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ABSTRACT

Franz Schubert’s preoccupation with the nature-centric poetry of his day yielded a large
body of musical landscapes and depictions of the human experience of nature. And while
his songs are often associated with the “Volkstiimlichkeit” of the 18" century, an
aesthetic in which nature occupied a secondary role, this study underlines how Schubert
would develop an idiosyncratic musical vocabulary conveying the inherently ecological
nature of the texts, casting nature as a central subject in his poetic settings.

The discourse of deep-ecology has reassessed the shallowness or quaintness traditionally
ascribed to the Romantic view of nature, looking to the holistic view of nature in
Romanticism as a template for the formulation of a contemporary deep-ecological
worldview.

Using experiential models of deep-ecology, namely phenomenology, embodied meaning
and indigenous animism, this study revisits the archetypal Romantic wanderer’s
experience of nature in Schubert’s poetic settings as an encounter between the individual
and the natural world. Citing human-centric interpretations in musicological discourse,
this study illustrates the need to reconsider the pivotal role of nature in seminal works of
Schubert. Analyses of the choral setting of Gesang der Geister iiber den Wassern (D714),
numerous Lieder, and the song cycle Die Winterreise uncovers the depth of Schubert’s
commitment to the most forward-looking ideas on nature reflected in the philosophies of
Goethe, Schiller, Schelling and Spinoza, fulfilling Friedrich Schiller’s vision for the
formulation and expression of man’s place in nature in art.

Deep-seated structural and harmonic characteristics of the Lieder are shown to be
inexorably tied to Schubert’s need to express the wanderer’s direct experience of the
outer world. Schubert’s extensive use of mediant and submediant tonalities emerges as an
innovation partly born out of Schubert’s preoccupation with landscape and nature,
constituting a lateral alternative to the Cartesian, mechanistic view of nature reflected in
the diatonic musical vocabulary of the 18" century.
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Considering Schubert and Nature: A Romantic Ecology

Introduction

This inquiry into the musical depiction of nature in poetic settings of Franz Schubert is
born out of real-world experiences of how humans learn, play, perform, record, receive,

rewrite, analyze and categorize these art works.

As a performer and educator working with singers and pianists, it is often overwhelming
to witness seemingly insurmountable barriers faced by musicians in bringing this music to
life. Aside from essential skills such as technical and linguistic mastery, music literacy,
musicality, awareness of style, etc., something "unseen" prevents performers and listeners
from connecting and relating these works to their everyday lives. In a poetic aesthetic in
which the “other” human subject, often the object of love, is usually unattainable or lost,
the lone Romantic wanderer in the songs is frequently in direct dialogue with a third
subject, nature. I remember the incredulity on a student’s face when told that, in Robert
Schumann’s “Am leuchtendem Sommermorgen” from the cycle Dichterliebe, the
wanderer is directly addressed by flowers, or as in Schubert’s “Wasserflut” from
Winterreise, the wanderer watches snow melt. Sadly, the reciprocity between man and
nature in the Schubert Lied, if noticed at all, is perceived as secondary to the human
aspect of the narrative. This human-centric bias in our assessment of and interaction with
this art is fundamentally detrimental to reception. The incongruence between these

nature-centric works and today’s basic disconnect from nature in the context of playing,



studying and listening to these works makes an exploration of the depths of nature in
Schubert a timely subject, and brings to the forefront those aspects of the Lieder which
might well re-invigorate this increasingly obscure art form. The role of nature in the

music itself is anything but secondary.

Reflecting both Classical and Romantic aesthetics, the music of Franz Schubert defies
easy periodic classification. The emergence of the Lied as a major genre in Western
music of the 19" century is inexorably tied to Schubert’s output as a composer of the
Kunst-Lied. Schubert’s engagement with the poetry of his day and the resulting songs
became a catalyst for many compositional innovations that subsequently define the

Schubertian style and exert an influence on Romanticism in music and art.

While the important role of the Schubert Lied in influencing 19™-century Romantic
aesthetics is undisputed, this study will illustrate the centrality and relevance of nature in
his works, a vital aspect of Schubert’s output that has not been given the attention it

deserves.

This study of the musical depiction of nature in Schubert’s poetic settings reveals his
intentional, systematic and exhaustive musical preoccupation with nature. In the process
of depicting landscape, Schubert would develop an idiosyncratic musical vocabulary that

conveyed the inherently ecological nature of the texts.



Chapter One considers the role of nature as an idealized “picturesque” backdrop in visual
art, literature and music of the 17" and 18™ centuries. Schubert Lieder are often
associated with the aesthetics of “Volktiimlichkeit” in art of the 18" century and its
nostalgic longing for an earlier utopian or idyllic relationship with nature. However, this
study emphasizes Schubert's ability to transcend the prevalent aesthetic of musical
depiction of nature of his predecessors. Citations for musicological literature include
Taruskin, Kramer, Rosen, Byrn, Plantinga, Monelle, and Whitton on Lied composers of
the 18" century, In addition, literary criticism includes Williams, Eggensperger, and
Brown on Lieder poets of the 18" century. Examples from 18" century instrumental
music (Haydn, Beethoven) and Lieder (Mozart, Beethoven, Reichardt, Zelter) support
commonalities and articulate differences between Schubert and his predecessors with
respect to the nature-centric poetry of his songs. Specific aspects of Schubert’s early
“Erlkonig” and “Adelaide,” such as more elaborate preludes, more specific mimetic
motifs or themes, and harmonic innovations, are highlighted as manifestations of the
emergence of the natural world as a central subject in these works, thereby aligning
Schubert’s musical depiction of nature with Friedrich Schiller’s forward-looking vision
for the articulation of man’s relationship with nature in art. As such, it is argued that
Schubert’s depiction of nature in the poetic settings embodies a departure from the “noble
savage” doctrine of the 18" century and emerges as a medium for the expression of a new
relationship with the natural world as reflected in the ideas of Schiller, Goethe, Schelling

and Spinoza.



Chapter Two underlines deep-ecology’s recognition of the Romantic view of nature as a
template for the articulation of a contemporary worldview. Source material draws on
discourses of deep-ecology, namely eco-phenomenology (Evernden), the history of
ecology (Worster, Oelschlaeger, Abrahms), the phenomenology of perception (Abram,
Husserl, Merleau-Ponty) embodied meaning (Johnston, Lakoff) and indigenous animism
(Abram, Feld, Wilber.) The potential and suitability of deep-ecological views on the
relationship between the human individual (mind) and nature are evidenced as effective

tools for the elucidation of Schubert’s musical landscapes.

A subsequent analysis of Schubert’s choral setting of Goethe’s Gesang der Geister iiber
den Wassern (D 741) will demonstrate how, by employing sequential repetition and
formal, textural, harmonic and mimetic delineation, Schubert re-creates the
phenomenological direct human experience of a specific landscape. As such, this analysis
will show that Schubert was able to formulate an experiential model for the human
spiritual experience of nature in art. Numerous examples of Schubert’s use of mediant,
submediant and lowered mediant tonal relationships in this work will demonstrate that
Schubert intentionally and systematically located the human experience of immanence in
nature in submediant and lowered submediant tonalities. The analysis of this musical
realization of Goethe’s landscape confirms the depth of Schubert’s commitment to
forward-looking ideas on nature of his time, and also demonstrate how this work
foreshadowed an integrated, contemporary deep-ecological worldview, that is, the

integration of matter, being, mind and Spirit (Abram, Wilber). The ecological



significance of this work, fleshed out in this analysis, will re-situate the place of this
“nature-centric symphony” within the canon of Schubert’s output and within Western

music as a whole.

Chapter Three underlines fundamental structural aspects of the Lieder reflecting the
human relational experience with nature. Citing the work of Martin Buber, Maurice
Merleau-Ponty, Edmund Husserl, David Abram and Mark Johnson, this chapter reveals
the challenge presented by deep-ecology to the false dichotomy or separation of inner and
outer experience in Western thought. Examples from musicological literature (Kerman,
Youens, Schenker) will reveal a tendency in Schubert scholarship to overemphasize
human aspects of these works, without due consideration of the inherently ecological
nature of these works. Indeed, the archetypal Romantic wanderer’s direct experience of
the natural world in Schubert’s Lieder could be seen as an encounter between the human
individual and nature, or between mind/body and nature, making it a template for a deep-

ecological elucidation of the music.

Analyses of Schubert songs of alienation and of songs expressing the human relational
experience with nature will flesh out the full spectrum of Schubert’s compositional
vocabulary in expressing the polarity of the human experience of nature. Further analyses
of “Die Sterne,” “Liebesbotschaft” “Friihlingssehsucht,” “Bei dir allein,” “Nacht und
Traume,” “Der Hirt auf dem Felsen,” “Der Musensohn,” “Auf der Donau” and numerous

other seminal Lieder, will demonstrate how, contrary to the common attribution of



“otherworldly” or transcendent qualities to submediant tonalities, Schubert consistently
employed mediants and submediant tonal relationships to express very much “in-world”

or immanent human experiences of landscape or nature.

Further study of Lieder such as “Abendbilder,” “Totengrdbers Heimweh,” and “Der
Pilgrim,” “Die Mainacht” and Schiller’s “Strophe aus Die Gotter Griechenlands™ will
highlight the pivotal role of mediants in expressing the dichotomy of transcendence and
immanence in human spiritual experience. Moreover, it will be demonstrated that in
locating art as a subject in the submediant, Schubert clearly understood Schiller’s vision

for the role of art in the articulation of man’s relationship with nature.

An examination of current and past musicological literature (G. Johnson, Cohn, Clark,
Tovey) on mediants in Schubert elucidates the relationship between his use of mediants
and his depictions of landscape. In light of the numerous examples in this essay and
Appendix 1, Schubert’s musical depictions of nature will be shown to embody challenges
to the objective, mechanistic view of nature of the Enlightenment, his art works being a
medium for the recalibration of man’s place in the wider ecology of nature. As such,
mediant and submediant tonalities depicting the human experience of landscape constitute
a lateral harmonic alternative to the “objective” diatonic vocabulary of the 18" century. It
will be claimed that Schubert’s departure from accepted harmonic practices of his time is
not only a new compositional tool or technique, but it is at least in part the outcome of a

new artistic paradigm created to express man’s relationship with nature.



Departing from the traditional emphasis on Die Winterreise as an “inward” journey,
Chapter Four formulates the wanderer’s isolation and alienation as a human-free context
for the elucidation of the individual’s primal confrontation with the “outer” world. Deep-
ecological models of experience and perception (Abram, Jensen, Basso, Feld), integrated
into an analysis of songs such as “Gute Nacht,” “Erstarrung,” “Der Lindenbaum,”
“Wasserflut,” “Irrlicht,” “Friihlingstraum,” “Im Dorfe,” “Der Wegweiser,” and “Der
Leiermann,” show that Schubert’s musical depictions of the wanderer’s visceral
experience of the winter landscape and the landscapes of his future visions and dreams
represent an alternative to the mechanistic, “objective” cartesian view of nature of
Schubert’s time, a relationship based on primal, direct, intersubjective and animistic
perception of the outer world. The wanderer’s dialogue with the landscape, his unfulfilled
desire to re-capture his connection with nature and to be buried under the linden tree will
emerge as central aspects of this tragedy. The wanderer is not a “subjective,” delusional
loner, but as an individual whose destiny as a hurdy-gurdy-playing Doppelgénger,
forgotten and rejected by the world of men, is inexorably tied to his separation from the

natural world.



Chapter One: Natureand Lieder of the 18" Century

In the brief, lesser-known and seemingly less $icamt 1819-setting of a verse from
Friedrich Schiller's poent Die Gotter Griechenlands Franz Schubert reveals a great
deal about himself as a composer of song. A spamgetonally ambiguous preluda,

modulation to the parallel major, followed by ansggle in the major submediant--these
features epitomize harmonic and structural gestofeSchubert’s musical vocabulary,

their deeper meaning and relevance to be revealtgther chapters of this study.

Ex. 1-1 Franz Schubei$trophe aus Die Gotter Griechenland&ginning.
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In a survey of the ecological significance of Samils vocal music, relatively unknown
Lieder such as “Strophe aus Die Goétter Griechesfaatherge as essential contributions.
Themes of alienation, self-identity, man’s placethe wider ecology of nature, and the
important role of art in the formulation of thedemes, are all intentionally addressed by
the composer in this dense, albeit economical wbdet. The intention is to highlight the
role of these themes as driving forces behind caitipaal choices that define and

continue to define the Schubertian style.

The poetry of Friedrich Schiller (1759-1805) wadaaorite of Schubert's and his 32
settings of Schiller's poems are second only tsdéhaf Goethe (72). Although writer and
composer never met, and despite there being ntewrnecord of Schubert’s views on
Schiller’'s writing on the topic of aesthetics, lathapters demonstrate that Schubert
nevertheless achieved much of what his literaryd@ressor had envisioned for the
continued evolution of European artistic expressibm the question and request in the
first stanza of Schiller's poeeautiful world, Where are you? Return, Blossom-afje
Nature!, the poet cum philosopher concludesas, only in the enchanted world of song,
lives your fabulous trail This stanza (the one out of sixteen Schubert echosset)
encapsulates Schiller's recognition of the poténtlamusic and of art to carry the

worldview reflected in the philosophical ideas imfing his poetry.

Most relevant is Schiller’s dismissal of the prevdlnostalgia for the idyllic and utopian

state of “pure” Nature. The T'&entury notion of the “noble savage” or “naturamd
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associated with Jean-Jacques Rousseau (1712-17A8)jdealization of simplicity of
existence pre-dating modernity, was a regressionSthiller. Schiller, who identified
himself as a “sentimental” artist, called for actaiming of nature without abandoning
the sophistication of morality and reason. Indekd, Abrams identified some of the
essential tenets of Romantic thought as articulate&chiller in hisAsthetische Briefe,
pointing to Schiller’s desire to restore “wholerietssan ever widening separation (dating
back to the ancient Greeks) between modern existand naturé But for Schiller, there
was no looking back: “Let him set himself the taslan idyll, which will lead mankind,
for whom the road to Arcadia is forever closed, arvto Elysium.* Here, Schiller
famously addresses the poet or the artist, whorhelhe partly responsible for what he
considered to be stagnation in the arts. The adsprding to him, would also be
instrumental in a timely articulation and expreasid the revolutionary spirit of the late-
18" century. John Williams synthesizes Schiller's uisiof the role of art thus: “Art,
inspiration and imagination are to be revived tolaee a revolutionary credo dominated
by intellectual powers that exist at the expensthefsensual and imaginative qualities of

human nature”

These sentiments are beautifully voiced by Schifig¢he text of Schubert’s setting:

Beautiful World,
Where are you?
Return,
Blossom-age of nature,
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Ah, only in the fairyland
Of song,

Lives your fabulous trail.
Some 30 years before Schubert's composition, ®clethvisioned music’s unique role in
advancing the expression or depiction of subjectixperience in art. Current modes of
perception and expression at the time, accordingSc¢biller, would fall short of
formulating a true expression of man’s place inurat Schiller and Goethe shared a
preoccupation with man’s relationship with natuaad it seems conspicuously odd that
the role of nature in the synthesized works of ®elnuand these important literary
figures has not been examined from the point ofvvaé depiction of the natural world.
Our enduring tendency toward a human-centric foousour assessment of these

masterworks is partially to blame. Ironically, thésthe very "tradition” these works are

attempting to circumvent by offering an alternatiei&tionship with nature.

The Pastoral and the Picturesque

To gain a further understanding of the continuurtharepresentation of nature in art and
its influence on 18-century artists requires an examination of eadipictions of nature
in European art representing prevalent ideas ameait the time. This exploration is not
meant to offer a comprehensive account of art e 16" century. The objective is to
provide a general sense of the aesthetic traditionart prior to Schubert's musical
depiction of the natural world, and thus gain pecsipe on what Schubert’s contribution

to the artistic depiction of nature is, and, whas not.
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Landscape paintings of the "l7and, to some degree the™8entury, still heavily
influenced by the Dutch, Italian and French schoafisthe 18" and 17 centuries,
abounded with idealized settings in which humastadnical, and mythical themes are

represented:

Fig.1-1 Pastoral Landscape, Imitator of Claude &ior(late 1 century)
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Fig. 1-2 Roman Landscape, Nicola Poussin (1639)

The first (fig. 1-1), painted by an imitator of Claude Lorrain (1600-15&Xemplifies the
French style of the 7century. Nicolas Poussin’s (1594-166%)man Landscapdig.1-
2) also reflects nostalgia for the arcadian past inckvimature is “rendered” to suit the
human context (in this case, a biblical setting)tloé canvas. The inherited higher
“realism” of Baroque paintings from the Renaissaat® emphasized symmetry and
linear perspective, a striving for geometrical petion. Neil Everneden:

Theirs was no homage to reality; it was a homagedd, the great Geometer.

It was an attempt to depict a perfect world, theldvas itoughtto be. Linear

perspective then, with its dependence on opticahcples, seemed to
symbolize a harmonious relationship between matheatatidiness and
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nothing less than God’s will. The picture, as carged according to the laws
of perspective, was to set an example for mora¢roadd human perfectidn.

The “picturesque” or “arcadian” depiction of landpe in visual art has its analogues in
the music of the 18 century, albeit occuring at a later time. Pastonalsical settings
from Handel'sMessiah(1741) to Haydn’sThe Creation(1796) and right up to the
programmatic music of Beethoven’s sixfPastoral” Symphony(1808) reflect a musical
language not specific to a particular place omativiidual experience; these are idealized
landscapes, settings for human activities, realtbedugh the use of familiar traditional
(known to the listener) musical gestufedhe brief mention of these works of genius is
by no means a dismissal—they hold their rightfidcel in the canon, but they do not
represent a departure from the aesthetic paramiierthe pastoral representation of
nature. Music and visual art of the™8entury are born out of the prevalent view of
nature at the time, a pastoral ecology adoptedHhilpgophers of 1% and 18th-century
Europe. The scientific model for the assessmenteality established by the likes of
Descartes, Galileo and Newton served as a temfolate new mechanistic understanding
of the natural world. As Max Oelschlaeger has manout, this mechanistic view of
nature as “matter in motion” upheld fundamentauagstions of Modernism soon to be

challenged by Romantic art and philosophy. Oeledda “...there was a critical
philosophical reaction to Modernism that centeradt® basic assumptions—namely, that
mind and matter are metaphysically distinct sultstanthat the whole of nature equals

the sum of its parts, that all relations are exkrand that efficient causation explains
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natural motion.? The ecology of nature was seen more as an ecormisgif-regulated

system of resources at the ultimate service of idanald Worster:
The climate of opinion in the Age of Reason waslusttingly utilitarian.
While scientists busied themselves in collecting alassifying the facts of
nature and in aligning their piety with their saen they also managed to
create an ecological model that accurately mirrdiesl popular bourgeois
mood. Its fundamental assumption was that the ‘@®wyfi of nature is
designed by Providence to maximize production dficiency.’°

The last decades of the™8entury would see a shift in the balance betwean emd

nature in art, effecting a transition from a petmapof the natural world conceptualized

through the dualistic man/nature paradigm of Resa@ise humanism, to a more holistic,

integrated man/nature paradigm of reality, one twhiould come to reflect a Romantic

worldview.

Nature in the Foreground

In Charles Rosen’s seminal bobke Romantic Generatioan obscure text by Schiller is
cited as a main source of insight into Schillei®ns on art. A review by Schiller written
in 1794 of Friederich Matthisson's poetry, des@ities difference between the artist who
depicts nature as a “locale of an action” (he meamsiman action here), and the artist
who “makes pure nature the heroine of the pictlfér’ other words, Schiller called for
deliberate intention in visual art and literatue émphasize nature, not as a mere
reflection of humankind, as it had been in the phast as a central subject; human

subjects were no longer overseeing nature—they hembme “parts” of the wider
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landscape. For Schiller, art was to be the forumtli@ long-term (over generations)
cultivation, through “Bildung” or education, of amtegrated individual. Art would
confront the truth of modern man’s condition ofeaktion from him/herself and from
nature'® Art would also be, for Schiller, instrumental ihet recalibration of man’s
perception of nature. This foreshadowing of mod#rap ecological thought calls for no
less than an attainment of wholeness, through inotr (individuality) and outer (nature)

reality.

