. 111-112: “Schubert tightly controls the 

range of notes and unites the rhythm of the voices to convey the strength and power of the arm of 

God.”86 Another Ger+6 chord appears in m. 113 to tonicize D minor and shape a fortissimo 

perfect authentic cadence in F major in mm. 115-116. The Ger+6 chord in m. 113 is an 

enharmonic reinterpretation of the dominant seventh chord in m. 108. Much like the chromatic 

mediants in mm. 94-95 on the text und dein Aug’, Schubert fashions dramatic shifts in tonalities 

to accompany the fire’s glow and the arms of God. The principal harmonic motive returns at the 

perfect authentic cadence in m. 116. 

 

                                                           
86 Holcomb, 53, 72, 78-79.  
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Musical Example 20. Mirjams Siegesgesang, D 942, mm. 107-118. 

                  

                 

                 

Soprano Solo. 

Soprano. 

Alto. 

Tenore. 

Basso. 

Pianoforte. 
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In mm. 126-128 the first three chords of the principal harmonic motive return as a more 

extensive use of the secondary dominant. The F pedal tone is now placed in the soprano to 

emphasize “the sea becomes land.” This is accompanied by the fanfare figure of the “greatness 

of the Lord” from Section 1, treated canonically in mm. 128-129. Schubert continues this figure 

as borrowed chords and applied chords in m. 130 lead into an extensive dominant pedal in the 

next chromatic deviation beginning in m. 131. 

 

Musical Example 21. Mirjams Siegesgesang, D 942, mm. 126-130. 

                 

   Holcomb cites the alternation of treble and bass voices beginning in m. 131, “The 

downward spiral of the imitative pattern is achieved by entrances being a step apart. The passage 

creates a sinister atmosphere describing the sea monsters peering through the wall of water.”87 

Holcomb also references the intensity of the harmony from mm. 131-142 and the effect of the 

return of the harmonic motive in m. 142: 

 

 

                                                           
87 Holcomb, 53. 
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Soprano. 
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Basso. 
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The text describes the monsters of the sea peering from the walls of water which have 

been rolled back by the hand of God. Schubert prepares the prolonged dominant pedal of 

the accompaniment through a series of successive seventh chords in m. 130. On the 

downbeat of m. 131, the C pedal is held, but the inner voices of the accompaniment 

continue to change creating tension and release throughout the passage. Beginning in 

measure 136, the intensity is heightened through his use of the German sixth chord which 

is prolonged through measure 141; this sets up the very strong progression, ii-V-I, which 

gives the return to F-major a calming and assuring effect.88  

 

The Ger+6 chord mentioned by Holcomb stems from a root-position Neapolitan triad 

introduced in m. 136. Through canon at the second, Schubert creates a cascading effect of 

descending scales in mm. 131-134. Once the dominant is reached, new scales slowly ascend to 

the Neapolitan chord in m. 136. Schubert combines elements of harmonic instability with 

melodic text painting that captures two walls of water flowing in both directions. Ironically, the 

temporary resting point is G-flat, a tritone away from C major, the home key of the cantata. The 

wonder of the text, sung by a hushed antiphonal chorus, is captured as a static Neapolitan triad in 

mm. 137-138, further invoking the imagery of two suspended walls of water. The wonder is 

interrupted by a melody in the piano which creates the Ger+6 chord and increases the instability. 

An unconventional resolution of the Ger+6 chord allows it to lead to the dominant seventh of F 

major in m. 142 and to F major in m. 143. This “reassuring” F major mentioned by Holcomb is 

the principal harmonic motive punctuated by the text Wir vertrauten deiner Stimme (we trusted 

your voice) in mm. 143-144. 

 

 

 

                                                           

 
88 Ibid., 90-91. 
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Musical Example 22. Mirjams Siegesgesang, D 942, mm. 137-145. 

                   

  

Soprano Solo. 
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Basso. 
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Schubert repeats the music of mm. 97-118 in mm. 143-164. The physical images of the 

eyes, arm, and voice of the Lord, drawn from earlier lines of poetry, are complemented by the 

legs of the people who “walk joyfully to new land” (traten froh das neue Land) in this 

concluding passage of music and text. In a textual and musical pun, because the Israelites 

vertrauten (trusted), they traten (walked). Their joy of deliverance culminates in a final perfect 

authentic cadence and high C sung by Mirjam in m. 161. The last occurrence of the referential 

harmonic motive is in the piano postlude in mm. 162-165 which decrescendos and proceeds 

attacca into Section 3.  
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Harmonic Analysis of Mirjams Siegesgesang, D 942 

Section 3 (mm. 166-229) 

 The piano introduction of Section 3 begins with a tritone between pitches B and F. The 

dotted-rhythmic figure which was used to portray the “greatness of the Lord” in Sections 1 and 2 

connotes the threat of war on a static G in mm. 166-169. The unstable nature of the tritone, the 

Allegro agitato tempo marking, the sustained sixteenth-note trill in the treble voice, the fanfare 

figure introduced in the bass of the piano in m. 166, the rising chromatic scale in the bass in  

m. 168, and an ambiguous tonal center, all establish an ominous quality within the four-measure 

piano introduction. The B-natural alludes to the root of the secondary dominant from the 

principal harmonic motive found in mm. 1-4 of Section 1. 

The C-sharp used to lead to D in m. 168 is employed enharmonically as D-flat in m. 170 

to descend to C. The vocal entrance in m. 169 is a rhythmic augmentation of the fanfare 

introduced in m. 166, both on the dominant of C. Schubert delays the establishment of C minor 

by the absence of any mediant scale degree in the piano introduction. The suspended F of the 

tritone, punctuated by the four-measure trill, finally descends to E-flat on the downbeat of m. 

170, firmly establishing the key of C minor. Porter ascribes “great emotional significance” to 

Schubert’s technique of delaying the establishment of a key, “for the mind of the listener, even 

unconsciously, must be attempting to fix a tonality.”89 The arrival of the C minor triad correlates 

with the word Horizont (horizon) in m. 179. The moment is rich with text painting as Mirjam 

sings the fanfare and then melodically descends by steps on the text Doch der Horizont erdunkelt 

(but the horizon darkens). The descending scale in the voice is accompanied by descending 

thirds in the piano and an appoggiatura figure in the bass, all of which form a Neapolitan six-four 

                                                           
89 Porter, 39-40. 
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chord on beat two of m. 170. The pitch D-sharp which formed the third of the secondary 

dominant in m. 4 returns enharmonically as E-flat, the third of C-minor. E-flat was also used in 

the first measure of Section 2 to form a secondary dominant in the key of F major. The ascending 

chromatic scale in m. 167 is immediately answered by a descending scale in m. 168.  

 

Musical Example 23. Mirjams Siegesgesang, D 942, mm. 166-170. 

                     

The vocal line leaps by ascending octave before descending again in the natural form of 

the C minor scale in mm. 171-172. Schubert alters the descending direction of the vocal line to 

depict the text Ross und Reiter lösst sich los (horse and rider loose themselves). This is 

juxtaposed with a rising bass and two secondary dominants in mm. 171-173 with leading tones 

rising to the roots of the subdominant and dominant triads, respectively. Schubert’s use of 

contrary motion resembles the opposing forces in the text—God and the Israelites at war with 

Pharaoh and the Egyptians.  

 

 

Soprano Solo. 

Soprano. 

Alto. 

Tenore. 

Basso. 

Pianoforte. 



64 

 

Musical Example 24. Mirjams Siegesgesang, D 942, mm. 171-173. 

                             

 The gestural harmonic motive of the Neapolitan chord in m. 170 captures the darkening 

horizon, but it also suggests the presence of Pharaoh and the Egyptians as the antagonists of the 

story—the root cause of the darkening horizon. Schubert’s use of the chord as a rare auxiliary 

six-four chord, allows the bass to leap up to an A-flat in an appoggiatura figure and the entire 

chord to descend by step in parallel motion. Schubert uses the entire chord as a gestural 

harmonic motive in Section 3, but he also uses the members of the chord through various 

melodic and harmonic means to express the text. According to Maurice Brown, “His uses of this 

chord, as a melodic ‘spicing,’ as a cadence, as a harmonic progression, as a basis for modulation, 

are so numerous that one must put it at the head of all that is implied by Schubertian device and 

characteristic.”90  

 Schubert repeats the harmonic motive in m. 174. The motive is also used as an auxiliary 

six-four chord in F minor in m. 189. Two measures later it is in root position as part of a 

                                                           
90 Maurice J.E. Brown, A Critical Biography (Reprint, London: Macmillan and Company, 1961), 222.  
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descending scale spanning an octave in the bass of the piano in a transition to the home key of C 

minor. The choral soprano in mm. 190-192 has a repetition of the piano melody forming the 

initial harmonic motive in mm. 169-170. The text Herr, von der Gefahr undunkelt (Lord, from 

the danger surrounded) echoes the sentiment of the “darkening horizon” of m. 170; in both 

instances, the images of being enveloped by darkness/danger are depicted by the dark color and 

downward pull of the Neapolitan chord.  

 

Musical Example 25. Mirjams Siegesgesang, D 942, mm. 189-192. 