Schiller and Music

Schiller's 1794 review also describes how an inkaged nature expressed in art can
become a true re-presentation of human feelingsideas'® In Schiller's view, music
does this best; music, being abstract, can mih@ifarm of human sentiments and ideas,
leaving room for the listener to interpret throufle immediate act of listening. Charles
Rosen synthesizes the text: “What Schiller demastizat the poet and the artist show us
the correspondence between the sensuous expeméncature and the spiritual and
intellectual workings of the mind* Schiller also recognized music’s unique ability to
have a direct effect on the human nervous systesulting in a physical, even visceral
reaction to modulations, dissonances, suspenswingt-Rosen calls the grammar and
syntax of music, thus making music an optimal earaf the subjectivity of nature, a

medium that can convey the unfathomable and ovdmihg forces of the sublime.
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Schiller’'s aspirations for music would not be rea#l until Franz Schubert would

transform the Lied into a major genre ofhltgantury music.

The Sublime in Nature

There would be a gradual shift in”leentury art away from depictions of the beautitul
the expression of the experience of the sublimeés Pervasive aesthetic, favoring the
unfathomable and threatening aspects of the nawwed over the beautifdf would
preoccupy European landscape painters of tfeah@ 18' centuriesPrecedents in visual
art such as this depiction of the human experieidhe sublime in nature by Claude-
Joseph Vernet (1714-1789) depict the direct eftéabature on human subjects (fig.
3)—nature as a subject can be said to actively englagg human subject. Such works

signal a shift in focus away from “human actions.”
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Fig. 1-3 Mountain Landscape with Approaching Thustem, Claude Joseph Vernet (1775)

Although the almost miniature human figures remminthe foreground, nature has
assumed the role of main subject. Literary workthefSturm und Drangeriod of art, of

which Goethe and Schiller were major contributgmgduced many depictions of the
human experience of the sublime. A loosening ofmfdrtextual structures and a new
emphasis on raw emotionality would be reflectedaimore subjective experience of
nature, one based on direct individual perceptidrate 18-century musical works, such
as Joseph Haydn’'s musical depiction of the sublmeature (in the form of chaos), in
the orchestral overture (ax) to the oratorioThe Creation(1798), represented a
groundbreaking precedent. But, while compositignaitiginal and innovative,The

Creation was still very much rooted in the classical adsthef the beautiful For, as

Lawrence Kramer has observed, the essential aratgbigesture in this oratorio is the
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major cadence, occurring in the first choral movetnthat is, the first act of creation at
“and there was light The light dissolves the threat of chaos andarest the utopian
musical pastoral aesthetic informing the rest efwork. Lawrence Kramer: “But in the
creation, both as an event in the work and in tlbekvas an event, the pastoral divine

replaces—supplants, displaces—the cosmic sublifne.”



Ex. 1-2 Joseph Haydibie SchopfungOpening presentation of chaos

LheVYorllel ling des Ll

Finleilung La rgo

Clarine | [ T - —-— i | - —
AOTI =" = - = ' =
. f ~ | |
F.J-}111l:|11r1 ﬂJ_ﬂ_ - - = — = |
m G 1 e — Sp— J:
foe f i
o et | o) e |
Tromboane &H’_H:L —— — - —— r'“_r e — ‘
N —
Trumbone i 1 - : = rem— — =|
L (- I - I - 1
Farm)
1'rombone H._}_‘i'_ﬁ‘ - - - - - ':
1 N ’;
: p—
gl N = T £ ‘I" - ™ |
Clrinelle T | —e = = — - e
- s i .!
mk. - = T F i
. . ) .
Clarwetto T1: %_i_&: < = - - p— — I?-'—'—I—J. 3 =
P T - g‘_—-l
C I ' e il F |
EINETTIN I = p— —— |
im Es Tl: ,.@ .11" . S : 1.
: e L | T |
(Mive I: S = —e—=F e
a v =— F I i
S L e “Tea
Obaoe 11 =D e o e — - 3
—— |
i r=r ' £ P ——
Flanto | Ii o S -ﬁ 1.5!— fue o= o= =
I II.' %Lﬁ L.:_ it — = . 1 - r::gl i \
I = P | e e
. | F J = A=
Fagallo I L — - e —— i e !
II: P r— ; ——— i“ P — =5
’ o | r P o3 | -—:i__'___':
. . it o - ' |
f..nlﬂm["agnllu ¥ — - . ———~ - - J
L ] - i
: i £ } C'_H—E—.—F.I‘:.L4 (3 #"EES f—.‘u TT |
Vislino B, = e e = —
| jr_ - B f— T—T |
v & p— =7 — e — !
| F=— | PI |
= : )
Vielmuo — 1 — = = 'EG‘I —n————
1
—
2 = F—== — f — ‘#f_::;!
» Viola 'H:EIEEL _u_ = T ' —S——m S !
% — P — T p b |
E. J o & T} i i F-In !
Yiolonee] o I‘H'..I".'“-fﬁ - i e |
T - |
| = F ] — [ —— 3 |
o — ; — |
Lussao {H - - = | - 8 |




21

Beethoven would surpass Hayden in his ability tstan sublimity (in the form of the

heroic) for entire movements of symphorig&eethoven signals a major shift from an
aesthetic of the beautiful to one of sublimity—ttrensition, as Richard Taruskin so aptly
expresses, can be viewed as an essential featd@ afentury music as a whole. "The
history of music in the nineteenth century couldwséten in terms of the encroachment

of the sublime upon the domain of the beautifdl.”

At roughly the same time, near the end of th&c#8tury, the landscape paintings of
Caspar David-Friedrich’s (1774-1840) would manifast intentional artistic mediation
between man and nature (fig4), putting into practice the philosophy of Schill¢he
notion that art plays a key role in the educatiBiidung) of man. Friedrich: “The artist
must act as an intermediary between man and naferemankind cannot comprehend

its meaning.®

Human subjects gradually appear more frequentlpres figures on the canvas, or they
do not appear at all. With no human subject atnalture then becomes the sole conveyer

of meaning:



Fig. 1-4 Mountain Landscape, Caspar David Fried(i@d22-23)

22
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As in music, visual art moves toward a greaterllef@bstraction; the human as subject,
is rendered invisible, the viewer’'s perception mfed only subliminally by the artist’s
perspective. The symbolic presence of natural edikeg ruins in the background
underlines the insignificance of human endeavoasnag the foreground of an everlasting
natural world. Indeed, withMountain Landscape(1822-23) (figi-4) Friedrich’s
“composition” guides the viewer, effectively coniy Rosen’s summation of Schiller’s
vision for art, in Rosen’s words, “ the correspamcke between the sensuous experience

of nature and the spiritual and intellectual wogdsrof the mind.”

The Second Berlin School and the Lied in thE C&ntury

Charles Rosen claimed that “Schubert is in paribst significant originator of the new
Romantic style and in part the greatest examplé¢hefpost-classical composer,” and
“...the principles on which most of his songs aretten are almost entirely new; they are
related to the Lieder of the past only by negattbry annihilate all that preced€s.And

although Rosen’s words did not refer specificattythe role of nature in Schubert’s
songs, it is clear that the depiction of nature wasatalyst behind much of Schubert’s

departure from classical style.

The “predecessors” of the Schubert Lied have béemnghis label in accordance with
the generally accepted notion that the Lied wadlyr@aminor genre before Schubert.

Richard Taruskin points out that, among his twerdgl Lieder, Mozart’s “Das Veilchen”
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(@ poem by Goethe) is perhaps the composer's magpiifisant (along with
“Abendempfindung) contribution to the Lied genre, but he regards tnafsMozart’s
output as “miniaturized opera ari#$.Beethoven wrote twice as many Lieder, but he also
lived twice as long® Even Beethoven’s song cychn die Ferne Geliebtéalls under
18‘“—century stylistic traditions of Volkstimlichkeiind its adherence to strophic form,

albeit with a varied piano score for each stroghe1(:3, 1-4:**

Ex. 1-3 Ludwig van BeethoveAn die Ferne Geliebte@pening vocal phrase, mm.9-12

Ziemlich langzam und mit Ausdruck . Compunirt Im April tie.
[y — 1 1 :— i = b
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And then in the second strophe:

Ex. 1-4 Ludwig van BeethoveAn die Ferne Geliebtesecond strophe
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Ach, den Blick

e
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There is no intention here to delineate or empleatiie landscape sonically. Instead,
Beethoven expresses the human emotional journtheolanderer protagonist. Although
rooted in a genuine desire for a rapprochement matiare, the music remains largely in
the background, providing a quaint and picturedogekdrop for the text. Nature is not

yet a central subject, certainly not as in Schiglersion.

“Lieder” and the Second Berlin School

A more significant contribution to Y8century and early fdcentury German Lieder
came from the composers of the so-called SecontinBechool, most notably Johann
Friedrich Reichardt (1752-1814), Karl Friedrich t&el (1758-1832), Johann Rudolf
Zumsteeg (1760-1802), and Johann Abraham Peter/S¢ht47-1800%° These lesser
composers would embrace the folk-like song styteaaly established by earlier "8
century composers (The First Berlin school) suct€ad Philipp Emanuel Bach (1714-
1788), who had set numerous original “Volkslieder'music. The Second Berlin School
served, in a sense, to consolidate the oral Vel#teli and the more sophisticated poetry

written of the second half of the . 8entury?®

It is worth noting in the late 7 and early 18th centuries, the term “Lied” did not
originally define a song, but an orally transmitpemem. Germany was at the time a series

of separate kingdoms or states all heavily infleghdy French, Italian and English
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culture. The French aristocracy in particular hagreat influence on the ruling classes
throughout Europe, not only dictating tastes ardds in politics and science, but also in
the arts. Power imbalances and the rising discor@emong the middle-class in Europe
would eventually culminate in the Revolutionary wafr the 1790s. In Germany, the
pressure from outside cultures and impending palittrife and war would feed German

nationalism and the need to reclaim authentic astthdtly German cultural artifacts.

One such trend would be the restoration of GerWalks Lieder, and perhaps no single
individual contributed more to the restoration oer@an folk poetry than Johann
Gottfried Herder (1744-1803), who, in 1778, pukdidhisStimmen der VolkefVoices

of the People), a collection of orally transmitteztse. These “Lieder,” as Herder coined
them, represented an historical continuum of reales and experiences and would help
restore German pride in its cultural heritage ahdeld its language from outside
influences. The melodic and rhythmic characteisstt these texts earned them the title
of “Lieder.” The musicality of the texts facilitatememorization, assuring the simplicity
and familiarity required for the average listenereader. Led by the likes of Herder, this
trend or appropriation of folk poetry reflecting iG®n identity would produce an
astonishing volume of publications of “Lieder” attions in the 18 century. The second
half of the 18 century would see a trend among German poets ite wriginal works
which emulated or imitated théolkstonof orally transmitted poems. In this context, one
sees why musical settings of these “Lieder” fateddressures of the prevailing aesthetic

priorities of the time’
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Another concurrent development in Europeaﬂ-dﬁntury literature was the well-known
rediscovery of pagan literature reflecting a predera, simpler existence with nature.
The works belonging to Weimar Classicism, whoseg@derder, Schiller, Goethe etc.)
will continue to be central in this paper, reflecte new desire to restore the reciprocity

between man and nature that had been severed bgrityd

Goethe and the “Volkstone”

Goethe’s well documented endorsement of the “Volkst favored by composers of the
Berlin school for the settings of his poetry hasrbea central point of discussion
surrounding the evolution of the Lied genre. Thoslld have been partly due to his close
friendship with Zelter and working relationship wiReichardt. But we know that Goethe
initially disapproved of Beethoven'’s settings, lartieg the distraction of more elaborate
accompaniment® Goethe was particularly concerned by the compssesnipulation of
the intended rhythmic meter of the text and disggdawith through-composed Lieder in
generaf® The poet had clearly come to expect song settind®e at the service of the
textual meter. Reichardt, for example, had set KBoet “Erlkdnig” in a typical
homophonic texture of Volkstiimlichkeit, the musimétioning as a supporting backdrop
to the meter of the text, and thus preserving tens primacy as a speech artifatot
unlike our previously discussed “picturesque” lazage paintings, with nature in the

background.
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The doubling of the melody in the right hand cansken as a “default” setting. This
musical setting observed tfh‘&entury classical “galant” mannerisms in which the
accompanying instrument served as just that —aldaitharmonic background for the
melody without the distraction from a more compléxdependent accompaniment in
which nature as a subject could find equal footifige melody in the foreground reigned
supreme, carrying the abstract human conceptidgheobutside world (Nature) put forth

in the poem. In other words, these Lieder weré stdnological, not dialogical works,

mind and nature not parts of a whole, but separégedhe “composition” of the

composition. Nature was not yet “talking back” aethained a quaint utopian idea. From
this point of view, it is understandable that Geetvas attracted to settings in which the
original integrity of the artifact was preservedhigwas, after all, a text-based medium in
which the human component retained its dominam &gl the carrier of the melody; this
monophonic environment can be understood as a alusésthetic in which the vestiges

of a 16h-century humanism remained entrenched.

Zelter's setting of “Gretchen am Spinnrade” (18)emblematic of the primacy of the
word in 18h-century Lieder style. The choice of title itsefre seems somewhat ironic,
as the subjectivity of the spinning wheel is onditie favor of the human protagonist’s
name “Margarethe.” A possible mimetic intimatiorx.(e-5) of the spinning wheel in the
prelude is soon forgotten, as the textual agendaven full primacy with the onset of the
melodic line. Conversely, in Schubert’'s famous ‘@©nen am Spinnrade” (1815) the

mimetic wheel would be continuous and pervade fitieeesong.
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Ex. 1-5 Karl Friedrich ZeltetMargarethe,mm. 1-21
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Schubert and the Second Berlin School

To a public accustomed to the strophic paradigrthefSecond Berlin School, many of
Schubert’s songs did not adhere to the aesthé@thtid to come define the Lied. And as
Raymond Monelle has pointed out, citing a reviewtle Allgemeine Musikalische
Zeitung the Schubert Lied was, in the traditionaihékfentury meaning of the term, not a
Lied at all:

“Er Schreibt keine eigentliche Lieder und will kefbehreiben...sondern freye Gesange.” For
the “lied” embraced, among other things, a strogri@angement, for the lied was meant to
mirror the emotions and techniques of oral trantditraditions. This strophic arrangement
can be seen either In fact or in echo, throughlwaititerature of German song, but Schubert’s
songs show a resolute departure from it in thectiva of Durchkomponieren:*

Monelle’s contention that Schubert’s Lieder représéhe beginning of a “divorce
between words and music” is arguable. Rather | sutigest a new primacy of the music

reveals the need to depict the outer-world.
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Given the Lied aesthetic of his day, Goethe’s raspqor lack of response) to Beethoven
and Schubert is understandable. In light of Schudoed Beethoven’s place in the canonic
repertoire, some have questioned Goethe’s tastasgght into music. One might ask
whether Goethe, accustomed to the monophonic taaaspy of Reichardt’s settings, was
ill prepared for songs in which the text is sulgelcto a musically animated landscape. In
Schubert’s setting of “Erlkonig{ex.1-6), for instance, the text is clearly one animating
force within a broader dialogue between human stdbjend nature. Not until the piano
“accompaniment” began depicting a more pronounca@rewvorld independent of the

melody that nature emerged as an autonomous subject
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Ex. 1-6 Franz Schubeigrlkdnig, mm. 1-22
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Without Schubert's mimetic animation of the stormight forest, all entities in nature
would have remained objects of intellectual absivac Schubert’'s prelude to “Erlkénig”
is a prime example of his prioritization of the eutvorld, the landscape against which
the human protagonist is then sonically juxtapo&aaekn the first staggered entry of the

vocal part appears to be “thrown” or unsteadiedgtbymy night environment of the piano
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score, and this persists throughout the song. Hoef‘step” triplets do however still

adhere to the traditional depiction of gallopinguftein Reichardt’s setting.

Early through-composed Schubert songs such as &kie1(1814) already show signs of
nature-driven innovation, namely a conscious anidbel@ate use of harmonic and mimetic
technigues to depict a more specific, detaileddaagde. The A section pays tribute to the

gallant melodic setting written by Beethoven somerity years earlier:
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Ex. 1-7 Franz Schube\delaide mm. 1-23

| Missig.

Singstimme,

=

1 o ——1
1 1

F——F P He——
durchwanken de  Blithenzwei . ge  2it_ teri: A T
_— —— b

e T U R s
$8i2 3% 2 33 |2 <
.-I : rl. = 1 =z : ;

: |
%ﬁ.’;ﬁk—_"p:i—"—'—ﬁ .-.
FiiTEY
i,

[
—
flos . sem,
AL, -

At first glance, this exposition has all the featuof a classical {8century Lied such as
Mozart’s “Abendempfindung(1787) with its elegant eighth-note accompanimeit a

noble melodic line:
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Ex. 1-8 Wolfgang Amadeus Mozabendempfindungnm. 1-10
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It is in the B section (ex:7, m. 22), precisely where the landscape with all its sciisje
make their appearance that Schubert’s “Adelaidefijected with harmonic delineations

of the various subjects in nature, all seemingalbher name or take on her shape:

- The mirroring river and the alpine snow (tonicflat major), (ext-7, m.22)
- The clouds of the nightfall sky (submediant-F anjn (ex.1-109
- The stars (in the submediant of F minor-D-flajonig (ex.1-109

- The evening breeze (after the tonicization ofl&-fmajor onAdelaidethe breeze’s
gentle whispering takes the mimetic triplet mot@x.1-109

- Silver bells rustling in the grass (relative mira§ G-flat major—E-flat minor), (ext-

109

- Waves and Nightingales (submediant of E-flat mir@-flat major), (ex1-109
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This generous use of submediant tonalities willobee a central theme in later chapters,
as we examine the use of mediants in the delineatidandscape. The nightingale’s call
to Adelaide(ex. 1-100 appears to be headed toward a return to the tomithe 6/4 tonic
chord on the first iteration of the name, but Séhtipersonalizes this call in the
particularly haunting supertonic key of B-flat mmbefore letting the piano play out the
short tonal distance back to the recapitulatiothantonic. Each repetition @&delaideis

in a different tonality, lending more of a multirgénsional quality to the rich field of
experience Schubert is painting. The final subjextsall her name “ganz deutlich” (very
clearly) are the leaves of the tree grown out ef éishes of the wanderer’'s heart—the
three calls are progressively softer—the listesdinally carried from the tree canopy to
the wanderer’'s resting place beneath the tree: ddseending figure on the second
iteration in the bass voice (through submediantfEtdgubmediant) evokes a first feeling
of depth: the third and most haunting of the thhekelaidesevokes a more murky and
dense texture of immersion as the descending besdduches, only for a moment, the
major submediant of F major (via a passing A natagainst the B flat in the voice
melody) before a further darkening of the textwréh a passing 6/4 minor tonic on the
final cadence. These subtle gestures make a wbdiference in how a specific physical

outline of an embodied experience of place is adle

This specificity of place is a defining characteci®f the Schubert Lied, moving toward

an intimate individual experience of nature. This achieved through various
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compositional tools which would revolutionize theusical depiction of depth, lateral
movement, space, locomotion, texture, topogramhgame a few.

In Beethoven’'s setting (1795) of the same poem,tlinee iterations ofAdelaide are
beautifully contrasted, but lack the specificitylo€ation. The second iteration conveys a
more epic, heroic character reminiscent of largemf constellations such as opera and
symphonic repertoire. The horn-calls in the cod#ta-lpiano interlude before the final

iteration recall folk-like pastoral evocations afstalgia and longing:

Ex. 1-9 BeethoverAdelaide final measures
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Ex. 1-10a SchuberAdelaide mm. 24-41
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Ex. 1-10b SchuberfAdelaide mm. 42-67
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The Viennese Composer

Among the many compositional geniuses associateéd thie Viennese music scene,

Schubert was the only truly native Viennese compd3e the one hand, this fact has fed
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the perception that Schubert was not a “man ofwbdd,” that his provinciality was
reflected in his attraction to “smaller” compositad forms such as the Lied. There was
also the notion that Schubert lacked literary ssiotation, the oft-cited rationalization
being his apparent lack of discernment between dycand “mediocre” poetry, as
witnessed by his settings of such a wide rangeoefsy from the totally obscure, some of
whom were personal acquaintances or friends, touttieersally recognized, such as
Goethe and Schiller. While these long-held asswmptidie slowly, the work of such
scholars as Susan Youens, Lorraine Byrne and Saba@tark have shed light on
Schubert's subtle insight into the most sophigtitgoems of his da§.On the other hand
one might see Schubert’s locality as a distinctaatlwge; a geographical buffer between
himself and the German Jena poets at a time wiaeeltand communication was still
relatively slow could have lessened outside presswf conformity with culturally
established aesthetics of artistic expression. €are only speculate on what Schubert
may have done if Goethe had in fact responded witlong list of revisions to his
“Erlkdnig” An enticing thought indeed. But an atitsdialogue between these two major
figures may not have produced such a radically vatiee “Erlkénig’ This is not to
suggest that Schubert lived in a cultural vacuwn,niany of Schubert’s closest friends
were writers and poets. Schubert enjoyed the adgastof living in the artistically
stimulating climate of a major European culturahtee. We cannot underestimate the
influence of his inner circle of friends and acaquances, that is, the so-called
Biedermeier poets such as Bauernfeld, BruchmandlinC&raigher, Huttenbrenner,

Kenner, Leitner, Mayrhofer, Pyrker, Reil, Schle¢chBchober, Seidl, Senn, Spaun and
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Stadler. Also, Schubert’s settings of e calledGerman poets (Claudius, Gerstenberg,
Herder, HOlty, Jacobi, Klopstock, Kosegarten, Miathn, Salis-Seewis, Schubart,
Stolberg) display insightful knowledge of a widenga of poets whose verse would
continue to be part of collections throughout tipll tentury®® These German poets were
generally born some twenty years before Schubestiti® and Schiller even earlier). In
short, Schubert was not from the generation of Ruitiam in literature which came to
fruition in the second half of the $&entury. While this is not a central topic of this
essay, the time lag between the emergence of ti@spphical ideas behind the poems
and their expression in art, or in music in thisesaserved as a buffer, giving Schubert
license to re-define the aesthetic of these artsvdBkiropean artistic movements appear
to have germinated according to patterns of redjtgr@nd factors particular to each art
form, the “normal” established order being literatuvisual art, and music respectively.
Seen in this light, the intimacy of Goethe’s cotledtion with Zelter, for instance, would
have made digressions from the poet’s original eption and performance agenda
difficult. As we shall see, Schiller’s ideas, xample, would need a few decades before
they were manifested in music. And numerous importaarriages of text and music
were created without any direct collaboration betweomposer and writer. There is
perhaps no better example of this than Schubed&ti® songs. Schubert’s lesser-known
Gesang der Geister Uber den Wassénv41), a work for male chorus and chamber
ensemble, will be shown to epitomize Schubert'souation in terms of the musical
depiction of nature, a work with which Schubert &mbsly attempted a synthesis of

Goethe’s pantheistic philosophy of nature.
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Lawrence Kramer has advanced that “The other iatjwer of the Schubert Lied is to
align the Lied with the widespread effort of literaand philosophical Romanticism to
represent subjectivity in action.” And then latdihé purpose is to represent the activity
of a unique subject, conscious, self-conscious,wrmbnscious, whose experience takes
shape in a series of conflicts and reconciliatibasveen inner and outer reality.” Kramer
recognizes that the Schubert Lied, in its effordépict the relationship between inner and
outer reality would transcend or transform the ioag intent of the text. While still
expressing the meaning of the text, as any song, @shubert’s songs in Kramer's word
“The musical persona affirms itself by recasting thetoric, rhythm, and imagery of the
text, reinvesting the textual material with new jeativity.”** The subjects gain a life of
their own, if you will—they are sonically unleashagon the soundscape of Schubert’s
creation. The breakdown of the treatment of subjeats differently organized to serve a
different premise or agenda. Clearly, the depictbtconflicts and resolutions” between
inner and outer reality, seen by Kramer as a psodesing innovation in the Schubert
Lied, is an inherently ecological one, encapsuiptime relationship of mind and nature.
In the Schubert Lied, the natural woikl outer reality, and nature is a subject which

drives the lied toward innovations in form, struettharmony and motivic treatment.

It is important to remember that elements of Valkdichkeit, such as strophic form,
simplicity, folk dance rhythms, monophonic textued musical gestures known to the

listener (musical iconography), such as horn-daltsstalgia), would continue to inform
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numerous Schubert songs throughout his careempt8t;oor the sometimes aptly named
“natural” settings, such as Goethe’s “Heidenrdstewritten in 1815 (roughly the same
time as “Erlkonig), serve as a prime examples of Schubert’'s awaremessnastery of
this tradition, albeit with an unprecedented toothrony.35 Schubert’s setting of “Der
Konig in Thule” also exemplifies the strophic addreze to the lt?}century literary push

to embrace pagan, medieval oral traditiths.

Volkstiimlichkeit in music would resonate well beyloie span of Schubert’s lifé but
the following chapters will focus primarily on warkwhich, through the depiction of
nature, broke free of this tradition. In the hanfiSchubert, the through-composed Lied
or “artistic” song would gain legitimacy as a magt form, an elevation to the pedestal
of “Kunstlied” or “artsong.” Indeed, the Schubéréd would become a platform for the
intentional, exhaustive and unprecedented expmesdgithe human individual perception
and experience of nature. And, unlike the art waskshe 1&-century, conceived as
“‘domestic” and “quaint” mediums for the experiengkenature, an “interior” view of
nature, as it were, Schubert’s vocal music wouldirbéo express a sometimes raw and
primeval confrontation with the same sublime foroésature, transferring the listener’s

perspective to an “exterior” soundscape.

Schubert’'s musical preoccupation with nature womldfact transcend all that came

before, not only fulfilling Schiller's desire forrtéstic evolution and influencing art as a
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whole in the 18 and 28' centuries, but epitomizing the contemporary dempegical
view of the Romantic experience of nature.

Conditions
In the interest of environmental/ecological awassnedeep ecology, while concerned
with the relationship between mind and nature, thasultimate mission of effecting a
change in mankind’s interaction with the planett Buundertaking a deep-ecological
reading of Schubert’'s vocal music, one must rementhat there were obvious and

immediate “environmental” conditions affecting tt@mposer’s everyday life.

Leon Bonstein has suggested that literary or theateinterpretations of Schubert’s
musical preoccupation with nature, while valid, @aeverlooked the immediate
conditions of the composer’'s everyday life. Bonsteakes a refreshing ethnographic
approach, looking at the very real and deplorableditions of Schubert’s Vienna, from
dense population density (38 per household!), smaagy transmission of disease due to
cramped living conditions, to poor air quality, iame but a few. By modern standards
these terrible conditions would have affected Sehtilwho lived in the inner city where
the air was stagnant, given the topography of thieoanding area. This is certainly not
the textbook, “romanticized” Vienna of beautifulrbgue architecture and quaint cafes
often associated with Schubert's Iif&!Clearly, Schubert and his friend’s frequent
excursions to the outlying hills afforded much resdespite from the notoriously bad air
of the inner city. And while there is no direct oett from Schubert on this topic, it would

seem reasonable to claim that there is a corraldtetween the urban conditions of
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Vienna, that is, the gradual encroachment of imdhlstation, and the pervasive
preoccupation with nature in Schubert's work. Jasthere is a need for a vital debate
surrounding ecology and environmentalism today,cthreditions were very much present

in the urban centers of early“l@entury Europe.

The Romantic Composer

In Schubert, one sometimes see an ordered and imeldigerence to Classical principles,
as well as distinctly “modern” harmonic and struatufeatures reflecting the Romantic
style. These contradictions cause Schubert’s placihe canon of Western music to
constantly shift from the Classical to the Romaniitie periodization of so-called
Classical and Romantic periods as a whole has ahkagn a highly debatable topic.
There is plenty of disagreement regarding the prpface of Beethoven and Schubert in
the grand scheme of periodization of Western mhisitory. Beethoven in particular, who
straddled the 18 and 18' centuries, seems to defy our need to neatly lotate
Classical/Romantic transition at the turn of thataey. Even the later works of Haydn
and Mozart show traits that were seen at the tisndepartures from what was considered

a proper “Classical” musical aesthetic.

Periodization will always remain a “moving targeBut one of the main objectives of
this essay will be to reaffirm the role of the nwadidepiction of the human perception

and experience of nature as a determining factonnovations that would come to be
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called “Romantic” in style. And having already ddished that this topic is inherently
ecological, the historical context of Schubert'®der presented in this essay will be
filtered inversely through the fine comb of the trdisciplinary discourses of deep-
ecology. For as we will see, these discourses ravesited and re-claimed the Romantic
view of nature, and, as such, can serve to eluxidatl re-evaluate the works of perhaps
Romanticism’s biggest contributor to the artisticeqrcupation with nature—Franz

Schubert.

! See Klaus Eggensperger. “Schillers Gott: Bemerkanzu den Gétter Griechenlandg8andaemonium
GermanicumVol. 9, 2005, pp. 63-75. Eggensberger analysithisf poem demonstrates how Schiller
expressed ideas consistent with the “religion déir@” Nature, for Schiller, had been renderedédis
by the mechanistic view of nature of the Enlightemi Schiller envisages a re-invigorated experience
of nature through art. See also Isaiha Berlihe Roots of RomanticisifPrinceton New Jersey:
Princeton University Press, 1999), p. 85. Berisrcdsses Schiller’s views on art in the contexthef
“noble savage” doctrine of the “1&entury.

2 For more background on Rousseau’s association tviéthdoctrine of the “Noble savage” or Romantic
primitivism see Max Oelschlaegdhe Idea of Wilderness: From Prehistory to the AfjEcology(New
Haven and London: Yale University Press, 1991)110.

% In his letters on aesthetics and in a later stafizae same poem Schiller famously laments the
“Entzauberung” or “disenchantment” of the world.glicit here is the gradual demystification of man’s
view of the cosmos brought on by the scientificcdigeries of the Enlightenment. Schiller was also
pointing to the ancient Greeks’ assignment of deitd the outer world of nature as a templateHer t
re-claiming of an immanent spirituality. See Frigde Schiller.On the Aesthetic Education of Man
Trans. R. Snell. (New York: Frederick Ungar, 19798 also Klaus Eggensperger. “Schillers Gott:
Bemerkungen zu den Gétter Griechenlands” Pandaemo@iermanicum, Vol. 9, 2005, pp. 63-75. For
a wider context of Schiller’s notion of “disencham@nt” and subsequent appropriations of this teren se
Richard TarnasCosmos and Psycl{dlew York: Penguin Books, 2007), pp. 16-25.

* See Neil Evernderhe Natural Alien: Humankind and Environméforonto Buffalo London: University
of Toronto Press, 1985), p.30.

Here Evernden is citing directly from M.H.Albma. Natural Supernaturalism: Tradition and Revolution
in Romantic LiteraturéNew York: Norton 1971), p. 260.

® See John WilliamsNordsworth Translated: A Case Study of the RecemtidBritish Romantic Poetry in
Germany 1804-1914 ondon New York: Continuum Publishing, 2009), p.27

® See Charles Rosen. “Mountains and Song Cycles'The Romantic GeneratiofCambridge,
Massachussetts: Cambridge University Press, 199831.

" EverndenThe Natural Alienp. 49.

8 RosenThe Romantic Generatiop. 132.

° OelschlaegeiThe Idea of Wildernessp. 99.

10 See Donald WorsteNature’s Economy: A History of Ecological Ideg€ambridge: Cambridge
University Press, 1977), p. 52. This oft-cited digtof ecological thought constitutes a foundatlona
source for deep ecologists and eco-phenomenologists

1 RosenThe Romantic Generatiop. 127.

12Dr. Jeanne S. M. Willett. Schiller: “Naive and 8erental Poetry (arthistoryunstuffed.com, March
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2010) Accessed Feb 25, 2013.

13 RosenThe Romantic Generatiopp. 126-132.

14 RosenThe Romantic Generatiopp. 126-132.

1 Two important treatises of the"-and 18th-century are at the root of th&-t@ntury sublime in nature:

Firstly, see Edmund Burka.Philosophical Inquiry into the Origin of our Ide@n the Sublime and the
Beautiful.ed. James T.Boulton, (Oxford: Basil Blackwell, I98Published in 1757, this first attempt
at a theory of the sublime would influence phildsers such as Emmanuel Kant, who would also
explore the notion of the sublime. See EmmanueltKBme Critique of Pure Reasoftanslated by
Norman Kemp SmitiNew York: St.Martin’s Press, 1965), and also KafYitique of JudgmeniSee
Emmanuel KantKritik der Urteilskraft, ed.Gerhard Lehmann. (Stuttgart: Phillip Reclam agrl
1966).

For a succinct account of Kant's ideas onttliman perception of nature articulated in abovetioead
books, see Max Oelschlaegéhe Idea of Wildernespp. 112-121.

For a clear account of Burke's Treatise, seeolds Trott. ed. Duncan Woo “The Picturesque, the
Beautiful, the Sublime” i\ Companion to Romanticis@xford: Blackwell Publishing, 2009), pp. 72-
85. Secondly, Thomas Burnet's earliacred Theory of the Ear{i691), in which Burnet theorized
that the earth’s mountains were the result of ariesm cataclysm in which the formerly perfectly
spherical earth imploded into its hollow waterddl centre.

For an account of Burnet’s impact on th&'@ntury perception of nature and its expressiahénarts
(including the likes of Goethe), see Charles RoSklauntains and Song Cycles” ifhe Romantic
Generationpp. 142-159. The trend toward the expression of theegpce of sublime in art was also
heavily influenced by travel accounts of naturalisnd literary figures of the &entury. Rosen relies
heavily on travel writings in building his examirat of the emergence of “direct perception” inf"18
century writings. The very “en vogue” experiencetef sublime in nature in the i8entury was best
experienced from the safety of domestic comfortsirbfan dwellings housing the consumers of such
art. Travel writings in the 18century by literary figures and naturalists repdrbn the thrill of the
imposing and unfathomable dimensions of naturatiguoring phenomena in nature (i.e Alps, cliffs,
thunderstorms). And, as Charles Rosen points diuthese are signs of the emerging role of direct
experience as a catalyst for what will later béechpre-Romantic works of art.

For an informative and more in-depth discussioBamet’s theory and travel writings and art of the
17" and 18'centuries, see Simon Schama. “Vertical Empireselirat Chasms” irLandscape and
Memory (New York: Vintage Books, 1996), pp. 447-513.

18 For a discussion surrounding Goethe’s Sturm urahBpoems and Schubert’s settings, see Lorrain

Byrne Schubert’'s Goethe Settin@urlington: Ashgate Publishing, 2003), pp. 58-77.

The plays of Schiller, such as Die Rauber ()& Goethe'®ie Leiden des Jougen Wertheake also
ascribed to the Sturm und Drang period in literatain both works, a heightened sensory experience
of nature and the forces of the sublime are puhfor

17 See Lawrence Kramer. “Recalling the Sublime: Thgit of Creation in Hayden’s Creation,”

Eighteenth-Century Music, Vol. 6, No. 01, March 200. 45.

18 One need look no further than to Beethoveen'sitirathird symphony, in which the spirit of the Rgh
Revolution was expressed (The work was dedicateNapoleon, a gesture which Beethoven later
retracted). And of course, the heroic finale chasfishe 9" symphony, which, fittingly employs a text
by Schiller, the famous “Ode to Joy.”

1% See Richard Taruskithe Music of the f7and 18' Centuries: The Oxford History of Western Music
(Oxford: Oxford University Press, 2005), p.644.

See Linda Siegel. “Synaesthesia and the PaintihGaspar David FriedrichCollege Art Association,

Art Journal Vol. 33, No.3, Spring, 1974, p. 200.

1 See Charles Rosefhe Classical Styld ondon Boston: Faber and Faber, 1971), p. 454.

Rosen points out that, while adhering togitzd form in his instrumental and symphonic works,
Schubert would break new ground with his keiggrioritizing expression of individual emoticand
employing repetition as a means to achieving a “@lative effect” rather than a “Discursive” dramatic
aesthetic typical of ¥8century composers such as Beethoven and Mozart.
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22 see Richard TaruskimNineteenth Century Music: Oxford History of Westétasic (Oxford: Oxford
University Press, 2005), p.131.

% Taruskin Nineteenth Century Musip. 131.

24 Taruskin.Nineteenth Century Musipp.131-134. Taruskin observes that though theeedlear increase
in “Personal sentiment” in Beethoven&n Die Ferne Geliebtethe overall style adheres to
Volkstumlichkeit. It is also worth mentioning thdilke Hayden, Beethoven would set over a 150 folk
songs settings for patrons over his career.

% History has been more kind to Reichardt and Zeftan to other composers of the Second Berlin Schoo
Reichardt composed some 1500 songs, many of whéch poems by important literary figures such as
Goethe. Zelter's Lieder perhaps overshadowed Redthapartially owing to Zelter’s close personal
ties to Goethe.

%6 See Kenneth WhittorGoethe and Schubert: The Unseen B(attland Oregon: Amadeus Press, 1999),
pp. 34-40. Whitton underlines Reichardt and Zedteconnections and commitment to the
Volkstimlichkeit of their day, while stressing thefluence of their though-composed songs on
Schubert’s choices of poetry and compositionakstyl

%" These paragraphs on the well documented revivédlkfpoetry or “Lied” in the political and cultura
context of 18-century Europe were informed by two informativetseon this subject: See Kenneth
S.Whitton,Goethe and Schubert: The Unseen B@md,23-29, and also Taruskin. “Volkstimlichkeit” in
Eighteenth Century Musipp. 119-166.

28 5ee Raymond Monelle. “Word Setting in the Strofhed,” Music and Letters\ol. 65, no.3, July 1984,
p.230. See also TaruskiBighteenth Century Musi@.132.

29 Monelle, Whitton and Taruskin (see above note224#6) all allude to the speculation that Reichardt
and Zelter (the latter, more so) might have infeeh Goethe toward their strophic style, and pogsibl
intentionally kept Schubert's music out of Goethbands. Goethe famously failed to respond to
Schubert’s inquiry regarding the setting of Erlighhie had sent to Goethe. Goethe did eventuallydear
live performance of Schubert’'s Erlkdnig—see Tarnskighteenth Century Musip.151.

%0 Reichardt'sErlkénig is one of the few of his settings still holdinglace in the concert repertoire. It
would seem that this song provides a much-neederthative programming choice for recitalists. Such
folk-like strophic settings represent a challengebbth singer and pianist, for they must sustam th
dramatic arch through the repetitions of the stroplerses. Especially the singer, the carrier @& th
word, is featured as the principal instrument giression, as in a monologue, displaying a widetgale
of vocal colors, dynamics and word painting atehti all at the service of the story-telling agerala,
once-removed account by the speaker or singer.

31 Monelle. “Word Settings in the Strophic Lied,” g2

%2 Literary and analytical research into Schubertder have largely debunked this antiquated peimept
of Schubert. Most recently, the compelling work Sdisannah Clark has traced the history of the
perception of Schubert. She demonstrates how tigesiJohann Michael Vogl, who was the voice of
Schubert’s songs during his career, disseminateddlse perception that Schubert was somehow a
naive clairvoyant genius, a notion which would mficthe perception of Schubert for generations. See
Susannah ClarlAnalyzing SchubefCambridge: Cambridge University Press, 2011),69p3.

For a compelling argument underlining the deahd quality of Schubert’s early education, sem al
Whitton, Schubert and Goethe: The Unseen Bqui87-96.

¥ See Jane K.Brown. “The Poetry of Schubert’s Soimygt. Raymond Erickso&chubert's ViennéNew
Haven and London: Yale University Press: 1997),186-191.

34 See Lawrence Kramer. “The Schubert Lied: RomaRtm and Romantic Consciousness” ed. Walter
Frisch, Schubert: Critical and Analytical Studi€kincoln and London: University of Nebraska Press,
1986), pp. 201-202.

% Richard Taruskin points out that, while Schubeitiered to the aesthetic of Volkstiimlichkeit, his 0$
irony served to integrate the “Natural” style of lgredecessors within the wider artistic scopehef t
emerging “Kunstlied” or art song. See Taruslgighteenth Century Musipp. 145-148.