                    

 The dotted figure of the introduction is repeated in m. 177. The soprano solo part and the 

chorus sing Hörner lärmen (horn sounds). Schubert resolves D-flat down to C and A-flat down 

to G in triplet figures in the piano in mm. 178 and 181. A more emphatic use of D-flat and A-flat 

occurs in m. 182 as the soprano solo rises in quarter notes from C to D-flat to sing es ist Pharao 

und sein Tross (it is Pharaoh and his train [entourage]). The harmony changes to a B-flat minor 

triad in m. 182 as the soprano solo rises to D-flat on the word Pharao. This sudden shift in tonal 

center away from C minor includes a descending scale similar to that in mm. 190-192 but 

tonicizing the key of the submediant, A-flat major. The shift of tonal center maintains the  
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half-step descent of D-flat to C as subdominant and mediant scale degrees, respectively. In mm. 

185-188 the piano resounds in a fortissimo interlude in A-flat major using the dotted figure of the 

horn call. 

 

Music Example 26. Mirjams Siegesgesang, D 942, mm. 175-188. 
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 The musical material returns in m. 204 as the soprano solo again rises to D-flat on the 

text Und die Feinde mordentglommen, literally “and the enemy murder-growl.” If there were any 

doubt regarding the nature of the antagonists, Schubert parallels “Pharaoh and his entourage” in 

mm. 181-185 as the “murderous enemies” in mm. 204-208; the soprano solo ascends by half-step 

to D-flat on the words Pharao and Feinde. Schubert further increases the intensity by 

transposing the soprano solo’s melody up a minor third on the text drängen nach, den sichert 

Pfad (push forward, the secure path) in mm. 208-210. This coincides with another harmonic shift 

on an unexpected minor triad as Schubert paints “push forward” with the soprano solo’s half-step 

ascent to F-flat, coinciding with a D-flat minor triad. D-flat minor functions as the borrowed 

subdominant triad in A-flat major and the supertonic triad in C-flat major. This pivot chord is 

also the minor Neapolitan chord of the home key of C minor, used here to set up the final 

descending bass scale in Section 3. Brown notes that numerous uses of the minor Neapolitan 

chord are found in the songs of 1827-1828.91 The fortissimo piano interlude of mm. 185-188 

returns in C-flat major in mm. 212-215, accompanied by vocal interjections of jetzt und jetzt 

(now and now).  

There are multiple implications of Schubert’s choice of C-flat major as the concluding 

key for the main musical and textual idea of Section 3. The tonic chord of C-flat major is 

enharmonic with B major, the first chromatic chord of the work, and the first chord of the 

principal harmonic motive of Section 1. C-flat major is also a half-step lower than C minor, the 

initial key of Section 3. The root of a Neapolitan chord typically descends by whole step to 

leading tone, which then rises by half-step to tonic. Ending in C-flat major (or B major), implies 

that leading tone, B-natural, never fulfilled its expectations up to tonic, instead becoming the 

                                                           
91 Maurice J. E. Brown, “Schubert and Neapolitan Relationships,” The Musical Times 85, no. 1212 

(February 1944): 44. 
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new tonic. As has been demonstrated, Section 3 has both successive and simultaneous 

descending and ascending scales. Like these opposing scales pulling in opposite directions, 

Schubert deviates into several tonal centers, but he continues to return to the home key of C 

minor until the measures discussed above. C-flat major, then, seems to seal the doom of the 

Israelites. 

Musical Example 27. Mirjams Siegesgesang, D 942, mm. 204-216. 
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 Schubert moves into the parallel key of B minor in m. 217. In contrast to the previous 

measures, the dynamic is piano and the articulation is staccato. Measures 217-229 function as 

transition into Section 4. The final measures rise from F-sharp major to G major, the dominant of 

C minor. As hope for the Israelites returns in tonal terms, Schubert fashions another harmonic 

motive which is best understood in the context of Section 4. 
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Harmonic Analysis of Mirjams Siegesgesang, D 942 

Section 4 (mm. 230-269) 

 Aaron Carter-Cohn compares Schubert’s setting of Section 4 to Handel’s Israel in Egypt. 