3 See Lorrain ByrnSchubert's Goethe Settingaldershot: Ashgate Publishing, 2003), pp. 335-339

%" TheBalladenof Karl Loewe (1796-1869), whose enduring settioj§oethe’s lyric ballads remained
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rooted in the pagan simplicity ofolks Gedichte Johannes Brahms (1833-1897) would contribute
significantly to the preservation or restoratiomafmerous folk songs (Volkslieder, Liebeslieder ¥eéal
etc...); Hugo Wolf's ( 1860-1903) large contributiof folk poems in hidtalienisches Liederbuchnd
Spanisches LiederbughGustav Mahler®Des Knaben Wunderhosettings of folk poems assembled
by Clemens Brentano; Richard Wagner’s appropriatfbmedieval Norse Tales of the Nibelungen for
the Ring Cycle.

3 See Leon Bonstein. “Reality Transformed: FranzuBeht and Vienna” ed. Christopher H. GibbsThe
Cambridge Companion to Schubé@ambridge: Cambridge University Press, 1997),15p35.

3% Leon Plantinga. “Classic and “Romantic: Beethosad Schubert” in ed. Raymond EricksBohubert's
Vienna (New Haven and London: Yale University Press), 199793.
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Chapter Two: Song of the Spirits Over the Waters: A Symphony of Place

In 1821, Franz Schubert completed his final settbhglohann Wolfgang von Goethe's
(1749-1832) vers&esang der Geister Uber den Wass@dn714). The year 1821 would
mark the transition to the final phase (1822 to8)8# Schubert’s life, during which the
composer struggled with the disease that would texadlg kill him. This final phase
would see him compose some of his most enduringsyauch as the song cycles and
the late piano works. This final setting @esang der Geister Uber den Wassevith its
musical depiction of the temporality and spatiabifyplace within nature, is precedent
setting for Schubert and everyone before him. Thoelenof perception manifested in
Gesang der Geistelimbedded in the poetry of Goethe and animatedhbymusic of
Schubert, forms a subjectivity that intersects witienomenological and indigenous
modes of perception of the natural world. As subls work represents a culmination or

fusion of two great artists' preoccupation with fegatace in nature.

Indeed, Schubert achieved a new level of musigakesentation of a physicplace one
that goes beyond the “picturesque” depiction ofdtmape (discussed in the previous
chapter) seen in Haydn or Beethoven or even in I8atis own body of work up to that
point. It is not my intention here to conduct a compamatstudy of historical musical
depictions of nature. Rathdrwould like to focus on a phenomenological applo&o
listening to this work, highlighting the musical ams by which Schubert was able to

bring the topography of landscape to life. In dosag | will bring the full representational
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power of this work to the listener and draw to fkefront aspects of the work most vital
and relevant to today’s listener. This analysid aio shed light on the compositional
precedents established in this work, which wouldycaver into the compositional

vocabulary used in later songs.

Romanticism and Deep Ecology

We must stand apart from the conventions of histewgn while using the

record of the past, for the idea of history islitsewestern invention whose

central theme is the rejection of habitat. It folates experience outside of

nature and tends to reduce place to only a stage wpich the human drama

is enacted.—Paul Shepard
Clearly, the question of man's place in nature apgpt be more pressing, as we grapple
with the prospect of climate change and the ongeiygoitation of nature. But as Neil
Evernden has shown, just as there is a deepercédgm®logy, there is also a deeper edge
of Romanticism, carrying many a wise message ferctlrrent ecological/environmental
movement Evernden challenges the limiting contemporary msgions that attribute to
Romanticism sentimental and utopian views of nat@adling for a re-evaluation of the
ecological significance of Romantic thought, Evemcites M.H. Abrams, who noted
that it is “an extreme injustice that Romanticisas tbeen identified with the cult of the
noble savage and the cultural idea of a returnnt@axlier stage of simple and easeful
nature.® Indeed, Evernden's words reflect a contemporarknawledgement of
Schiller’s desire not to look back, but to go fordidoward a “higher” awareness of

nature. This deep-ecological take on the Romanievvof nature is synthesized by

Donald Worster: “At the very core of this Romantiew of nature was what later
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generations would come to call an ecological petspe= a search for holistic or
integrated perception, an emphasis on interdepeedand relatedness in nature, and an
intense desire to restore man to a place of inénmaercourse with the vast organisms

that constitute the eartfi.”

The 18th-century transition in European art from ‘thicturesque” depiction of landscape
to the depiction of the experience of the subliae discussed in the previous chapter,
was rooted in the gradual shift in individual peren of the natural world.The
subjective perception in the i&nd 19 centuries would put forward an alternative view
of reality, challenging the dominant paradigm o€ tEnlightenment, which, through
scientific abstraction, set the conditions for thbjectification of nature and its

subsequent exploitation.

Seen through the lens of this deeper edge of Rocani the potency of direct

perception takes on a whole new significance. Idd#ee emergence of direct perception
of landscape in Romanticism signals a rebalancfrtge man/nature relationship; nature
is no longer merely a backdrop for human actions,am equal subject. The oft-labelled
“subjective” individual Romantic perceiver (the vaamer) now becomes but one subject
in an “intersubjective” field of experience. Thishgmomenological intersubjective

relationship with nature is precisely what modeee ecologists such as David Abram
and Neil Evernden articulate in their call to ré@claour immediate surroundings in the

name of ecology. In fact, the field of deep-ecolbgg long recognized commonalities of
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perception between the phenomenology of percepéisnexpressed in the work of
Edmund Husserl and Maurice Merleau-Ponty, and #uogprocal relationship with the
natural world seen in indigenous oral culturesbdth cases, immediate perception offers
an alternative take on reality, a sensory phenomeodd in which animate qualities are
attributed to non-human subjects, challenging ttaeliional objective assessment of

reality.

Critics of Edmund Husserl's theories of direct peton argued that a subjective notion
of reality, one based on immediate experience, rbefny analytical or scientific
assessment of reality has taken place, was intersuitpsistic, for the perceiver, they
claimed, was isolated in the field of experiencesserl's response was to formulate the
notion of intersubjectivity. David Abram aptly amtilates the role of the body in Husserl's
theory: “The body is that mysterious and multifacephenomenon that seems always to
accompany one's awareness, and indeed to be théeation of one's awareness within
the field of appearances. Yet the phenomenal &&d contains mangther bodies, other
forms that move and gesture in a fashion similaorie's own® And then again: “the
gestures and expressions of these other bodiesediérom without, echo and resonate
one's own bodily movements and gestures, expedeino within.” It is precisely this
interchange between bodies that appears to bedimjoin Goethe's text as he navigates

through the animate landscape.
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Ecology and Embodied Meaning

Phenomenologicatieas on intersubjectivity and on what Merleau-paatled the “flesh
of the world” have been supported and confirmedHgy more recent research into the
cognitive unconsciousThis discourse has examined the nature of humamingga
making, how the phenomenological experience of phmma is based on our bodily
involvement in our environment. Philosopher Markdson points to the centrality of
movement in the embodied experience of the outeldwo

Movement occurs within an environment and necdgsenvolves ongoing,

intimate connection and interaction with aspects swfme particular
environment. This is a fact of monumental impor&atitat should always be
kept in mind in everything we say about the retatié self and world.

Here, Johnson is confirming the inherently ecolabitature of embodied meaning, for
ecology is after all simply the study of ecosysteorsthe study of organisms and their
relationship to each other and to their environméotinson again

From the very beginning, and evermore until we dieyvement keeps us in
touch with our world in the most intimate and proid way. In our
experience of movement, there is no radical separaf self from world We
move in space through constant contact with theotwa of our environment.
We are in touch with our world at a visceral levahd it is the quality of
“being in touch” that importantly defines what oworld is like and who we
are. What philosophers call “subjects” or “objec{pérsons and things) are
abstractions from the interactive process of oyreeience of a meaningful
self-in-a-world. It is one of the primary facts afir existence that we are not
now, and never were, either as infants or throughaman history, alienated
from things, as subjects over against objécts.

Johnson points out that the simplest linguisticapkors we employ on a daily basis such
as “l will get to the bottonof this” reveal our underlying pre-cognitive reliance on the

physical experience of our surroundit§sTherefore, Johnson reasons, even our most
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abstract thoughts or philosophical ideas are enaodindeed, the more “objective”
thought processes such as reason, logic, eventihdsglf, are all, for Johnson, proven
empirically to be embodied. This realization placsson a “level playing field” with
other animate beings. Conversely, what has previously been seen as éstig”
perception or Romantic perception is pre-cognigvebodiment—in short, we feel, we
think, and then, we compartmentalize. Thus, “fegliour world becomes a legitimate

thought process involving body and mind that isranf of knowledge.

Clearly, both discourses mentioned above seek-twvakiate and question any notion of
reality based in mind/matter or mind/nature dichats. In other words, in both
discourses the mind is first located in the bodg srtegrated into the very ecosystem it
perceives. And, in a sense, the term “Spirit” coblel defined as the metaphysical
manifestation of this very process. These convgrgiscourses can provide new modes
of study for elucidating the deep-ecological cdréhes work: the movement of water and
wind, the tacit involvement of the listener’s dirgeerception of moving bodies in the
shifting perspective of the “Spirits Over the Watér

Going Forward to Go Back

From the outset, we have been working on the ndtat Schubert's music reflects the
forward-looking vision manifested in the philosopbfySchiller, as opposed to the™8
century notion of “looking back” to a simpler exdate with nature. But in order to stay

the course of this argument, a few points will riegclarification.
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In his discussion on the phenomenology of percapiizavid Abram points out that this
discourse constitutes an attempt to retrieve agrdmal sense of where we fit into nature,
one based on our real experience of the world arousy that is, on an animistic
reciprocity between subjects in a field of experilf There are profound commonalities,
deemed vitally important to Abram, between thigralative 26‘-century view of reality
(phenomenology) and indigenous modes of existemaehiave prevailed in oral cultures
for millennia. But to call on indigenous animismaisielicate undertaking. For one could
easily associate this re-claiming of more “primgfivmodes of interaction with nature as
just another version of the “noble savage” doctriiethe 18' century, precisely the
tendency Schiller rejected. Or, one could justasslg criticize such a claim as too facile,
a way of “scoring points” for inclusivity. But suchrash judgment would be an injustice
to oral cultures and what they can teach us. iBHy no means a call for the idealization
or “romanticization” (perhaps we need to rethinkr aitse of this expression!) of
indigenous culture, or a utopian assessment ofiamnKen Wilbur has made clear the
pitfalls of regressive views, pointing to the abande of evidence that certain indigenous
cultures behaved destructively toward the natumllav® Furthermore, Wilbur reminds
us also that, from an evolutionary standpoint, ekihat he calls the “indissociatitthof
indigenous cultures with nature can represent @s&l to nature” mode of existence, the
lack of separation in animistic cultures betweea $iocial plane and the surrounding
natural world existed because themever had beenany separation between the
“Biosphere” (nature) and the “Noosphere” (mind)r Kdlbur, indigenous animism does

not constitute an “integration” of mind and naturerty through a conscious “higher”
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and “deeper” integration of mind and nature, tlsaan integration into the complexity of
modern consciousness, can a new reciprocity witbresbe achievetf. Wilbur’s call is
eerily similar to Schiller’s “onward to Elysium.” in no way does this preclude the
consideration of indigenous perception. Indeedkidnis such as Abram have shown how
contemporary discourses such as phenomenologyleeidate those aspects of animism
that reflect a deeply complex and sophisticateeraution with the natural world. This is
not a utopian view, but the acknowledgement of dhiginal severing of our animistic
relationship with nature brought on by the advehtiterate cultures and the gradual
abstraction of the natural world. Any reclaimingiofmediate perception (a major tenet
of deep ecology) will necessarily involve, not gression, but an “integration” of pre-
classical modes of perception. In short, to comside Cartesian mind/body split of the
Enlightenment solely in terms of Western discourdfgserception would be to bow to the
persistent meta-narrative of Western-based ideaghis light, Paul Shepard’s call to
situate the recording of history within nature (amot without) makes a lot of sense
indeed. Moreover, we must remember that some ailtires are not merely relics of the
past, but still “living” cultures. Therefore, todos on animism is just as much a lateral

look as it is a “look back.”

Goethe and Gott-Natur

Robert Bly points to psychoanalyst Georg Groddedksinction between poets who

bring “news of the human mind” and poets who btingws of the universe'® Goethe,
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being of the latter group, expresses what Groddmdls “Gott-Natur.” According to

Groddeck, in poems such as Goethé&sdrers Nachtliedthe text and its meaning seem
to be emanating from nature itself in the role @imsubject. The human “I” embodiment
of the poet's voice brings “news of the universe’'the form of sensory awareness and

wisdom:

Wandrers Nachtlied

Over all the hilltops is peace,
On all the treetops there is hardly a breeze,
The birds are quiet in the forest,
Just wait,
You too will find rest.

(Note; unless otherwise stated, all translatioesnay own)
But in Gesang der GeistgiSong of the Spirits), Goethe has left out the &rsubject.
Instead, the listener is addressed by the “spriesr the waters.” As in the poet's famous
ballad “Erlkonig,” we see here an empowerment of unquantifizdgical or mythical

forces outside the objective paradigm of ratiohalight.

The Poem

The soul of man
Is like water:
From the heavens it comes,
To the heavens it climbs,
And again downward
To earth it must,
Eternally changing.

Pours from the high,
Steep cliff wall
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The pure spray,
Then sprinkles sweetly
In cloud waves
To the smooth rock,
And easily received,
Weaves down concealing,
Quietly rustling
Down into the depths.

Protruding cliffs
The fall opposing,
It foams angrily
In steps into the depths

In the flat bed
Sneaks it to the meadow valley,
And in the smooth lake surface
All the stars
feast on their likeness.
Wind is of the waves
A loveable suitor;
Wind rises from the depths
Foaming Billows
Soul of man
How you are like the water!
Fate of man,
How you are like the wind!
This Goethe poem is essentially a parable of feeciicle of man, poignantly describing
the natural cycle of water. This is a typical exéngf what Charles Rosen would call
18‘h-century art informed by scientific discoveriestbé Enlightenment, as artists took
inspiration from a newly-informed perception of ural processes at wotk.From the
cycle of rainfall and condensation, to the manyettories of water, from a waterfall

spilling over cliffs and onward, collecting in psahnd then in lakes—all are metaphors

for the life stages from birth to death and beyomsl the universal concepts of renewal
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and rebirth come into play.

But the underlying condition of this likening of mig soul to the water is qualified by a
“wild card” of sorts, which is the introduction tate” (Schicksal) into the text. For fate
is likened to wind, as it pushes waves to theivitadle arrival into the streams, lakes
and, ultimately, to the “big” pool, where all sowdl meet. Thus, the souls of men do not
control their destiny. But the wind, an elementtbé “Gott Natur,” will ultimately
determine their destiny. In other words, from thenment of his/her birth, man is subject
to the inexorable forces of nature, flowing as Beaedoes downstream toward death and
rebirth. The intimate attention Goethe brings twatural cycle in the natural world is one
of many such instances where Goethe, the natyraiatries the scientific knowledge of
a process with the immediate embodied perceptionitsomanifestations, the former
leading to wisdom, the latter conducive to a haljsspiritual experience. The term
“religion of nature” often used to describe Goeth@btt Natur is explicitly manifested in
this text. In fact, Goethe questioned the meritthef “objective” study of rocks, plants,
weather, etc., claiming that to remove the submematurely from its environment
created a false separation, a barrier that woubdieti insight into natural proces&és
This poem thus represents a departure from thaamtdpackward” claim to the natural

world, to a scientifically informed and creativegagement with the landscape.

At a deeper level, there is a spiritual wisdomngedrawn from the metaphorical and

immediate experience of landscape. In other wdhis poem is philosophical in terms of
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the universality of the ideas, and experientiahdiive to an embodied direct experience
of the landscape that is not transcendental inreabut immanent, as we shall see in the

analysis.

Moreover, as Jonas Jolle has shown (2004), theppable and inevitable trajectory of
the water in Goethe's poem exemplifies a naturaefampervious to the machinations of
man, representing the entire spectrum of naturdathomable power, the baneful as well

as the beautiful®

In our listening of this work, Schubert in a senffers us a sonic field through which we
can individually experience place in its temponadl apatial musical contours. The fact
that Schubert completed four multi-voiced settin§shis verse, as well as a solo-song
sketch, points to his interest and commitment ts téxt?° And as Margaret Notley has
pointed out, Schubert revealed that, for him, thizrk represented a “new” type of
work?* The 18 other commissioned works for male chorusaieed predominantly
rooted in Volkstiimligkeit in terms of how nature sveepresented musicafiy,but they

did provide much-needed income.

In its scope, this ambitious work is the equivalenSchubert's famous string quaedtr
Tod und das Madchefd810) based on the short song of the same titE2{[p Charles
Fisk has demonstrated how Schubert was also abéxpgand themes from songs and

drive the narrative of the Romantic wanderer fodvaéinrough such works as the
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Wanderer Fantasiand the late piano sonat@sSimilarly here, Schubert is expanding the
musical depiction of place beyond the scope of sh® songs, foreshadowing and
signalling a shift toward the mature intersubjatyigeen in the late vocal works, such as
Die Winterreiseand Die schtne MiullerinAlso, the unusual and ambitious ensemble
constellation comprising basses (1), cellos (2) aoths (2), was a departure from the
“simple” folk-like a capella or piano accompanineebmmon to this genfé,and lent a
unique character to this choral setting. Givenrtbgon that a symphony is a “complete”
sonic universeGesang der Geistas a model, if you will, of a Schubertian natuestric
symphony. And as we shall see, it is no coincideéhaethis composition, with its almost
subterranean blend of low strings and dark maleegiwould set out to depict a very

earthbound and immersive musical journey into el world.

Song of the Spirits

Obviously, Schubert felt there was a need to erpes this parable metaphoricadipd

sensorially. In a metaphoric role the waterfalarghropomorphized, becoming merely a
symbol of man. The waterfall is, after all, nottiomal, but a real place which Goethe
visited in 1779; the place is the Swiss town of tedorunnen (Fig. 2-1), where the

Staubbach (meanirdust brook gushes dramatically out of the mountain face.
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Figl12Fhe Staubbach, Lauterbrunnen, Switzerland

The lengths to which Schubert goes to represenmtheement of water, and the implicit
temporal field of experience in this process, desndrat our attention be given to the
musical means by which Schubert achieves this.tlhaecomposer's musical realization
of place (in this case the waterfall and the extendandscape of its source and
continuation) re-creates for the listener the imiaked sensory experience of texture,
terrain, distance, depth, movement, locomotion, @rson, speed, and force, to name but
a few. It is important to point out here, howewtat attributing the animistic quality of
this work to the music alone would be misplaced, Goethe's word painting is, in its
own right, a bold and aggressive attempt, througiscnant-rich and descriptive word
choices, to delineate the topography and textupgamfe. But the musical setting stretches
the temporal/spatial field of the text, freeingfibm the constraints of textual/visual
perception, relocating the text in the rich andjsctive experiential field of the oral

sense?
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The introductory section of the piece is reminisag@nSchubert'®Vandrers Nachtliedas

the simple gesture from the mediant to the sub-dantiin the viola melody expresses

the contemplative perspective of the perceiver gfhets in this case):

Ex. 2-1 Franz SchubeiGesang der Geistemm.1-3
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This time, however, the tonic is far more unstafie the two subjects being represented

by this prelude are spirits (eight-part male chpinsthe form of mist rising over the

rocks of the waterfall, and, of course the watseelft which is fluid and in constant

movement. This is realized through an immediate utaitbn to a full cadence in the flat

supertonic of D flat major (Ex. 2-1). The effectisenoothness is achieved by passing

through the subdominant, F minor. The superimpmsitf C major and D flat major is a

musicallayering suggesting that we are simultaneously experienttiagvater's surface

and the hovering spirits above the water--bothraperpetual motion and inexorably tied

to the movement toward the tonic of C major in thext measure. The following
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neighbouring diminished 7 chords preceding the rckairy at bar 4 create a sense of
pushingat the water, as if by an exterior force, suchhaswind, which is, as mentioned

above, the embodiment of the fate of man. As salttihe essential subjects of this work
have been introduced in a very short time. Sinyiléchubert employs the neighbouring
subdominant pushing against the tonic in the fatatement of the poemSthicksal des

Menschen, wie gleichst du dem Wind,” (Fate of nyan, are as the wind).