“There are striking similarities between the musical treatments each composer gave this section 

of the narrative. Like Handel, Schubert places the scene in the key of C minor with alternation 

between the tonic and dominant chords. Composing after the Sturm und Drang [sic] movement 

of the late eighteenth century, Schubert draws on a sharper rhythmic motive, dramatic 

crescendos and diminished chords.”92 A harmonic cell of vii°7-V7-I, seen in mm. 232-233, 

begins with the unexpected insertion of the submediant scale degree and the diminished chord 

referenced by Carter-Cohn. This harmonic cell functioning as the gestural harmonic motive is 

ripe with imagery, and it is so pervasive that it constitutes the majority of the harmonic material 

in Section 4. The motive is introduced at the end of Section 3 to foreshadow the approaching 

literary and musical material. Section 3 ends with the words welch Säuseln! Wehen, Murmeln, 

Dröhnen, horch! Sturm! (literally, “What rustling! Blow, murmur, roar, listen! Storm!”). An  

F-sharp major triad rises to a G major triad on the word Dröhnen (roar) in m. 227. The G major 

triad is undermined by an A-flat upper neighbor. The use of A-flat allows Schubert to transition 

into a vii°7 in C minor in m. 228. The vii°7 is set with an upward arpeggio through various 

inversions, a characteristic Schubert will maintain through most occurrences of the harmonic 

motive. The chorus sings the word Sturm! on a G major chord in m. 229, the last measure of 

Section 3, and repeats the word on a fortissimo C minor triad in the first measure of Section 4, 

setting up a dominant-tonic relationship and completing the harmonic motive.  

 

                                                           
92 Carter-Cohn, 42. 



71 

 

Musical Example 28. Mirjams Siegesgesang, D 942, mm. 225-233. 

                

                   

The harmonic motive occurs seven times in its complete form in Section 4. The first four 

iterations bear the same harmonic progression of vii°7-V7-i. This includes twice in C minor in 

mm. 231-236, once in E-flat minor in mm. 243-245, and once in F-sharp minor in mm. 251-252. 

The last three complete iterations are in G minor, the minor dominant of the home key of C 

minor. A fragment of the harmonic motive occurs in m. 251 as VI in F-sharp minor is used as a 

dominant pivot chord in G minor. The appearance of the D major triad correlates with a leap of a 

Soprano Solo. 

Soprano. 

Alto. 

Tenore. 

Basso. 

Pianoforte. 



72 

 

minor sixth in the choral bass and the introduction of the word todt (dead). Once todt is 

introduced in G minor, Schubert ceases to modulate, marking the finality of the death of Pharaoh 

and his army. The use of G minor, the minor dominant, also occurs in m. 14 of the entire work, 

as Schubert shifts from G major to G minor to represent the “great” power of the Lord. The 

harmonic motive occurs again in its standard form of vii°7-V7-I in mm. 253-255. The last two 

iterations of the motive are the most dramatic. Schubert varies the harmonic cell by replacing the 

vii°7 with a VI chord followed by a Neapolitan chord, both in root position. The choral bass 

again leaps up by minor sixth to an E-flat on the word todt before it converges with the choral 

soprano on A-flats two octaves apart in m. 256 and again in m. 262. The Neapolitan chord in  

m. 256 is followed by three measures of a chromatic scale to a cadential six-four chord and a 

perfect authentic cadence. In the harmonic motive in m. 262 the root-position Neapolitan chord 

is followed by its first inversion before the final perfect authentic cadence in mm. 263-265. The 

dotted-eighth notes and dotted-quarter notes in the chorus in mm. 256-259 are augmented to 

dotted-quarter notes and dotted-half notes in mm. 261-265. This finality is punctuated by one 

more E-flat in the choral bass and a stratospheric ending in the choral soprano. The Neapolitan 

chord built on A-flat is an allusion to the submediant scale degree of C minor found at the end of 

Section 3 in m. 227. It is also an allusion to the harmonic motive found at the beginning of 

Section 3 in m. 170, in which the bass leaps up by minor sixth to the A-flat. Thus, the variation 

of the last harmonic motive in G minor in Section 4 recalls the harmonic motives of Section 3, 

and the submediant scale degree is repurposed as the lowered second scale degree. The use of the 

Neapolitan chord also parallels the content of the story. The parting of the Red Sea functions as 

salvation for the Israelites, but the collapse of the Red Sea is used as the demise of the Egyptians. 

Conversely, the Neapolitan chord which spells impending doom for the Israelites at the 
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beginning of Section 3 is used in the key of G minor in Section 4 to spell impending doom for 

the Egyptians and salvation for the Israelites.  

 

Musical Example 29. Mirjams Siegesgesang, D 942, mm. 255-269. 
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Porter analyzes the use of secondary dominants, Neapolitan chords, and diminished 

seventh chords in other stormy songs written by Schubert. In Der Strom, D 565, secondary 

dominants are used to “maintain the pressure on to the final cadence…in the tempestuous 

introduction,” and he cites the Neapolitan chord occurring on the text unmuthig rollt’s’ 

(displeased, rolls on) as “the most powerful use of the chord.” 93 Porter also renders power to 

diminished seventh chords to “express the misty scene of damp wind and grey waves” in Die 

Stadt, D 957. 94 Holcomb notes the strong resolution of the dominant seventh on the downbeat as 

a “repeating pattern” and describes the dotted rhythms as contributing to the storminess of 

Section 3. The dotted rhythms, the arpeggios, the tension and release of the chords, the rise and 

fall of the piano and vocal lines, and the marked crescendos climaxing in almost every sforzando 

tonic chord, all on the downbeats, contribute to the visual image of crashing waves. The 

harmonic motive, then, serves two purposes. It is used to depict specific words and phrases of the 

text such as eingewickelt in Netze der Gefahr, literally “wrapped in a web the danger,” in mm. 