This use of the minor subdominant illustrates Sent'ddeep understanding of this poem:
the music conveys the spiritual solace of Gott Nathile also acknowledging the
tempering role of the wind, which is to the wavdsawfate is to man's soul, according to

Goethe:

Ex. 2-2 Franz SchubefGesang der Geistefinal choral phrase

i, _

= Jf— S —Frrf———F=~
"ubl k. uJ hu Men Eﬂ:lt:nl gledchai  ofudem  Wind! -
EE= ST E R TR SR TI? E===
Aim =
R TT—
"i-uh.uh.- sl des :'ll"n 1-h.—r|-r- Elwchsl dudeim Wind -
E==——cEnE: :En'-"f' EEEE—=C=———

LL'—”?--"' e~ =
bf.;hl"h wal des  Men.schem i --Iru-h:-l dud-m  Wind! - -
Er__r_Li' = -!__'__'_‘T“_ T'__I
I‘IJ_J

=== !E_“—“ T=r===" 13 __-‘L:_|

Schick _ saldes  Man. *-erw pleiwhst dodem  Wind!

EE=S=c=s=—=—"CCSf====r-=

There is a synthesis of forces culminating indpening phrase of the male chorus, a

fusion of some of the essential and enduring clamatics of Goethe's and Schubert's art.
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The opening wordd'he souls of men are like water/Des Menschen Sgeieht dem
Wasser(Ex. 2-3), a bold statement for this time peri@the ultimate commitment to
immersion, be it the intersubjectivity of man's iemsion in nature, the return to the
womb, or the soul's return to the bigger pool aflspas the water to the sea. The souls of
men undergo a literal sonic transformation in Sentdbtreatment, as they are transported
from C major through A minor to the transformati&ed lush E dominant 7 sus4 of A
minor. This chord is not merely an effective tdor representing water, for the
dissonance seems to achieve a physical dilutiothefsouls as they enter the water, a
marriage of numerous subjects that will be permanien the act cannot be reversed;
water and souls are now one, subject to water'seimsg locomotive power. The musical
motion through this modulation evokes the physfoalon of two elements, a temporal

and spatial musical trajectory that enables a rithpodied experience for the listener.
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Ex. 2-3 Franz SchubertGesang der Geisterdpening choral phrase

Des Menschen Seele g‘l!-n.ht dl.m"“ - B8er,
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The prelude is then repeated by the strings, threl tthegree of A minor (C) now
enharmonically transformed into the major thirdAoflat major (the flat submediant),
then cadencing into the submediant major of A magofurther iteration of a cyclical
process that repeats but is never the same. TheiscHollows suit and repeats the
opening statement, only this time undergoing a seglynlarger dilution from the more
distant key of the submediant major of C major (&an) into the tonic of C major. Once

again the prelude is repeated, this time finallgeceing downward to the relative minor,
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A minor—this final cadence of the opening sectionweys thedownwardmotion of the

water/souls—the playing out of the previously memnid dilution of these two subjects:

Ex. 2-4, Franz SchuberiGesang der Geistet mm.16-18
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The next phase (Ex. 2-5) is a musical represemtatidhe trajectories of water, as set out

by Goethe, beginning with the precipitation/evagioracycle of water:

From the heavens it comes,
to the heavens it climbs
and again downward,
To earth it must.



68

Ex. 2-5 Schubert,Gesang der Geisterfnm. 19-22
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The descending chromatic motion of the inner-temoice is a fluid and tempered
representation of the descent of moisture towaedetrth, but this motion seems to be
“falling through” the harmonic progression of A-E®-D-A, which has a stair-like
guality, a construction of the stages of descentuwing in multiple locations. This
gradual descent is followed by a “tutti” musicalcast through the rising harmonic

structure of E-F-A painting the teXum Himmel steigt éBo the heavens it climbs:
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Ex. 2-6 Schubert,Gesang der Geistérmm. 23-26
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The major keys, the melodic tone and semitone sgepbthe harmonic ascent convey the
sensation of lightness or “floating up,” an accerand effective simulation of the

heavy/light polarity of rain and condensation. HEseent is experienced as covering more
distance at a quicker pace, creating the sensafiamcreased speed. Also, the harmonic

trajectory of the ascent from F major to the medmajor at the apex underlines the
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feeling of tonal and physical distance. In his “NMay Music Metaphor” model of musical
aesthetics, Mark Johnson has shown that the maiaphmotion of music can create a
spatial/temporal field of experience. In this modke immobile listener is in the present
moment; past musical events are felt as “behindd future events “in front of” the
listener, as the music moves through the tempdedtl fof perceptiorf° Johnson's
horizontal time/space model provides a basic aridegplanatory method of musical
meaning-making. | would like to suggest that thespnce of a “real” landscape in this

work carries a deeper multi-layered potential feamng-making.

David Abram's inquiry into the relationship of spaand time, as expressed in the work of
Edmund Husserl, Martin Heidegger and Maurice MeHPanty, reveals a preoccupation
with the nature of the present and how it is infedmby the past and the future.
Heidegger's notion of the past, present and futereg the “three extasies,” locates these
temporal “presences” on the horizon of the peradptandscape, culminating in the
“ecstatic present” This sensorial and immediate focus on the presenent only
exists if the perceiver is simultaneously awarethat which has passed, and of the
“withheld” nature of that which lies beyond the fzon. Abram: “such a mode of
experience is commonplace for indigenous cultuoeal peoples, for whom time and
space have never been sundefédere Abram aligns phenomenology with indigenous
wisdom, further stating: “The tradition of phenorotagy, it would seem, has been
striving to recover such an experience from witliterate awareness itself—straining to

remember, in the very depths of reflective thoughé silent reciprocity wherein such
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reflection is born.®
Interestingly,Gesang der Geistatoes contain such a horizontal spacial/temporkd té
experience, where Johnson's Musical Movement Metagh applicable, but with the
added vertical musical delineation of upward motioward the heavens and of earth-
bound motion. Goethe's text here reiterates thieceyquality of the rain cycle:
And again downward,
To earth it must,
Eternally changing.

Schubert craftily uses the contrary motion of teeemding strings motif to convey the

constant flux of the up/down directions of the nmis:
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Ex. 2-7 Schubert,Gesang der Geister,fnm. 28-30
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The sensory awareness of this never-ending pratassprepared the listener for the
previously mentioned “ecstatic present,” the momehen the present is brought into
higher focus by the simultaneous apprehension aif whnich is below (descending) and
above (ascending), thus locking into an integraieatial/temporaplacewhich is neither

up nor down; its physical location in the landscapeprecisely where Heidegger's
“ecstatic present” is situated--between the eamd the heavens—on thkorizon.

Goethe's utterandewig wechselnd/Eternally changingeaning that the process of water
descending and ascending is a process of perpattan with no beginning and no end,

encapsulates in similar fashion the potential foanscendence in the immediate
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perception of this process. And Schubert obvioustyognized the significance of this
statement. The music “flatlines” on the wdtternally, as the texture is cut to only two
voices on the fifth and third of the home key afdnor of this precipitation/condensation
section of the piece:

Ex. 2-8 Schubert,Gesang der Geistérmm. 30-34
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The staggered entry of the other voices first cetesl the straight and consonant triad of
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A minor, before a radical, almost violent, shiftttee submediant F7 chord in the next
measure. The slender texture of the A minorEavig/Eternallyis a sonic portal, as it
were, a timelesplace where/when the ecstatic present can be felt. Toeedentioned
submediant F7 chord of the following bar, followeyl the dominant 7 sus 4 of A minor
and subsequent contrapuntal movement of multipieegothrough the cadence on the
word wechselnd/changingjs a climactic fusion of heaven and earth, an &csta

expression of the oneness of the immanent experiehihe landscape.

This brilliant musical manifestation of the margagetween heaven and earth,
undertaken by a subject in the natural world, relmios that just as there is an ecstatic
present in the landscape, there is also spiritoddce and redemption in the direct
corporeal experience of nature that frees the penc&om the mind/body dichotomy of

meaning-making.

It is no coincidence that the ecstatic formulaydfi will, (4 ¥ 1) in the postlude of
this section plays out in the submediant major (&ar) of the tonic key of C major,
echoing the A major apex ctum Himmel steigt €80 the heavens it risaes the previous
section. Given the context, the inversion of theeading/descending motifs is more than
a compositional technique, for it adds anotherrafedimension and complexity to the

up/down flux:
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Ex. 2-9 Schubert,Gesang der Geistérmm. 36-49
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The next section (ex. 2-9) marks a stark shiftanation, as the listener is relocated
upward to the cliff face, expressed in the parat@hor key of A minor: here too, the

stair-like descending thirds convey the distancenfithe water’s place of origin to its

place of landing. The settling figure on “reinera®l” interrupts the descent, levelling out
in pitch and height. The resulting texture of tisng cloud of spray (the spirits) is then
achieved through the parallel thirds &ann staubt er lieblich in Wellen zum glatten
Fels/Then sprinkles sweetly in cloud waves to theoth rockThe water now in the form

of mist (dust waves) covers less distance--theetgsw longer in 3rds, but in 2nds. Also
the consonant dominant/tonic harmony conveys alafeptocess as the mist settles
gently on the surrounding rocks, the circular motid the melody following the contours

of the rounded surface of the rocks.

As in almost every section of this piece, thera sequence in which the binary subjects
are repeated (Ex. 2-9, 2-10). In this case thenjst/subject is repeated a tone down,
sustaining the slow gradual descent into the chexsinthe aural experience of depth and

distance.

The following sequence of two-bar phrases (Ex. 2r®6) fleshes out even further the
depiction of depth:
And easily received,
Weaves down concealing,
Quietly rustling
Down into the depths.

The field of perception is “narrowed” through thiéeetive use of shorter phrases and
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even smaller semitone steps via gentle and digtanhding mediant and submediant
tonalities (Ex. 2-10, 2-11). All this has been asading vertical trajectory, with
progressively smaller intervals and textural catgahaving a remarkable “zoom” effect
for the listener, as the piece reaches its lowesttyet in the musical topography of the
landscape. The circular motif in the cello has aiftaool” effect of sustaining the water’s

downward trajectory to the very end of the phr&se 2-11).
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Ex. 2-10 Schubert,Gesang der Geisterhm. 50-60
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Ex. 2-11 Schubert,Gesang der Geistérmm. 61-71
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The “zoom” effect finds its equivalent in visuat,azommonly known as “linear depth
perspective” in which vertical lines converge te thanishing point” on the horizon of

the canvas:

Fig. 2-2 Linear depth perspective

Schubert has created a sonic construction sinuiltri$ perspective:

Fig. 2-3 Linear depth perspective

Indeed, the above-mentioned semitone “spinningdaaining” motif in the celli (Ex. 2-
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11, mm. 67-68) sustains the water’s motion throtghthe “vanishing point” of the
soundscape. This effect aligns itself with our cammknowledge of the human
perception of sound sources. High frequencies adeiced at a distance, as is the
amplitude or loudness of a sound. Schubert adhergbese exact principles in this
sustained descent through the waterfall. Moreawer,choral switch from eighth-note to
guarter-note movement ofiefe Nieder/Depths downwabuld also be attributed to a
loss of detail caused by increased distance—a Kbrgadown” process in a narrowing
field of auditory information. Surely such an invet and detailed soundscape is not
merely a metaphor for the human soul, but an ideat and systematic attention to the

outer natural world.

The just-discussed depth perception section llferdisappears beyond the vanishing
point into silence. This is the only silence in thetire work (Ex. 2-11, mm. 69-70).
Although there is no rest per se, recordings o Work consistently interpret the fermata
and its aftermath as a silence before the entrtherdownbeat of the next measure. On
first hearing, this silence can seem awkward andabuplace, partially owing to the
sudden change of character and range of the matesh-as if Schubert were at a loss to
know how to bridge into the next section in thikestvise through-composed work. But
in the context of where the listener finds herfaf on the waterfall, this emptiness takes
on a whole new significance. We are at the vanglpoint below, before suddenly
finding ourselves back in the higher elevationghef cliff, after this brief rest. In other

words, the silencés the spacéetween the vanishing point and the top! One wdaad
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hard-pressed to find a precedent for this kind epiction of space—a postmodern
equivalent might be the artistic use of alreadyuoteg phenomena, as in John Cage’s
use of silence or of the sounds emanating from sy lnaffic corner conceptualized as
music. The space is silence—the listener’s trajgdtom the depths to the elevation has
miraculously happened in zero time. This miraclgleysical distance is only possible if
one is aspirit. The sudden entry of the chorus (Ex. 2-11, m. @0) Ragen
Klippen/Jagged rockss a musical slap in the face of sorts, for we haotyet escaped
the grasp of this rocky torrent of water. We arddanly awakened or relocated to the
violent, concurrent events taking shape at thero#m of the vertical span of the
waterfall. The jagged protruding rocks are exprésse seemingly tonally unrelated
ascending full-tone steps, conveying the insurmaliet topography of the place-- the
listener is now in the role of the climber on ay“thy” tour of the waterfall's upper
reaches. We are “sucked up” by the almost obscewerwhelming and incongruous
gualities of the rock formations, shapes createa@digiclysmic natural processes, which
we know informed Goethe’s philosophy. Let us nagéy here, that while there is no
specific human protagonist in this poem, the spmapresent, among other things, human
spirits. Yet the spirits, not being flesh and blpodn inhabit or dwell in all places, in all
things, human and non-human. Thus Goethe and Schargeoffering us a room with a

spirit view!

The human spirit is precisely that which enduresisnand does not die: the spirits are

manifestations of human reincarnation; also infe¢pathe existence of spirit, is its
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presence in the natural world. Here, the philosogssociated with a contemporary of
Goethe’s seems to come into play, namely, Friedvélinelm Joseph von Schelling’s
(1775- 1854) notion of spirit as “higher” level obnsciousness, a level of spirituality
encompassing all levels of existence, from matidoding, mind, and spirit. This notion
aligns itself with Schiller’s near-prophetic visiai a “higher” plane of existence to be
articulated by the artist. This is not a regresswver-simplification of a premodern
existence with nature, but an evolution, in accocgawith Ken Wilbur’s systems theory
of evolution, to a more complex plane of existeircghich subject and object exist on

the equalizing plane of “spirit®

This mature Schubert work displays a degree of istipation, sensitivity and vision far
beyond the scope of much of the Romantic poetryvbeld set to song, for it reflects
philosophical ideas, such as Schelling’s, which lawt emerge until the ¥ocentury.
Indeed, one could argue that, through Schuberticnmasight up to other art forms and no
longer occupied “third place” as a medium for pbdphical ideas, but rather served as a

catalyst for a new Romantic aesthetic in the actdpiction of nature.
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12 SchubertGesang der Geistemm. 71- 79
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The schaumt er unmutig/foams angrggction (Ex. 2-12jnarks our arrival (we were just
ascending via whole-tone steps in ex. 2ih%)dethe waterfall, at its epicentre. The three
previous sections, which we will call respectivebuls, precipitation/condensation cycle,
and the long vertical descent or “zoom” sectiornyldde seen as a gradual approach into
the heart of the matter, an increasingly closerearpce of the power of the waterfall,
finally resulting in full immersion. For now thestener is introduced to a more violent
sonic environment, with the angry foaming of thetewaexpressed in two layers; a
sequenced sixteenth-note motif in the bass repiesefast, circuitous descent, whereas
the tenor voices’ slower fortissimo quarter-notgiih-note motif represents larger
foaming events nearer the surface (higher pitch).

Protruding cliffs

The fall opposing,
It foams angrily
In steps into the depths

The repetition of the entire process of the wholeet ascent and the “immersion
foaming” is now expressed in A flat (Ex. 2-13) an#®ne above the previous G minor.
Here, the listener is made to feel lost or disdgdnby the tonal flux of not knowing
which is up or down—the result of being trapped amstormy water. Of course, this
section also functions as a metaphor for the trasflicts, strife, etc. of human life.
In this binary construction, Schubert is essenti&dllowing the same structural and
experiential model he wused in the previous sectioshich we named

soul/condensation/flux section or the gragh¥ [ ; here too we experience the

waterfall in a similar whole-tone ascent/foaming¥fl The flux is expressed with the
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Ex. 2-13 Schubert,Gesang der Geistgrmm. 94-102
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In fact, theAbgrundcadence (Ex. 2-13) creates the flux through the oemtrapuntal

texture in the tenor voices as they break away ftben homophonic texture of the
previous schaumt er unmutigBut more importantly, this flux recreates a simila
instability to the “flatline” submediant oawigwechselndn the soul/condensation/flux

section:

EX. 2-14 Schubert,Gesang der Geistgrmm. 31-33

In this second major descent (Ex. 2-13), the saemses of depth is achieved through
lower pitches and longer note values. This timeelleerrain is finally reached—again

Schubert chooses to express the release fromriiggl in the flat submediant of E flat
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major. This tonal region is a plateau of serenihg direct result of the immediate
experience of landscape. In other words, the gpirgexperience of immanence is offered

sonically.

Theflat submediant (A flat major) was introduced at the/\aitset, the musical outcome

of the initial dilution of the souls of men into tea

Ex. 2-15 Schubert,Gesang der Geistgropening choral phrase
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This work unfolds as a series of submediant agdstibmediant resolutions expressed as
outcomes of the direct experience of processeBamatural world. In other words, the
human experience of immanence has a submediantiolocan the soundscape. The

notion of immanence can be traced back to Goefiredecessor Baruch (later Benedict)
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de Spinoza (1632-1677), whose controversial thseoptaced the divine not in a
transcendent otherworldly place, but in nature.sBging man not “apart” from nature,
but “part” of nature, Spinoza was challenging Csile Dualism at its cor€. Despite

despite the controversy of Spinoza’s ideas, Goetlas a supporter of Spinoza’s
philosophy, and integrated the notion of immanemtde the pantheistic spirituality

reflected inGesang der Geister

Now that we have reached the submediant plateaum dlachen Better(Ex. 2-16), the
frequency of mediant modulations increases as Sthebdeavours to depict a landscape

saturated with the integrative spiritual immersiomature.

In the flat bed
Sneaks it to the meadow valley,
And in the smooth lake surface
All the stars
Feast on their likeness.

A new sense of tonal stability is conveyedreflachen Betten/In the flat beédrough the
tenor motifs circulating back to their consonangiorin E flat major. The contrary

motion in the bass voices, already intimating aenéwal move to the flat mediant of G
flat major, evokes a sense of lateral, horizonpaning into the broader landscape, as the
waters weave their way through the meadow. Aridrat in dem glatten See, Weiden Ihr
Antlitz alle Gestirne/And in the smooth lake suefadl the stars feast on their likene&s

flat major and C flat major become two sides ofghme coin (Ex. 2-17), the harmonic
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expression of the direct of experience of the starsored in the lake’s surface. The
heavens are now earthbound, below the perceivm&ibn—the transcendence of the
vertical paradigm (heaven/earth dualism) is nowmete. Surprisingly, the mediants
below (C flat) and above (G flat) do not seem tstaleilize E flat major—they can be
interpreted as newly acquired lateral charactessif this very same tonality. This use of
mediants is unprecedented. There is no up or dowe-ediants are the musical
realization of an alternative to the dualistic pigen of an “objective” experience of the

natural world.
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Ex. 2-16 Schubert,Gesang der Geisterinm. 96-103
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Ex. 2-17 Schubert,Gesang der Geistérmm. 104-112
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The dominant 7 (B flat) oAlle (2-18) is superimposed on the pedal of E flat, tangaa

“sprinkling” of stars on the water’s surface.

In a virtual cascade of descending thirds or “eirof thirds” (E flat-C-A flat-F-D-B-G),
the strings play out the stars/water immersion mow faster modulating process (Ex. 2-
18). A sense of impending finality sets in as wprapch the cadence to the tonic C major
(Ex. 2-19). One senses that the tonal centre daEnfiajor has now revealed its true
character as a flat mediant major of the tonic ahgor. Or is it the tonic C major now
behaving as a submediant to E flat? These intexfowas of tonal function will remain
subjective, but given the systematic and consisieatof mediants in this work, one can
state conclusively that the ambiguity or new chiamacf the tonic aWind ist der Wellés
a deliberate attempt on Schubert’s part to convey transformative quality of the
experience of nature as put forth in this musiocakfjey through and within the water’s
trajectory.
Wind is of the waves,
A loveable suitor;
Wind rises from the depths

Foaming Billows
The ensuing dance in C major is clearly an elerogfolkstiimlichkeit,” as discussed in
the previous chapter. The wind motif (quarter rotewed by two eighth notes) contains
the trademark Romantic “horn-call” parallel sixtiit Schubert injects into this dance
the predominantly “artistic” tone of this work, #s second utterance @¥ind mischt

vom Grund auss expressed through a series of mediants vigahnallel minor (Ex. 2-

20).



95

Ex. 2-19 Schubert,Gesang der Geistérmm. 117-125
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Ex. 2-20 Schubert,Gesang der Geistérmm. 126-133
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In fact, the dance or “wind motif” has been presatibeit subliminally, throughout the
piece: firstly, as theé d motif in the bass at the outset of the souls/wseetion, secondly,

in the condensation section, slightly modified iatdotted rhythm:

Ex. 2-21 Schubert,Gesang der Geistérmm. 18-21 (strings)
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Then in the long descent or “zoom” section as:

Ex. 2-22 Schubert,Gesang der Geistgrmm. 43-44
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Then in the long ascension/foaming billows sectien

Ex. 2-23 Schubert,Gesang der Geistérmm. 75-76
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Even in the plateau of serenity in the bass:

EX. 2-24 Schubert,Gesang der Geistgrmm. 110
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Clearly, the listener has been prepared for thiceaThe wind is the trump card, if you
will, for the souls are as water, the fate of matike the wind—man’s soul is subject to
the power of the wind. And the wind is the breathhe world and has access to all and
everything. In making the wind the dominant motiftbis work, Schubert reveals his
deep understanding of the text. For the souls of ara the water share the same fate—
both are subject to the seemingly random and uoifadiitle power of natural forces in
nature. The spiritual reward is great, but thera tsrrifying threshold through which the
individual perceiver must risk crossing—one muspsbutside and confront these forces
directly. A spirituality based on what one actuadyperiences in the world (embodied
experience) constitutes the attainment of a “moralationship to the natural world.
Mark Johnson:
The environment is not an “other” to us. It is retcollection of things we
encounter. Rather, it is part of our being. It e locus of our existence and
identity. We cannot and do not exist apart fromlitis through empathetic
projection that we come to know our environmengerstand how we are part of
it and how it is part of us. This is the bodily rhanoism by which we can
participate in nature, not just as hikers or clinsber swimmers, but as part of
nature itself, part of a larger, all-encompassingod. A mindful embodied
spirituality is thus an ecological spiritualf§.
In his chapter titled “Intimations of the Spiritualthe Cognitive¢’ Johnson attempts what
he calls an “alternative conception of embodieditsaility that at least begins to do
justice to what people experienc& According to Johnson, empathic projection onto or
into the outer world forms an embodied versionpfital transcendence. And though

these experiences are often likened to “out of bedperiences, Johnson argues that

empathic projection is very much a “bodily capatifJohnson’s embodied spirituality
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thus aligns itself with the pantheistic philosogxpressed in the work of Schubert poets

such as Goethe.

The somewhat solemn final utterancesahicksalfate)is appropriately coloured by the

6/4 subdominant minor, an intimation not heard sitihe first measure of this work.

Ex. 25 Schubert,Gesang der Geistgrfinal measures

it i e—— i
I"“F'_ T ] H e
Schmk saldes Me n..schen,me glﬂc:hst. dudLm Wmd' -~
|:p::p::;._ Lg_m_rgﬁf_p—-:,t:,r = _: F = i = I

r:fim i e g
ﬂd—_‘J_ J_#ﬁ':i:lzd— i:i- t 55 - f== 1
El:'&'l}mk saldFs Men-schm wie gleichst dndem Wln -~
: F—r _"_E‘ % = ': { —r__!__.-___._l

rfrm
!'_h!? =t B —"Fr.-gr_-l_fEE;,;--' e — -:-r:I
Sl:hl-:k sal des Men schenwio gleichst dudem “Wind!

I‘H’l _-d—__.?-.r‘__._ . -"h
E::ﬁ;];ar‘p‘:rr—}:ﬁ_ t= 4'-__!_u = = = ‘l

dime . T . -~

— e | T b et — — -
Eﬂ'— == | e | _._t;j__.t|—;l

Schick _ saldes Men_schenwie gleichst dudem Wind!l

i i [arn)
IET:*-——.!:.!—A—# =Ty 2= ——F—
—_ -r-'-'#_'“‘-.

== o s —f2-————e
ﬂrd:m
e, = = . "

o dim. i S B == K
o b S — o
2P dim.

o o L — & g (% 1
2w dim .
L | - 1 . v 1 ! = 1 L1 1_ L._I_."_ |_ .l__l_ I 11 i




101

The brief mention of the minor subdominant in bae avarrants a brief revisiting of the
opening statement. The transformative quality of work, with its template for the

experience of immanence in nature is fully encagedlin the first measure:

Ex. 2-26 Schubert,Gesang der Geistegrmm. 1-6 (strings)
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The wind sets all subjects in motion (bass voitte,ascension (viola 1) peaks on the 6/4

subdominant, the descent begins in bar three o dl& submediant functioning as a

dominant for the tonicization oD b . The motivic form of the immanence formula

AVAVIT or ascension/descent 2x plus flux, is plantethin listener’s ear from the
outset! This musical realization of an observedcess in the natural world has the
consistent feature of the repetition of the up/ddthweme, albeit a semitone up, as is the
case numerous times in this work. Such varied,itallepetitive gestures are, as Scott
Burnham has pointed out, integral to the abilitynofisic, particularly Schubert’s, to
mirror the workings of human memory:

We are what we remember. Nothing is so uniquelysoown as one's memories—

not only because they form the transcript of anviddal history, but also because
that transcript is so idiosyncratically preserved, personally constructed and
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maintained. We areaowwe remember. The act of recollection is a fundaaignt
creative act as well as an existential act; ittiomce self-expression and self-
constitution.

The more overtly self-expressive acts that we eall mirror this aspect of
recollection in that they too devolve upon a conthat is referred to and a way of
referring to that content, and the two are not lguseparable. It is thus no
coincidence that we often treat artworks as if theyde consciousness.

And the analogy gathers force with music, whicheseko fundamentally on the
repetition of its own past events as a means ofilggicoherence. Music is an art
form that seems to aspire to the condition of mgmwhich may be why some
romantics wished for their various arts to aspaodhe condition of music. For
there is nothing so compelling in the worldviewrofmanticism as the pull of what
IS no longer, or not yet, there. Music gains imraegiand authenticity from the
very fact of its irrevocable transience. Like o@rgeption of time, music moves
toward the future, inviting us to anticipate, whaéso streaming into the past,
inviting us to recollect?

The repetition of the up/down theme throughout Wask seems to similarly reflect the
perception of processes. In this case, the pras¢ss movement of water. Water is, on
the one hand, repetitive or even monotonous icatginuity of movement through space,
and on the other, continuously morphing and chanigito slightly different shapes,
overtones and patterns. The discernment of suetil debnly possible if the observer is
hyper-focused on the process—the music is jusinidgnifying glass. One wishes that
indications such as these of a purposeful usepettiteon to depict thought processes and
reflect direct perception will help put to rest thistorical tendency to attribute repetition

in Schubert's works to a lack of compositional Is¥l

Conclusion

In summary, the significance of this work is prafdun terms of the depiction of nature
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and its philosophical implications. With this ara$y the intention was to bring to light
Schubert’s sophisticated, intentional, and exhaestiusical depiction, one that can be
elucidated as a deep-ecological vision of man'ati@hship with the natural world. As
such,Gesang der Geistenolds immense relevance, both in terms of itsmasoe as a
work of art in today’s world, and in terms of ieation to Schubert’'s depiction of nature
in the Lieder. As alluded to at the outgegsang der Geistas an ambitious new genre, a
type of Symphony of Plageand, as such, is the “elephant in the room” gitsriower
ranking in the Schubert/Western Music canon. Sciisbeinprecedented musical
depiction of the human experience of immanencerlglaapresents a departure, an
instance of Rosen’s “annihilation of all that prées.” But Gesang der Geistealso
carries, through the immediacy of music, the culition of a century of philosophical
ideas on man’s place in nature; this project thegrasents the artistic attainment of
Schiller’s “Onward to Elysium” vision. The proceby which Schubert recreates the
experience of immanence for the listener is systienmand idiosyncratic, the use of
submediants and flat submediants emblematic ofapiglication of mediants in the
Lieder. And as we shall see in the next chaptediam¢ tonalities in the Lieder would

remain inexorably tied to the depiction of landseap

! See David AbraniThe Spell of the Sensuoidew York: Vantage Books, 1997), p.181.

2 See Neil Evernderhe Natural Alien: Humankind and Environméhoronto Buffalo London: University
of Toronto Press, 1985), p. 30. This seminal ataitéd book examines the state of the modern
ecological and environmental movements, callinghenideas of phenomenologists such as Merleau-
Ponty and Heidegger, as Evernden attempts to édtabhew perspective from which to contemplate
ecology, one based on the immediate experiencatafe@ Evernden cites Romantic views of nature as
being exemplary for the deep ecological movemenglogists search for an appropriate framework
for the articulation of a future vision of the crigtence of man and the natural world.

% Neil EverndenThe Natural Alienp. 30. Here, Evernden is quoting directly from# Abrams. See also
Abrams, M.H.Natural Supernaturalism: Tradition and RevolutionRomantic LiteraturefNewYork:
Norton, 1971), p. 260.
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* See Donald WorsteNature's Economy:A History of Ecological Ide@ambridge: Cambridge University
Press, 1985), p. 82.

® See Charles Rosen. “Mountains and Song CycleShinRomantic Generatidq€ambridge,
Massachusetts: Harvard University Press, 1998hitnlarge volume of essays on Romanticism in
music, Rosen focuses on a generation of compodersewoices began to emerge after Beethoven's
death in 1827, and into the 1840s. Detailed amalysivorks by Schubert, Schumann, Liszt, Berlioz,
Chopin and Mendelssohn offer new insights intoitim@vations of these 19th-century composers,
modes of expression that would impact trends ireen into the 20century. Of particular interest is
the chapter titledlountains and Song Cycleswhich Rosen traces the emergence of direct p&oe
and the “double-time scale” in 18th-century artj #me subsequent representation of nature seen in
Schubert's late songs.

® See David Abram. Th8pell of the Sensuoys37.

" See David Abram. Th8pell of the Sensuoys37.

8 Mark JohnsonThe Meaning of the Bodfhicago, London: University of Chicago Press,@00. 20.

° Mark JohnsonThe Meaning of the Bod{hicago, London: University of Chicago Press,@00. 20.

10 Of particular relevance are Johnson’s examplesaifiphors related to time and place, such as thtets
are locations” and the “moving time” metaphors. Begk Johnson and George LakdPhilosophy in
the Flesh: The Embodied Mind and its Challenge ¢gtéfn ThoughfNew York: Basic Books, 1999),
pp. 49-54.

1 Mark JohnsonThe Embodied Mindop. 565-566.

12 David Abram.The Spell of the Sensuoiidew York: Vantage Books, 1997) This entire boskin a
sense, an integration of the phenomenology of pémeand indigenous animistic modes of perception.

13 See Ken WilburSex, Ecology, Spirituality: The Spirit of Evoluti(Boston: Shambhala Publications,
2000), pp. 171-174.

14 Wilbur is borrowing the term “indissociation” frothe cultural anthropologist Jiirgen Habermas. See
Wilbur. Sex, Ecology, Spiritualitypp. 169-171.

15 Wilbur. Sex, Ecology, Spiritualitp. 173.

16 Robert Bly.News of the Universgan Francisco: Sierra Club Books, 1995), p. 280.

See also Georg GroddecRsychoanalytischen Schriften Zur Literature Und gu@Weisbaden: Lims
Pu, 1965).

7 Johann Wolfgang von Goeth&ktamorphose der Pflanzevould be a good example of such a scientific
inquiry undertaken by a literary figure of the™@ntury. For an in-depth examination of Goethat$ a
others’ descriptions of natural processes in tHeceEhtury, see Rosefihe Romantic Generation,
pp.150-166.

18 See Frederick Armine. “The Metamorphosis of theetist” eds. David Seamon and Arthur Zajonc,
Goethe's Way of Science: A Phenomenology of NéNee York: State University of New York Press,
1998), pp. 33-47.

19 Jonas Jolle. “The River and its Metaphors: Gosttahomet's Gesang” The John Hopkins University

Press MLN 119: pp. 431-450.

20 The first setting (D484) is a fragment of a saag written in 1816, the second, third and fourthsions
are choral settings as catalogued by Otto Ericht$2duas D538 (1817), D704 (1820) and D705 (1820).

21 See Margaret Notley. “Schubert’s Social Music” €tiristopher H.Gibbs. imhe Cambridge
Companion to Schubef€ambridge: Cambridge University Press, 1997), .15

22 Two late settings offer notable innovations inmerof the musical depiction of nature. Firstly, in
“Mirjam’s Siegesgesang” (D 942), in which Schuldgpicts the parting of the red sea, and Secorly, i
“Nachthelle (D 892), in which Schubert depicts sipéritual experience of the night firmament using
mediant and submediant tonalities.

% See Charles FisReturning Cycles: Contexts for the InterpretatidrSchubert's Impromptus and Piano
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saw a transition away for the visual sense, whath been the perceptual basis of scientific objagtiv
and the “picturesque” depiction of nature in aftisltheory elevates music, and in particular Schishe
output, to a higher status in terms of its influen the depiction of nature in the nineteenthugnt
and the subsequent changes in perception.
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“Landscape as Music: Landscape as Truth: Schubdrttee Burden of RepetitionI9"-Century Music,
\ol. 29, No. 1 (Summer, 2005), pp. 31-41.
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Chapter Three: The Wanderer and the Natural World

With Gesang der Geister Gber den Wass@in714) Schubert achieved the ambitious
goal of providing a musical experiential templabe the human spiritual experience of
the natural world. The Schubert Lied will providesitful ground for insight into the

individual wanderer’'s encounter with subjects andcds in nature, the archetypical

wanderer figure being the medium for a deep eco@bgixamination of the Lieder.

Schubert had the greatest impact on the evolutidheoLied genre, and the composer’s
ability to depict human thought processes has Ibe¢ed and well documented. But the
role of nature has not been given its true placaraitegral and essential element in
these works. Can human thought process really exisbut a field of experience? How
we perceive inner and outer experience revealsaimgd patterns of perception,
assumptions about our place in the world and oacegtion of reality. The search for
answers can only take place within the music, fdy through the immediate sounding of
these performance artworks does the central ammmske of nature emerge. A closer
examination of Schubert’s musical depiction of wenderer's experience of nature will
demonstrate the value of these artworks as Romamttaels for human self-identity, self-
realization and social integration, making themeanglate for a contemporary deep

ecological worldview.
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The Wanderer and Inner/Quter Experience

“I only went out for a walk, and finally concludéal stay out till sundown, for going out, | founcaswreally
going in* John Muir

In the first song of Franz Schubert’'s late cydnterreise(1827), the wanderer leaves
his dwelling place and past life behind, statibge‘Liebe liebt das WanderiiLove loves
wandering and “God has made it so.” Wilhelm Miiller's texates that the wanderer’s
love was unrequited and that he had hoped for agerbut now, apparently alone, he

sets out as an outcast into the winter landscape.

The natural world this wanderer will engage over shbsequent twenty-four songs is not
a mere metaphor for the “inner” workings of his thirheart and spirit. In fact, as is
clearly evidenced by the composer’'s musical treatroéthe numerous subjects in nature
in this song cycle and in literally hundreds ofetlsongs, the natural world depicted in
this work embodies a much deeper ecologically mixt edge of Romantic thought. Neil
Evernden’s “Deep Romanticism,” discussed in Chalpteepresents a worldview that is
holistic and relational toward nature, one that ldoserve as a template for a
contemporary ecological/environmental vision in sert and the future.Such a
worldview is clearly far removed from the quaintdailyllic representation of nature

often ascribed to Romantic art.

Ecological historian Donald Worster articulatesn “large measure this Romantic

argument for holism and animism was prompted bycavipg sense of man’s isolation
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from the natural world, that rather sudden and fp&iside-effect of the progress of
industrialization in Western nationd.Worster aptly points out that the rapprochement
with nature in 18 and 19 century art was very much a default medium; a hufree
context was essential to re-writing or re-calibrgtithe “rules of engagement” for the

individual human perception of reality.

To speak of the lone wanderer’'s inward journey asisolated and disembodied
psychological process is to disseminate the vertamarrative Schubert’s Lieder can
potentially transcend. The reality of the wanderesXperience is very much part of the
continuum established by Schubert's preoccupatiath whe nature-based reality
expressed in the poetry of his time. Any meta-niemea however, must be approached
with caution. Any written attempt to articulate adeabout an animistic art is inherently
contradictory. The use of the worexperience,for instance, when describing the
wanderer’'s encounter with nature, can be misleadtog to experiencesomething, as
Martin Buber so clearly expressed in his seminalkbloand Thou is to have already
categorized the “otherness” of that phenoménem line has been drawn between
observer and the object experienced. This objaatjfgtance he calls I-It, the opposite
relational stance is the I-Thou. Central to Bubeidea here is that the *“I” is
fundamentally changed depending on which stancéltherings to his/her interaction
with the world; only the relational stance leadsulh self-realization of the individual.
Neil Evernden was able to articulate Buber's coessage: “That his bodkand Thou

has been so well received is evidence that it tesidomething in all of us. It can, at
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moments at least, satisfy us that the reality weupg depends on the stance we take

towards the world?

The discussion surrounding the wanderer's perceptib nature will inevitably and
necessarily intersect with the central preoccupatibhuman ecology—the relationship
between mind and nature. When | speak of the wandexxperienceof nature, | speak
of the wanderetentering into relation withanother subject--the wanderer's sense of
identity is so intertwined with his environment thne is not engaging in an objectifying
process of categorization of the subjects he pesgibut inliving nature as but one

sentient part of its wholeness.
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Fig. 3-1 Vincent Van GoglThe Sowe(1888)

Paintings such abhe Sowe(Fig. 3-1) by Vincent Van Gogh, though paintedrove
a half-century latér provide a more accurate visual analogue to tmécsmmersion of
Schubert’s wanderers in the landscape than thassficiated paintings of Caspar David
Friedrich and Otto Runge. Just as the painter'shsuiokes and blending of colors seem
to unify all subjects, human and non-human, so dbesexture of the music bind the

wanderer to his environment, forming a true ecoloigyubjects.
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This “blurring of the lines” of separation betwesnbjects is achieved through the
unifying mimetic themes depicting the subjects atune and the subjectivity of the
human response. Particularly in the strophic soBgbubert’'s mimetic themes mark an
unprecedented achievement in compositional econduy.again, and perhaps more
importantly, the unifying mimetic themes are thesmal expression of absence of
separation between human and non-human subjects:

EX. 3-1 Franz Schubeffruhlingssehnsuch©957), mm. 1-19
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The fast-moving ascending waves of triplets (Ex1)3from Frihlingssehnsucht
(Schwanengesaignitially represent the swirling air of springutbthey quickly morph

into fresh flower scents, rustling brooks, the rgpheart of the wanderer.
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The topic of inner and outer human experience naes to be a central preoccupation of
Schubert scholarsThe discussion is still rooted in a polarizinggegtion of this topic, a
deep-seated assumption that human self-identity esst without the embodied
experience of the outer world. Musicological exptayn of the topic of inner and outer
experience often falls short when it overlooks thieerently ecological nature of this
topic. Neil Evernden, regularly referred to as ao-phenomenologist, points out that
ecology, being inherently multidisciplinary, is posely avoided by scholars who fear
losing control of their subject matter, their tojneing diluted into a broader ecological
framework and away from the controlled, often iestre categories and parameters of
scholarly thoughtThinkers such as Evernden arencerned with the human perception
of nature, and ways of reclaiming a place for husnanthe wider ecology of the planet.
For this to be achieved, fundamental ideas aboumanudentity and self-realization must
be re-visited, our lens of perception recalibratedrhaps no other topic could be more

relevant to this discussion than “inner” and “olixperience.