239-245. It also acts as a symbol for the almost seamless repetition of the waves of the storm and 

the falling wall of water. There is perhaps numerological significance as there are seven 

complete iterations of the harmonic motive and twelve authentic cadences including the tonic 

chord that initiates Section 4. Seven and twelve are well-known numbers of completion and 

divinity in the Old Testament, but this may be going beyond Schubert’s intent. It is clear, 

however, that the harmony does much more than carry the phrase—it is central to the meaning of 

the text. 

 

                                                           
93 Porter, 55, 50. 

 
94 Porter, 55, 59. 
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Harmonic Analysis of Mirjams Siegesgesang, D 942 

Section 5 (mm. 270-368) 

 Section 4 ends with a fermata on a soft G minor triad. Section 5 begins with a loud E 

minor triad, a chromatic mediant relationship maintaining the common tone G in the upper voice. 

Aaron Carter Cohn emphasizes Schubert’s homage to Handel and the use of the slow section of a 

French overture in Section 5.95 The rhythms of Section 5 recall the fanfare of Section 1. The 

“greatness of the Lord” represented in Section 1 returns in Section 5 as a visceral memorial of 

Pharaoh’s defeat and drowning in the Red Sea. The dotted rhythms of the French overture 

appropriately represent “the baroque affection of sorrow or foreboding.”96  

 The chromatic mediant relationship prompts a sudden forte E minor triad followed by its 

dominant, referencing the harmonic motive from Section 1 in retrograde. Section 5 is truly an 

extensive development of the principal harmonic motive of Section 1. It is of note that the first 

example of chromaticism in the work, an abrupt deviation from the home key of C major, serves 

as the final secondary tonal center, E minor, to commemorate Pharaoh’s death. The reference to 

the principal harmonic motive is strengthened by the return of the dotted rhythmic motive 

mentioned above, the sforzando occurring on B major sonorities in mm. 4 and 274-275, and the 

use of cadential six-four chords and perfect authentic cadences to conclude introductions of 

similar lengths.  

 

 

 

 

                                                           
95 Carter-Cohn, 42-43. 

 
96 Holcomb, 68. 
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Musical Example 30. Mirjams Siegesgesang, D 942, mm. 1-6, 270-275.               

                      mm. 1-6 

 

                      mm. 270-275  

                                                             

The descending bass line from mm. 1-3 is mimicked in mm. 270-273, disguised through 

harmonic substitution, secondary harmonies, and octave displacement. The pitch B is maintained 

as the bass note in mm. 2 and 271 as B major is substituted for first-inversion G major. The pitch 

A is maintained as the bass note and root of an A minor triad in mm. 3 and 273, though it is 

interrupted in m. 272 by a secondary leading-tone chord (which facilitates a chromatic descent in 

the top voice of the piano) and disguised by octave displacement. After each introduction’s  

A minor triad both utilize dominant and tonic chords in E minor. The similarities in the 

introductions are apparent.  

A huge formal period occurs in mm. 276-293, along with an expansion of the gestural 

harmonic motive from mm. 4-5 of Section 1. Schubert approaches and resolves B major in a 

number of ways. The soprano solo’s opening question in mm. 275-278, Tauchst du auf, Pharao? 

(Do you arise, Pharaoh?), contains large ascending melodic leaps but is answered ironically in 
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the piano part with a four-note descending chromatic bass line ending on the dominant in mm. 

277-278. The chromatic scale is an echo of the descending soprano line in mm. 270-273, 

transposed down a perfect fourth. The C and A-sharp in m. 278 move in contrary motion to 

octave Bs that form the progression Fr+6-V on the word Pharao, followed by a brief piano 

interlude that again punctuates B major (See Musical Example 31). The next emphasis of B 

major is shaped by a dotted descending figure in mm. 283-284 culminating on the word Abgrund 

(abyss) in the soprano’s lower register. Holcomb expounds, “The phrase addressing Pharaoh is 

angular in its melodic structure and sets up a most descriptive motive which simulates Pharaoh 

sinking beneath the waves of the sea.”97 The soprano solo’s caustic homage to Pharaoh is not a 

sad dirge in quadruple meter but a taunting Andantino waltz in triple meter. 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
97 Holcomb, 83. 
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Musical Example 31. Mirjams Siegesgesang, D 942, mm. 270-293.                                                                                                                             

                     

                        

The text schwarz wie deine Brust (black as your heart) coincides with a pianissimo  

C-natural in m. 287. Its occurrence is surprising because of the use of C-sharp in the secondary 

leading-tone chord in m. 285. The harmonic implications of the C-natural are at first vague, and 

it passes to an unexpected F-sharp minor triad on a sforzando, used as a cadential six-four chord. 