Ecologists such as Evernden, Abram, and others Hewked to the work of
phenomenologist MauricElerleau-Pontyfor an alternative notion of “inner” and “outer”
individual experience. Ponty recognized the incaegce of the mind/body separation
and our immediate experience of the world: “Theld/@ not an object such that | have
in my possession the law of its making; it is tlaunal setting of, and field for, all my
thoughts and all my explicit perceptions. Truthglaet ‘inhabit’ only the ‘inner man’, or

more accurately, there is no inner man, man ismbiid, and only in the world does he
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know himself.® To acknowledge the premise of Merleau-Ponty'sneléiat there is no
“‘inner” experience without the environmental sejtithereof, is tantamount to a
fundamental acceptance of the Schubert Lied amntrelg new genre in art, giving the
Lied broader significance as a driving force fagativity and expression in visual art and
literature as well as music of the”?b&ntury. As a medium for text and the expression of
individual direct perception, the Lied could alse bnderstood as a vehicle for the
expression of seminal ideas of Romanticism, thusstradowing 20 and 21st-century

discourses on human ecology.

The Alienated “Individual”

While it is tempting to begin with examples of hamous immersion in nature, it may be
wiser to first look at some of Schubert’s extengiepictions of the alienated individual.
Consistent with Buber's notion of self-identity, ethtruly alienated wanderers in
Schubert’'s songs are “individuals” whose experieisxcdbased on a reality devoid of
relation to otherness; Buber distinguishes betwéenl-It “Individual” and the I-Thou
“Person,” the latter, through his relational stance to theldy does not objectify the
outer world and is therefore not subject to objfeetiion and the subsequent alienation it
entails. The wanderer of Schubert's “Der DoppelgihgEx.3-2) is appropriately

embedded in a harmonic environment devoid of coamsoihirds.



Ex. 3-2 Franz SchubeiDer Doppelgange(D957), mm.1-8
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“Der Doppelganger,” enables Heine and Schuberin@dspendent artistgo express the

alienation of the individual, foreshadowing the egsion of the human experience of

modernity found in Expressionist abuch sparse harmonic textures, also applied in

songs such as “Strophe aus dem Griechen,” “Abetelhil and Winterreises “Der

Leierman” to express human alienation, contrasth wilte lush harmonic textures
employed to express immersion in nattfréhe alienated wanderer's position as an
outsider among humans leaves him on the precigbteden civilization and the natural

world. This alienated posture engenders numerdisgiaprogeny throughout the century

such as the protagonist of Edvard Munchle ScreanfFig. 3-2)who finds himself in

just such a position--located between the worldwhans and nature.
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Fig. 3-2 Edvard MunchlThe Screan(1893)
Here the words of Martin Buber seem most appropiimtdefining what he terms “self-
contradiction.” He states: “If man does not repn¢gbea priori of relation in his living
with the world,” and later, “Thus confrontation what is over and against him takes
place within himself, and this cannot be relation,presence, or streaming interaction,
but only self-contradiction.” And again later, “Thman may seek to explain it as a
relation, perhaps as a religious relation, in ofdewrench himself free from the inner-
Doppelganger* For Buber, the failure to enter into relation witie outer world leads to
the loss of self. The instrumental role of the owterld in self-realization is mirrored in

the work of phenomenologist Merleau-Ponty, whosasgdpresent a challenge to a pillar



116

of Enlightenment philosophy, the Cartesiangito, the “l think, therefore | am”
assumption at the root of the mind/body, mind/mateparatiort® The boundary between

the inner and outer worlds functions as a portal ihe relational experience with nature.

Relational Experience

Recent research into embodied meaning and the togguoinconscious has resulted in a
re-evaluation in numerous fields of philosophigadjuiry. Mark Johnson has observed
that, given the human pre-conscious embodied expezi of the world, our very
definition of the self and what it means to be hommaust be re-evaluatéd.Johnson
shows that our most abstract and philosophicalsidea rooted in a primal and age-old
bodily relation to the world around us. For Johnsphilosophical discourse can no
longer overlook the outer “more-than-human worfiJohnson aligns himself here with
deep-ecologist David Abram'’s contention that manygsophical disciplines will have to
embrace the inherently ecological nature of dissesiron human self-identity. The
universal capacity for empathic projection involveging in the other.” Because these
experiences are largely unconscious, emerging asmlynguistic metaphor, the embodied
experience is invisible, lying concealed behind ¢neuring vestiges of the mind/matter
split of Descartes. Johnson: “an embodied view atunalistic, insofar as it situates
meaning within a flow of experience that cannotsexwvithout a biological organism
engaging its environment® And then: “if we are inescapably and gloriouslybemiied,
then our spirituality cannot be grounded in othetdlmess. It must be grounded in our

relation to the human and more-than-human worltdwleainhabit.”
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Schubert’'s Lieder, spearheaded by the wanderemusegtinto nature, excavated the
embodied experience of nature from its concealegitipa, narrowing the mind/matter
chasm on behalf of such thinkers as Schiller, Gonefichelling and Herder. As such, the
original intent of the poet shifts into a slighditered context, in which what might have
been a trite or picturesque rhyme is carried byatfienating function of the music into a
much deeper experiential field, transformed intodeep sensory art work, often

transcending the intellectual and historical conteésthe original poen’

If we consider the power of Schubert’s Lied to alevthe works of these literary figures,
we must first take a serious look at his depictidrthe subjects involved: firstly, and
perhaps most importantly, the sonic re-animationtr@ natural world, the field of
experience into which the wanderer enters, withwuth the identification of the self is
impossible; secondly, the sonic animation of thenan subject and the musical depiction
of the wanderer’'s embodied presence in the lanésaa thirdly, the musical depiction
of the relational reciprocity between these suljeetd the resulting spiritual experience
of immanence. Music possesses the unique abilignimate these subjects in time, to
reflect, embody and consolidate an emerging sditgitiward nature among these poets.
Schubertmanages this ithe piano preludes of his songs. When, in theskiges, the
listener is introduced musically to sunrises, engripog rolling in over mountain peaks,
morning dew descending onto foliage, or ocean waokisg into shore, is he or she not
being introduced to a primary subject, nature? As shall see, true experience or

meaningful existence without inclusion and relattonthe natural world is impossible.
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Nature is sounded first; the human subject theerennto relation with nature and a

resulting conclusion is drawn and wisdom found.

This process constitutes a musical formula foritsgair experience, not through an inward
journey transcendingthe experiential world, but through a direct exgece of the
immanent presence of the “divine” in nature. Imat“seeing the forest for all the people”
moment, scholars have found a way to make the dieegt and obvious subjectivity of
nature into an “inner” human experience. A primaraple would be the Heine setting
from Schwanengesgn “Am Meer” Joseph Kerman, speaking of the sometimes
enigmatically perceived opening chords of the satgms that “it does not signal ahead
to an event in the song,” and later, “the song fiegind ends with an oracle framing or
glossing of the poetic statement. From a classoait of view, the introduction is non-
functional; it illuminates nothing. But from the mantic point of view it suggests

everything that is inward, sentient and arcafie.”

From Kerman’s point of view, this interpretation kea sense. But there is a more
obvious and direct way of interpreting these opgrchords. The late Heine settings
generally tend to revolve around introspection ahenation, such as in “lhr Bild” and
“Der Doppelgénger.” But the title “Am Meéi”At the Sea’(Ex. 3-3)and the opening
statemenDas Meer erglanzte weit hinaus/the sea shone faswggest an opening based

on the previously mentioned model for spiritual exence employed by Schubert:
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Ex. 3-3 Franz Schubert, Am Meer (D957), mm. 1-5
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The opening two-chord sequence forms two musicakwaepicting just that—waves! It
would have been impossible to imply the loomingspree of the ocean with just one
articulation of the two chords; the repetition, ugh minimalistic, is a sufficient and
efficient means of establishing a repetitive cydle.exclude the subjectivity of the ocean
(a fairly imposing and substantial subject!) is dwerlook the powerful dichotomy
experienced by the wanderer human subject in thg aad by the listener. This song is
emblematic of the wanderer's frequent physical g@milosophical locationbetween
nature and the human world; the human subject®mrne beach looking out over the
water. This is “ground zero” in terms of situatittte perceivelbetweenthe civilized
world and the natural world. The teWir sassen still und alleine/We sat quiet and alone
also suggests the right conditions for hearing ghkse of the waves. And contrary to
Kerman’s interpretation that opening chords “do smnal ahead to an event in the
song,” the waves very much do make their preseelteafDas Wasser stieg/The water
rose,a harmonic structure reminiscent of the openinge®ino life as a tremolo; the seas

begin to boil.
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Ex. 3-4 Franz Schubey\m Meer(D 957), mm. 12-14
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This marks a true interplay of emotion and musemhtience present between human
subjects and their environment. To categorize g of the fog and the swelling of the
seas as a non-event, particularly when Schubertchasen to animate this very real
event, is misleading at best. Without an explamatibis analysis carries the implicit
assumption that the wanderer’'s inner experienaisehow separable from immediate

outer-world events.

The notoriously minimalistic unison B flat (Ex. 3- the opening of “Ihr Bild,"which
Heinrich Schenker famously and correctly identifeithe musical depiction of staritg,
could also be consistent with Schubert’s tendeaayepict true alienation from nature in
a non-harmonic language. For this human subjectlihdaged his senses to one image

alone—the image of his lost loved one, to the esiolu of the outside world.
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Ex. 3-5 Franz Schubettr Bild (D957), mm. 1-5
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Relational Experience and Mediants

The prelude from “Die Sterne” (1828) may be onéhaf most compelling illustrations of
musical imprinting (Ex. 3-6) of nature. It is a sorsetting of the environmental
conditions for the wanderer’s direct experiencee ghadual emergence of the stars in the
firmament is profoundly evocative of the constamtl &ver-so-gradual occupation of the
night sky by the stars. The series of lush oveitapmlominant # chords forms a
perpetual expansive musical process in the majdre Fimultaneously occurring
suspensions and contrary motion are clear musiepictions of the lateral optical
perception of stars in the sky—the complexity ot tperceiver's sensory visual
apprehension is evoked through the suspensionsehsfor, just as it is impossible to
focus on any two stars appearing at the same sm#,is overwhelming to apprehend the

concurrent parallel harmonies in the piano:
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Ex. 3-6 Franz Schubeiie SterngD939), mm. 1-15
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The significant volume of stars and firmaments espnted in the body of
Schubert’'s LiederAm SeglLied eines Schiffers an die Dioskuy&rer lieblichste Stern
Im Freien Im Frihling, etc) seems to suggest a special affinity for the ngity in the
composer’s sensibility. The wanderer in “Die Stértakes comfort from the guiding
beacon of the stars, statir§je leuchten dem Pilger durch Heiden und Wald/tiggy the
way for the pilgrim through field and forestnd later Sie schweben als Boten der Liebe
umher/they float around as messengers of (& 3-7) This Romantic view of the stars
is more reminiscent of a pre-Copernican notionstfamomy than of an up-to-date™9
century, scientifically informed interpretation wality. Before Copernicus, Galileo, and
Thomas Diggs, the notion of the earth being atctid@er of the universe was born out of
the direct experience of the firmament as a fimitel protective canopy--the inferred
immobility of the earth confirmed by the direct exignce of movement of the celestial

bodies above.
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Copernicus’s concentric theory of the solar syssdmawed in fact that the earth was
moving, not the sun. This revelation is perhaps iiest significant trigger for the
mind/matter split of the Enlightenment. The shogknealization that the earth was no
longer the center of the universe would bring abautgradual shift in human
consciousness--from the outward-looking view of $kg as a protective, enclosed space,
to an inward-looking search for the finite withihet individua®® Thomas Diggs's
addendum (Fig. 3-3) to the cylindrical Copernicalassystem placed the stars at varying
distances outside the boundary of the solar systée.shining heavens no longer formed
an enveloping womb-like canopy of protection, dffgrinstead the intimidating specter
of an infinite universe. Only then did the concefization of “inner-human” experience
and of individuality existing independently of tbatside world begin to take hold. The
outer world or nature would increasingly be seefjuasthat—an outside world separate
from exclusively human feelings and sentience. ld@rth, the assignment of life-like

qualities to subjects in nature would be calledrehesubjective™
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Fig. 3-3 Thomas Digg#ddendum to the Copernican Solar Syst€ih76)

Unfortunately, the notion that Romantic assignmexitife-like qualities to subjects in
nature are “merely” subjective continues to infooor assessment of Romantic thought
and artistic expression in general. But the phemmogical reclaiming of direct
experience as a valid template for a new assessoferality can help elucidate the

Romantic relationship with the natural world.
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Sie schweben als Boten der Liebe umher/The staed s messengers of love
expressed in the flat submediant key of C Flat @&X). This type of mediant application,
in which a subject in the natural world is depicteaminds us that iGesang der Geister
Schubert located the experience of immanence,sh#tte spiritual experience of nature,
in the flat submediant. The use ofediant tonal regionsn Schubert continues to
preoccupy theorists, perhaps more than any otheecaf Schubert’'s compositional
innovations’? And rightly so, for his harmonic deviations from $&entury traditions
have polarized musicologists and theorists. Consigehat we are discussing one of the
great melody writers in the history of music, a poser of tuneful melodies, the
polarizing effect of Schubert's harmonic languageess somewhat contradictory.
Schubert was indeed a product of his time, inlgithe traits of Volkstimlichkeit from
his predecessors, etc.. Considering Schubert’'sradbe to the “melodious” aesthetic or
conventions of 18-century Lieder, the topic of harmonic deviatiorrsni tradition
becomes a logical field of exploration, as we qmmi to lay bare his depiction of the

human experience of nature.

Charles Fisk and Richard Taruskin have rightlymkd that the submediant tonal regions
in Schubert (particularly in the piano works) haae “otherworldly” quality, an
inwardness or interiority likened to a trance-litate” This position seems to prioritize a
tendency to overlook the role of the outer worlddegtermining or inspiring Schubert’'s
use of mediants. The Lieder repertoire reveals masistent and systematic use of

mediants, particularly submediants, reflecting direct human experience of the outer
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world or nature. As such, common musical “in-worleXperiences reflect Schubert’s

desire to express the pantheistic experience ofinemce in nature.

Ex. 3-7 Franz Schubeibjie SterngD939), mm. 70-91
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The harmonic trajectory, from the flat submedidwbtigh the 6/4 of the tonic, the sub-

dominant and the brief tonicization of the dominamirrors the spatial distance over

which the stars will carry the kisséld tragen oft Kiisse weit Uber das Méerd often

carry kisses far over the s€kx. 3-7). The wanderer’s belief that the stars daliver

kisses over wide distances is rooted in the expgailereality of a shared firmament over
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seemingly insurmountable distances of separatioriLiebesbotschaft,the wanderer’s
belief that the brook can deliver his message ¢ lis rooted in the knowledge that the
brook is present at his location and at the destinaof his message. This subject (the
brook) transcends spatial and temporal limitatighsth in music and in real-life
experience). The essence of his messadereet her with a friendly glance, for the lover
will be returning. The message is delivered in the enharmonic eaqnvalf the major
mediant (B major)(Ex. 3-8). In no way does the Hopalmost ecstatic B major suggest
a project destined to fail. Instead, the functidriamic (G major) in the final verses has
been transformed, if you will, becoming the lowesedbmediant of B major in a sensual

realization of the delivery of the “dreams of IdVEhe mail was indeed delivered.

Ex. 3-8 Franz SchubettjebesbotschaftD957), mm. 47-50
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The familiar modulation into the second verse @eBtion of “Der Musensohn” (1822)

similarly embeds the coming of spring in the metaajor.
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Ex. 3-9 Franz Schubeier Musensohi{D764), mm. 24-39
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The wanderer puts his song into the world and tberbs of the trees welcome his song
in the mediant—he is then empowered to continusdig in winter—here too, we see
the fulfillment of Schiller's vision discussed irh@pter I; the integration of the self is
achieved through the artful medium of song, coringdhe individual with nature and
with his true self. The mediant here is the oasithe journey through everyday life—the
song transcends the temporal limits of verse oddaur. But more importantly in the
final verse, the tonic will take on the functiontbé flat submediant of C major—A flat
major, conveying the transformative power of thedexrer’s journey through a

landscape.



129

The B section of “Bei dir allein{1826) is the enharmonic equivalent of the flat
submediant (E major)—precisely where the text seferthe wanderer’s sensory

experience of subjects in nature:

Ex. 3-10 Franz SchubeBgi dir (D866), mm. 56-79
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In these examples, the mediants, particularly diaeted submediants, not only transcend
the dominant/tonic or circle of fifths harmonic adigm of “Classical” style, but also
serve to reflect the transcendence of spatial angboral limitations of objective reality.
This is achieved through the previously mentionaunula of the individual experience
of nature in the Lieder: Nature is first, the hunsubject comes into relation, and a

conclusion or wisdom is drawn.
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The transcendence of spatial/temporal limitatianslearly expressed in Schubert’'s very
last song “Die Taubenpost” (1828) which the wanderer claims to have a carrier qige
(longing) who will deliver any message over anytalise. Whether it is the carrier
pigeon, the rivers in “Liebesbotschafiihd in “Der Neugierige,” or the stars in “Die
Sterne,” the wanderer believes that his messagdeetithrough—the distance is bridged

via aflat submediant

Ex. 3-11 Franz Schubeidje Taubenpos{D957), mm. 36-40
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Similarly, the B section of “Der Hirt auf dem Fels€ another very late work (1828),
depicts an interaction between the shepherd anthtfiscape; standing atop a cliff, the
shepherd, seeking to transcend physical distanteeeba himself and his loved one, calls
out, receives an echo response and 3ayseiter meine Stimme dringt, je heller sie mir
weider klingt/The farther my voice reaches, theghier is the respons&here is still
hope here, expressed in the flat submediant k&g @&t major, that the wanderer will

reach his distant lover:



Ex. 3-12 Franz Schubeiger Hirt auf dem Felse(D965), B section beginning
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The echo of the wanderer’s voice in “Alinde” (1823 sounded in the submediant major:

Ex. 3-13 Franz Schube#linde (D904), mm. 94-108
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An exhaustive musical depiction of echo in natsréédshed out in “Abendbilder(1819)

a song in which Schubert went to great lengthselover a complex, detailed landscape.
This is indeed an experimental set of sonic “pietbiimages, reflecting Schubert at his
most creative, thematically and harmonically. Agaims musical landscape would be
more likely to find an equivalent in Impressionist Expressionist visual art, where the
numerous subjects in the landscape are autonorboualso linked by a web of thematic
and textural blending. The prelude depicts the ienprdew descending onto the

landscape:
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Ex. 3-14 Franz Schube/pendbilder(D650), mm. 1-15
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The triplet figures descend in irregular steps, aimmes in semitones, sometimes in
whole tones and sometimes in thirds, conveyingrémelomness and unpredictability of
this natural process. These triplets (a familiatifvad rotating sixths we know from “Der
Lindenbaum,” fromWinterreis@ will be unrelenting throughout this longer sordso,
the grey of dusk is beginning to weave itself ithe embers of remaining light on the
surface of the water and the surrounding green avesdSchubert employs harmonic
tools to convey the spatial differentiation betwekea different locations on the canvas.