The chromatic ascent of B to C-natural is an allusion to the chromatic descent of these same 

pitches in mm. 278-279. The cadential six-four in m. 289 initiates a circle-of-fifths progression, 
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leading to a perfect authentic cadence in m. 293. Previously the piano interludes simply repeated 

the harmonic material. Rather than descend to the dominant, B major, like he did for the 

interlude in mm. 285-286, in mm. 293-297 Schubert utilizes the same descending motive in the 

interlude to lead to an N6 in m. 295, a tritone away from the expected chord. 

 

Musical Example 32. Mirjams Siegesgesang, D 942, mm. 292-298. 

                             

The use of an isolated pianissimo C-natural in m. 287 alludes to the use of the pitch in the 

Fr+6 in m. 278 on the word Pharao. It also foreshadows its use as part of the N6 in m. 295. The 

F-natural of the N6 in m. 295 has also been foreshadowed by the secondary leading-tone chord 

in m. 272. Hence Schubert cross-references pitches and sonorities throughout the first twenty-

eight measures of Section 5, adding chromatic embellishment to the principal harmonic motive: 

the tonic to dominant chords in E minor. The contextual process extends well beyond Section 5, 

however. The harmonic motive from Section 1, a tonicization of E minor, creates a temporary 

departure from the tonic of C major. The pitch C is used as an embellishment of this same 

harmonic motive in Section 5. Thus, Pharoah’s death, captured in E minor in Section 5, is 

colored with the “Lord’s greatness” from Section 1, a reversal of Schubert’s harmonic process in 

the introduction of the cantata. The pitches C and F also function as the dominant and tonic of 

Section 2 in which the Lord is portrayed as shepherd. The Neapolitan chord that was used to 

capture the ominous qualities of Pharoah and the “dark horizon” in Section 3 is also used in the 
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final crashing waves which cause his death in Section 4. The resolution of the Neapolitan chord 

at the end of Schubert’s well-known Erlkönig, D 328, depicts the death of a child.98 Schubert 

uses the Neapolitan chord in Section 5 to commemorate the death of Pharaoh and to reference 

the Lord as shepherd. Brown remarks that the Neapolitan chord “enhances the diatonality of the 

passage in which it occurs, and adds vividness to the emotional content and colour of that 

passage.”99  

Schubert introduces new diatonic material at a pianissimo dynamic in m. 298 to embody 

the return of the calm sea. The pitch F-natural returns, enharmonically spelled as E-sharp, in a 

Ger+6 chord in B minor in m. 306. Schubert extends the Ger+6 sonority via passing six-four 

chords in mm. 306-311. The inherent double-leading tone complex of the Ger+6 chord allows 

Schubert to descend from F-sharp to E-sharp and to ascend from F-sharp to G, even in the 

soprano solo’s melody in mm. 308-309. The lack of resolution and chromatic melodies echo the 

text nimmer gibt es, was es barg (never there is, what is rescued) in mm. 306-309 and Wüste 

(wilderness) in m. 311. Schubert finally permits the voice to cadence in B minor on Grab (grave) 

and Sarg (coffin) in mm. 312-313, complementing the burial image of Abgrund (abyss) on a B 

major triad in m. 284. 

 

 

 

 

                                                           
98 Stephen Koska, Dorothy Payne, and Byron Almén, Workbook for Tonal Harmony (New York: McGraw 

Hill Education, 2018), 206.  

 
99 Maurice J. E. Brown, “Schubert and Neapolitan Relationships,” The Musical Times 85, no. 1212 

(February 1944): 43. 
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Musical Example 33. Mirjams Siegesgesang, D 942, mm. 299-314. 

                       

As in Sections 1-4, the chorus in Section 5 repeats the soprano solo’s opening material. 

Slight variations to the text and harmonies occur in the chorus. In m. 353 Schubert writes two 

measures of B minor triads followed by two measures of C major triads, although the canon in 

the voices and the stark octaves of the piano create a very thin texture. The half-step ascent and 

thin texture allude to mm. 286-288. Instead of continuing up to F-sharp minor as in m. 289, the  

C-natural forms an augmented sixth with an A-sharp in m. 357, another Ger+6 chord but now in 

the home key of E minor. Schubert arguably punctuates the scene’s most important morbid 

descriptor, Frevlergrab (sinful-grave) in mm. 359-362. Section 5 ends with a lush chromatic 

passage. As Holcomb notes:  

Schubert employs chromaticism as a harmonic device; Section V, measures 363-368 

illustrate the text by depicting Pharaoh’s sinking beneath the sea. The downward 

movement of the scale, with chromatic alterations, continues the canonic idea already 

established in the preceding vocal passage.100 

 

                                                           
100 Holcomb, 91. 
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Musical Example 34. Mirjams Siegesgesang, D 942, mm. 352-368. 
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Harmonic Analysis of Mirjams Siegesgesang, D 942 

Section 6 (mm. 369-486) 

The gestural harmonic motive of Section 1 culminates in Section 6 in a gestural, 

referential, and modulatory role. Section 6 begins with a repeat of the 32-measure introduction of 

Section 1. It is a common structural practice to begin and end a composition with the same 

material. A comparison of the text from both 32-measure sections reveals Rührt die Cymbel (stir 

the cymbal) in Section 1 and D’rum mit Cymbel (therefore with cymbals) in Section 6, a slight 

variation to mark the conclusion of the story and prompt the Israelites to increase their praise to 

God at remembrance of their victory; thus, Schubert concludes with an extensive choral fugue. 

The fugue subject and tonal answer are identified by Holcomb, who also notes Schubert’s use of 

numerous counter melodies instead of a clear countersubject. The tenor’s tonal answer results in 

the introduction of the dominant’s leading tone in m. 405. This F-sharp is preceded by an E-flat 

only a beat earlier in a bass countermelody. Schubert’s first chromatic pitches in the fugue are 

the same as his first chromatic pitches in the introduction to Section 1. These allusions to the 

harmonic motive are realized as an It+6 in m. 429, leading into six measures of B major 

harmonies embellished by second-inversion triads, sforzandos on the down beats, octave drops in 

the piano, and a choral bass that reiterates a pedal tone on the pitch B. This version of the 

harmonic motive initiated by a Ger+6 chord first appears in m. 35 of Section 1 on the text 

schlagt die Saiten (strike the harpstrings) and appears in Section 6 on the words vor aller Zeit 

(before all time). Schubert thus makes a referential connection in form and a gestural connection 

marking eternal praise to the Lord on strings. Rather than resolve to the expected E minor in m. 

436, Schubert resolves deceptively to C major, using the harmonic motive in a modulatory role. 
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This deviation from the original harmonic motive is perhaps the quintessence of the entire 

work—a B major triad’s half-step resolution up to C major. 

 

Musical Example 35. Mirjams Siegesgesang, D 942, mm. 424-437.                            
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Even so, Schubert is not finished utilizing the pitches of the harmonic motive. After an 

extensive dominant prolongation beginning in m. 456, the tonic C major appears in mm.  

464-466. The upper voices briefly are tacet after that, as E-flat suddenly occurs in the upper 

range of the choral bass in convergence with E-flat tremolos in the piano, indicated with a 

sforzando. Like in mm. 405-406, Schubert fashions another immediate succession of the pitches 

E-flat and F-sharp as a Ger+6 chord in m. 467 resolves to a V7/V in m. 468 (See Musical 

Example 36). 
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Musical Example 36. Mirjams Siegesgesang, mm. 456-468. 

                                            

                        

A dramatic authentic cadence sounds in m. 471, but Schubert repurposes the pitches  

F-sharp and E-flat in one final extended phrase. The bass repeatedly descends from C to F-sharp 

in a linear tritone as the soprano repeatedly rises from C to E-flat in a linear minor third in mm. 

471-473. The C to E-flat is simultaneously inverted in the tenor. In m. 473 Schubert resolves the 
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bass down by half step to F-natural, transforming a diminished seventh chord into a Ger+6 

chord. The E-flat that was part of a Ger+6 chord in m. 467 is now part of a different and final 

Ger+6 chord in m. 473 in which the soprano rises by half step to the E-natural as the bass sinks 

to E-natural, the diatonic mediant. This coincides with the text heute gross vor aller Zeit (today 

great before all time). As referenced earlier, Porter remarks on Schubert’s use of the third of the 

chord as “turned into a major or minor interval according to his feeling for the word or phrase in 

the song.”101 Schubert’s emphasis of the major third occurs in the resolution of the Ger+6 chord 

in m. 474 as the pitch C in m. 473 rises to a C-sharp, the third of the A major sonority, part of a 

cadential six-four chord resolving to E major. The convergence to the diatonic mediant in m. 474 

facilitates a dramatic descent to tonic in the soprano melody in mm. 478-480 and allows 

Schubert to emphasize the major third of the tonic chord of C major throughout these same 

measures. The resolution of E-flat up to E-natural is an enharmonic spelling of the resolution of 

D-sharp to E-natural that occurs in mm. 4-5, the first appearance of the principal harmonic 

motive. E major in m. 475 references E minor, the second chord of the overarching harmonic 

motive. Schubert emphasizes the text heute gross vor aller Zeit by using a final  

circle-of-fifths progression of six chords in mm. 475-480, culminating in a perfect authentic 

cadence.  

 

 

 

 

 

                                                           
101 Porter, 33. 
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Musical Example 37. Mirjams Siegesgesang, mm. 468-486. 

                            

Herein is Schubert’s genius. Schubert introduces a seemingly insignificant chromatic 

harmony in m. 4 that will play out in multiple ways throughout the work, culminating in the 

finale. If Edward T. Cone can infer that the varied resolution of the flat submediant in Moments 

Musicaux, Opus 94, no. 6, is symbolic of Schubert’s struggle with syphilis and impending 
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death,102 it is no stretch to infer the lowered mediant’s rise to E-natural, working together with 

the harmonic motive, as “the Lord’s greatness” and victory over Pharaoh in the Exodus story. It 

is interesting that throughout Mirjams Siegesgesang Pharaoh is denied the key of C major, 

reserved only for “the Lord’s greatness.” While the harmonic motive in mm. 4-5 deviates from C 

major and is used to depict either Pharaoh’s apparent triumph in Section 3 or his demise in 

Section 5, it is also used to depict “the Lord’s greatness through all time.” Rather than create two 

equal opposing forces, Schubert has only placed tonal limitations on Pharaoh and his army. Since 

Mirjams Siegesgesang is a reflection of what God has already done, it is fitting that it begins and 

ends in C major, making the ultimate rise to the final diatonic mediant an inevitability and a 

reason for the Israelites’ ecstatic celebration.  

  

   

 

  

                                                           

102 Edward T. Cone, “Schubert’s Promissory Note: An Exercise in Musical Hermeneutics,” in Schubert: 

Critical and Analytical Studies, Walter Frisch, ed., 13-30. 

 

 



90 

 

Conclusion 

Harmony has been underestimated in its motivic role, and in fact in some sources does 

not even appear in the definition of motive. In the works described here, while melodies and 

rhythms do return motivically, it is not solely the expected recapitulation of themes, as in sonata 

form, which primarily evokes emotions from the listener, but also the return of harmonic motives 

as expressions of the text. Some repetitions of harmonic motives are potentially clearer to the 

listener, as in Section 4 of Mirjams Siegesgesang, when each wave is represented by the same 

progression. I propose that the listener may not perceive the genesis or repetition of other 

harmonic motives, especially if the performers are unaware of their significance. It is the 

responsibility of the conductor and performer to understand these tonal allusions and their 

relationship to the text. Otherwise, these harmonies are mere vehicles of local progressions, and 

easily overlooked as insignificant. Tenuto, rubato, accent, color, dynamics, and tempo, are all 

reasonably controlled or rather released by the conductor/performer. It is with this nuance that 

works rise above mere exercises in musical technique to artistry that the listener, whether trained 

or untrained in music, experiences as “emotionally palpable.”103 

Schubert’s epitaph, coined by Grillparzer, reads, “The art of music here entombed a rich 

possession, but even far fairer hopes.”104 Deutsch adds in The Schubert Reader, “This low 

estimate of Schubert’s creative maturity Grillparzer shared with Joseph von Spaun and 

others.”105 Brown acknowledges the low esteem surrounding Schubert shortly after his death.106 

                                                           
103 Black, 16. 

 
104 Otto E. Deutsch, The Schubert Reader, 899. 

 
105 Ibid., 899. 

 
106 Brown, Schubert: A Critical Biography, 311. 
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He espouses “tonal possibilities” as “some of the fairer hopes of the epitaph.”107 But even if 

Schubert’s harmonic innovations were not appreciated by his contemporaries, they do play a 

vital role in expressing the poetry that he set. Those innovations, especially in his choral works, 

have been largely ignored as expressions of the text. Hope is by definition not a concept one can 

bury but a futuristic idea. An epitaph, while written for the dead, is not for the dead but for the 

living. The bones of Schubert attest to his indifference to Grillparzer’s words. Perhaps while 

Schubert is the “rich possession” interred in the ground and a reason for hope, the “far fairer 

hopes” are the responsibility of the living to realize the full potential of his music. 

 

 

  

  

 

 

 

 

 

 

  

                                                           

 

107 Brown, “Schubert and Neapolitan Relationships,” 44. 
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