The change of light begins with the dominant @rdueri and then the enharmonic first
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inversion of the relative major, functioning as & G major. The “darkening” of the
world is further painted by the high B6 bell tofa@]owed by a succession of descending
layers in the left hand through tBluth.” G major is now tonicized, but still subject toet
changes occurring in the landscape, becoming al pgolainant while undergoing
chromatic shifts onDurch das Grud’ This environmental transformation is all leading
to the relative major, where the human observerordy watch in “drunken” amazement
as day shifts to night (Ex. 3-16). In the seconde&gthe song d?hilomeneor song of the
nightingale in the second verse will trigger a matlan to the submediant major (F#
major). To get there, Schubert craftily tonicizesr@jor again atHaucht die Luft (Ex.
3-16) before a one-tone (in Reimannian terms) d@hent to G minor, functioning as ii
of F major—F is also a dominant of B flat minor tte first sounding ofPhilomelens
Zauberliedet whose echo sounds a semitone up into B minor (87), now
functioning as subdominat of F# major. Emanatingmfr nature, the echo of the
nightingale’s call could signal the death of itsipgent, but it is also a powerful symbol
of the creative act or art itséff.As in Schubert’s setting of Schiller's “FragmensaDie
Gotter Griechenlands” (Ex. 3-15) from Chapterdtume is found in art, art in nature—
the religions of nature and art intersect, allia submediant major, and in the same key

of A minor:
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Ex. 3-15 Franz Schubefragment aus Schiller’'s Gedicht “Die Gétter Griecti@nds (D677), mm. 1-20
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Ex. 3-16 Franz Schube’pendbildenD650), mm. 16-31
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Ex. 3-17 Franz Schube/pendbilder(D650), mm. 32-51

The b minor echo of the nightingale’s song retufitBngly, as the tolling of the church

bells (Ex. 3-17). Interestingly, this first sign ‘@ivllized” human content is expressed in
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a harsher, more unforgiving and monotonous musedure, reflecting the previously
discussed (The Alienated Individual) sparse andnbarcally impoverished textures of
human locations, to be explored further in the ymsalofWinterreise As the focus of the
poem now shifts to thoughts of mortality and Chaistnotions of the afterlife, Graham
Johnson rightly points out that, from this pointthre song, one is less convinced of
Schubert’'s commitment to these idéasSchubert still manages to further enrich the
landscape by depicting the opening of the cloudkénheavens in the flat submediant of
F# major, D major. But the final parallel major kefyA major somehow fails to build on
the true apex of the song with its florid, almopemtic, climax aHarret zart die Echo
wieder/Abides the echo aga{&x. 3-17). This submediant location could be sagsra
more true reflection of Schubert’s beliefs, trungpthe weaker parallel major attempt at
sonata-like unity at the end of the song, thus iomfig the submediant as Schubert’s

tonal location for the human spiritual experienteature.

Schubert’s setting of Schiller’s “Der Pilgrim” (18Rdeals in similar fashion with the
nature/religion polarity and is consistent with therldview expressed in “Abendbilder.”
The Christian pilgrim wanderer of this song setsauhis pilgrimage in a procession-
like quarter-note gait, driven by his faith andweest for the gates of heaven. The

pilgrimage begins in an optmistic but earnest Eomaj
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Ex. 3-18 Franz Schubeier Pilgrim (D794), mm. 1-11
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Encountering unwelcoming terrain in the form of mtains, rivers and gorges, the

L ]
L 1

pilgrim seeks to transcend nature, building bridgesllow his passage through nature.
This struggle is captured by a series of attempectizations that do not quite resolve
(Ex. 3-19). In other words, his vision of a transdent spirituality is expressed as a
conflict with the immanent natural world. Not untié reaches a stream whose direction
he can trust does he give himself to the currehichveventually leads him to the ocean.
This first relational experience, an in-world heavé you will, is expressed in the
lowered mediant major—G major (Ex. 3-19). But thedmant will be short lived—the
pilgrim does not find heaven on earth, lamentinghi@ relative minor key of C# minor
that no road on earth will lead to the heaven leks¢ExX. 3-19). The juxtaposition of C#
major/minor in the final measures accurately depibe unresolved Christian quest for a

transcendent paradise—the mediant relational expesi with nature is behind him,
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leaving only a less than satisfying, harmonicatigrse texture ach kein Weg will dahin

fuhren(Ex. 3-20).

Ex. 3-19 Franz Schubemer Pilgrim (D794), mm. 53-78
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Ex. 3-20 Franz SchubeiDer Pilgrim (D794), mm. 79-106
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The shepherd of “Schafer’s Klagelie@814)relives the joys of spring in the submediant

(A flat) and the “dire” forces of nature in tih@nor submediant (A flat minor):
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Ex. 3-21 Franz Schube@chéafers KlageliedD121), mm. 21-30
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In “Nacht und Traume” (1825) nature is introduaethe form of nightfall and
moonlight, before the human perceiver reacts tetheronment in the lowered

submediant.
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Ex. 3-22 Franz Schubefflacht und Traum¢D827), mm. 13-15
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As we consider the implications of the mediant deépn of landscape and the human
experience thereof, a more recent interpretatiormefliants can help elucidate this
historically difficult topic. Perhaps theorist Rartdl Cohn’s diagram of hexatonic cycles
(Fig. 3-4) comes closest to illustrating in conergtsual terms the lateral alternative to
the tonic/dominant paradigm mediants preSenfhis three-dimensional structure

achieves just such a perspective; the Riemannianiple of triadic relations explains the

relative proximity of the flat submediant to theim?’

Fig. 3-4 Richard CohrDiagram of Hexatonic Cycles
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The lateral movement of only two chromatic toneptiisements, with the retention of the
tonic as the common pitch, presents an alternatimeension to the verticality of
dominant relationships in this graph. And as Cobims out, there was and is a need to
explain Schubert’s harmonic choices diatonicallfin@ a review of Schubert'&esang
der Geisterfrom 1821, Cohn points to the 1821 view of thisrkvas having “a degree of
tonal indeterminacy.” He quotes: “no sense, no mwrdeo meaning. The
composer...resembles a big waggoner...who...turns nowhdoright, now to the left,
getting at one time out of the road, without makimy honest way?® Without knowing

it, this reviewer articulated the lateral spatifieaative to the “linear” diatonic tonal
system. This spatial “outer world” analogy warraatshort digression: the title of Cohn’s
article “As Wonderful as Star Clusters: InstrumdotsGazing at Tonality in Schubert” is
inspired by Donald Francis Tovey's (1875-1940) ssgign that “Schubert tonality is as
wonderful as a star cluster, and a verbal desoriptf it as dull as a volume of
astronomical tables”® Cohn re-contextualizes Tovey's “star cluster” asaiternative to
the “traditional metaphorical source for tonal telas,” the solar system, “where
positions are determined relative to a central yimyf theme.” Conversely, the star
cluster, for Cohn, “evokes a network of elementd aslations, none of which hold
priority status.®® These two metaphors encapsulate th&-cehtury diatonic (solar
system) and f@century “tonal indeterminacy” (star cluster) retied in Schubert’s use
of mediants. As such, the analysis in this essagheruse of mediants in the depiction of
nature in Schubert is, on the one hand, explaingikitonic terms (i.e the use of the terms

submediant and flat submediant necessitate theoad&dgment of and relation to a



tonic). On the other hand, the analysis recognibes Cohn’s diagram of hexatonic
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cycles may be a more powerful metaphor for therdgteouter-world, non-linear

alternative presented by Schubert's mediants iuraatA recent publication on the

subject of harmony in Schubert features a histbstady of theoretical interpretations

(including Richard Cohn’s) of the composer's dewias from traditional harmonic

practice>* One such Lied is a setting of poet and friend Mafer's “Auf der Donau”

(1817), in which the tonic (E flat major) is quigkbbscured by modulations travelling

from the E flat to the flat submediant, C flat nraja bar twenty:

Ex. 3-23 Franz Schube/uf der DonayD553), mm. 1-22
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The discussion, albeit useful in elucidating oudenstanding of the historical reception
of harmonic treatments (including the use of medjardoes not once mention that the
actual impetus for the modulation to the flat sudimet might be attributable to the
human experience of landscape. The text descrilsgedcfic experience, reminiscent of
Gesang der Geisterin which the human perceiver apprehends, whileing a boat,
surrounding castle walls reaching into the heavamd trees rustling in the wind—
alternatively, the descending modulation in thiddes not necessarily reflect a darkening
“inner” disposition of the human subject ofifybut a landscape into which the human is
gradually and steadily integrated: The rowing motad the prelude also evokes the ebb
and flow or up/down motion of waves. The rower’drerditerally “catches a wave,”
entering on the second degree of the key of (F),iasmmmediately propelled upward by
the momentum of the up/down motion in the pianoe Thimetic figure in the piano
prelude could also be said to depict the forwamkdivard rowing motion. The integration
of the boat, embodying the human subject, intowhter is advanced by the tonicization
of the submediant (C minor) oBchwimmt der Kahn/Glides the boadn Alte
Burgen/Old castlessuccessive ascending fourths (not idiosyncratren for Schubert!)
in the melody seem to delineate the more angulédimeuof castle wall§® At Ragen
Himmel an/Reach to the heavems see a tonicization of A flat major (submediahCo
Minor). The German sixth ofseister/Spiritsnow confirms E flat's new function as a
dominant® Und das Herz im Busen/And the heart in the breaistors the melody at
Tannenwalder rauscheme-enforcing the correspondence between the sfatature, if

you will, and the state of the human protagonisgart. But most revealing to us here, is
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the way Schubert employs harmonic third relatiopshito express the heart’s
transformation And the heart in our breast becomes wgras E flat major onGleich’

becomes a dominant 6/4 G flat chord on the pivotatonjunction “und.” The heart’s
transformation is complete with the full cadentiakture into C flat major. In summary,
this first section of “Auf der Donau” is a journey arch through which the human
observer is transformed by the direct experiencéisfher environment. The musical
manifestation of this process is the gradual mignatrom the tonic E flat major to the
flat submediant C flat major. Significantly, thedl key of F# minor is the enharmonic
equivalent of the flat mediant minor (G flat minaf) the original tonal center of E flat
major. This mediant is the location of man’s ultitméate of returning to the earth. The
historical interpretation of this unresolved endimgth its abandonment of the tonic,
albeit a prime example of a break from ABA formulcb also be interpreted as the

inevitable mortality of humans located in the matii@alm of nature.

Another more literary analysis of “Auf der Donauy ISusan Youens exemplifies a
tendency to understate the role of nature in det@ngn Schubert’s compositional
choices. Youens claims that, based on the poethésr’'s intentions, this song is all
“interior” or “metaphor” for the journey of humarxistence. This viewpoint, although
useful, does not fully acknowledge the extent ofureds role in the compositional
process® Here again, where others see “inner” experience must remember that
“outer” experience is a driving force behind sonfi€sochubert’s harmonic choices in this

setting. And as we discussed earlier, the animésfext of the music can sometimes shift
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the balance between inner and outer experience rdovilae outer, regardless of

Mayrhofer’s intention!

This gesture toward the flat submediant is als@entered in the previously discussed

transformation of the tonic i8chwanengesargy‘Liebesbotschaft.”

EX. 3-24 Franz SchubettiebesbotschaffD957), mm. 47-52
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A similar gesture occurs in “Der Neugieriggdbm Die schone Mdlleriras the wanderer
turns to the river for the answer to his questitebt sie mich?/Does she love mEte B
section modulates to the flat submediant befor@ioy a German sixth chord in the

tonicization back to the tonic.
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Ex. 3-25 Franz Schubeier NeugieriggD795), mm. 40-45
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These many examples of mediants and submediants mellear that, although there are
many ways of interpreting the use of mediants ihuBert’s Lieder, there is a consistent
and systematic use of mediants depicting the dergperience of or relational experience
with the natural world. It is therefore logical &xtrapolate from these examples (and
many more in Appendix 1) that Schubert's harmonimwiations, particularly the use of

mediants, were driven by a need to depict landseagethe human experience of the
surrounding natural world. To anthropomorphize reaas a metaphor for the human soul

is to risk failing to expose or uncover the vitakp-ecological underbelly of the Lieder.

Furthermore, the mediants are not only expressatagional experience or immanence,
but the transcendence of spatial distance throelghional experience with nature, or as
we saw expressed in “Abendbilder” or “Der Pilgrintfie polarity of immanence and

transcendence, and/or the dichotomy of alienatiod aelational experience. The
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experience of immanence and transcendence enctgssuke contradictory nature of
human existence: the polarity of an afterlife imyen on the one hand, or buried beneath

the earth on the other.

The gravedigger of Schubert’'s “Totengrébers Heiniwé€B825) will confront this
contradiction head-on; the polarity of his longifgg a transcendent afterlife and his
direct secular experience of mortality as a graygel is delineated through the use of
mediants. The prelude’s mimetic “digging” theme ab$ishes the dualistic

tonic/submediant relationship from the outset.

Ex. 3-26 Franz Schubeitptengréabers HeimwetD842), mm. 1-14
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As the gravedigger questions the meaning of malisg and striving on earth, the
vertical mobility of the tonic F minor is clearlgtablished by the quick and bumpy
mediant relationships in the first 8 measures: komD flat major-A flat major-C minor.
The gravedigger is alone in the world; he has stdpgligging--cross in hand, he stares
down into the grave saying (Ex. 3-27):

O homeland of peace

The blessed land,
To you the soul
Clips a magical strand

You wave to me from afar,
You eternal light

Ex. 3-27 Franz Schubeifptengrabers HeimwetiD842), mm. 40-59
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The minor dominant of C minor is the pivotal tohalivhereby the gravedigger has
ceased his digging, making the decision to takéheo grave himself (Ex. 3-27). The

transition to the earth, the embodied location ©f dheath, is expressed without any
tonicization, but with a stark unison and eerilyebdescent to A natural (Ex. 3-27). The
afterlife is in A major, the tonally distant, raisenajor submediant of C minor. But A
major is also the equally distant raised mediarjomat the tonic F minor. The key of A

major is equidistant from the two established kdyd, diatonically unrelated to them.
The mediants thus capture both immanent and tradsoé qualities of the gravedigger’s
journey to the afterworld—phenomenologically, hestfimust return to the earth, the
physical location of his already dead loved ones. ddn then rejoin his loved ones,
attaining the transcendent afterlife in the nowsfarmed tonic—F is now in the major

key, but now perceived as a lowered submediantma&jd major!

In strikingly similar fashion to Schubert’'s thentatind harmonic handling of vertical
delineation of landscape @esang der Geister Uber den Wasserrsonic “blurring” of
the lines between what is up or down, he createsdy Wotengrabers Heimweh a
mediant harmonic environment encompassing or egeolving the dualistic antagonism

between earthbound and “not of this world” visiafign afterlife.

Having examined numerous instances of harmoniawntktic treatment of nature in

Schubert Lieder, even simple, early strophic s@ug$ as “Die Mainacht” (1815) seem
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to express a deeper immersion in nature than ogetrakpect, already foreshadowing

the more complex sonic landscapes of later compasit

Ex. 3-28 Franz Schubeidje Mainacht(D194), mm. 1-13
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The simple opening IV over the tonic pedal is atleubnd efficient evocation of the
moonlight gazing through the bushes. The dominargtieufspreadsindeed spreads the
shimmering light of the moon on the surroundingsges. The F major aind die
Nachtigall/And the nightingalbas the effect of a lowered submediant of the darnti’

major.
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This submediant is the song of the nightingale, cwhseems to transcend, or even
superimpose itself on the landscape—an anomalousdry real occurrence in nature,

deeply impacting the state of the wanderer (asudsad earlier in this chapter).

The emphasis on what we called relational expegienith nature does not in any way
preclude frequent confrontations with more banefodlevolent forces in nature in the
Lieder. An exploration of Schubert’s final song ley®ie Wintereige (1826) will help

shed light on the composer’s handling of the depicbf the wanderer’'s more primal, or

primordial confrontation with winter, and his owrortality.

! John of the Mountains: The Unpublished Journaldadfn Muiredited by Linnie Marsh Wolfe, (Madison:
University of Wisconsin Press, 1938, republished29p. 439.

2 See Neil EvernderThe Natural Alien: Humankind and Environméforonto Buffalo London:

University of Toronto Press, 1985), pp. 29-34. Bden cites Romantic views of nature as being
exemplary for the deep ecological movement, asogistls search for an appropriate framework for the
articulation of a future vision of the co-existerafenan and the natural world.

3 See Donald WorsteNature’s Economy: A History of Ecological Ide@ambridge: Cambridge
University Press, 1994), pp.77-91.

* See Martin Buber.and Thou(New York: Charles Schribner’s Sons, 1958).

® See Neil Evernderthe Natural Alien: Humankind and Environméhoronto Buffalo London:

University of Toronto Press, 1985), p. 98.

® The use of Van Gogh's “The Sower” is a conscidap sutside of the timeline of this essay. Theneais
suggestion here of any direct correlation betwean ©ogh and Schubert. While providing a visual
comparison or metaphor for the inter-subjectividfigf experience articulated in phenomenology, this
painting can also help elucidate subtle texturakabteristics of Schubert’s Lieder.

" The discussion surrounding inner and outer expeeién Schubert’s Lieder is touched on in numerous
scholarly publications. This thesis argues thaeirexperience has been overemphasized in the
discourse.

See See Susan Youefxhubert's Poets and the Making of Lied@@ambridge: Cambridge University
Press, 1999). Susan YoueRetracing a Winter's Journgythaca, New York: Cornell University Press,
1991). See also Lawrence Kramer. “The Schubert: [Remmantic Form and Romantic Consciousness”
in ed. Walter FrischSchubert: Critical and Analytical Studi¢kincoln and London: University of
Nebraska Press, 1986). See also William Kindermi@ohubert's Tragic Perspective” in ed. Walter
Frisch,Schubert: Critical and Analytical Studi€kincoln and London: University of Nebraska Press,
1986).

8 EverndenThe Natural Alienp. 47.

° Buber.l and Thoupp. 65-72.

19 Further analyses of these songs in chapters 2 avilll explore in-depth Schubert’s musical vocaloyla

for the expression of the polarity of alienatiomaglational experience.

1 Edvard Munch’s “The Scream” is also a conscious$ @eliberate step outside the timeline of this pssa
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The painting provides a visual metaphor for therstion depicted in Schubert’s “Der Doppelganger.”
While this interpretation of the human subject lgdietweerthe civilized world and the natural world
does not line up with the artist’s original intemts, there is ample evidence to suggest that Heine’
poem and Schubert’s setting thereof constitutaex$badowing of Expressionist depictions of
Modernity and alienation. Munch’s well documenteedqgzcupation with alienation and Doppelgéngers
is evident in canvases such as “The Storm,” “Maghitli and “Melancolie,” the human subjects
frequently located between the world of man andnéueiral world.

12 Buber.l and Thoup. 70.

13 See Maurice Merleau-Ponty. Translated by ColintBphenomenology of Percepti¢bondon and
New York: Routledge Classics, 1962) pp.429-475hls chapter titled “Cognito,” Ponty famously
argued that the Cartesian cognito was built orfalee premise that human self-identity can exist
without the experience of the outside world.

14 See George Lakoff, Mark Johnséthilosophy in the FlesiThe Embodied Mind and its Challenge to
Western ThoughtNew York: Basic Books, 1999), pp. 552-555.

15 Lakoff, JohnsonPhilosophy in the Flestp. 565. Johnson'’s citation of David Abram’s wednstitutes
an important acknowledgment of deep ecology agitifeate discourse, for research into the cognitive
unconscious has confirmed many central tenetseofigihd of human ecology.

16 Mark JohnsonThe Meaning of the Body: Aesthetics of Human Unideding (Chicago: University of
Chicago Press, 2007) p.14.

" This new context can be attributed to the remothe poetry from its original “visual” mode of ing
perceived. See Evernderhe Natural Alienpp. 88-97Under the subheading titl&fkeing without
Staring,Evernden suggests that Romanticism as a wholeageansition away from the visual sense,
which had been the perceptual basis of scientljedivity and the “picturesque” depiction of natur
in art. This theory elevates music, and in partic@chubert's output, to a higher status in terhits o
influence on the depiction of nature in the ninatbeentury and the subsequent changes in peroeptio

18 See Wallter Frisch, e@chubert: Critical and Analytical Studigincoln and London: University of
Nebraska Press, 199¢). 52.

9 Heinrich SchenkeDer Tonwille1 (1921), p. 46.

20 See David AbranmBecoming Animal: An Earthly Cosmologlyew York: Pantheon Books, 2010), pp.
153-156.

21 See AbramBecoming Animalp.156.

For a more in-depth account of the transition fitbe medieval perception of the stars to post-
Copernican views of the Enlightenment see C.S.Lelis Discarded ImagéCambridge: Cambridge
University Press, 1964). The chapter titled “Thettmns” deals directly with the shift in perceptiain
the cosmos as an interior world to an exterior diorl

22 Recent publications have underlined the historeal current richness of the musicological disceors
mediant tonalities and harmony in general in Schibamely Susanna Clarknalyzing Schubert
(Cambridge: Cambridge University Press, 2011).&8ee David Damschrodedarmony in Schubert
(Oxford; Oxford University Press, 2010).

% See Richard Taruskin. “The Music Trance: Roma@tiaracterstiicke; Schubert's Career.The Oxford
History of Western Music: Music in the Nineteendnt@iry (Oxford New York: Oxford University
Press, 2010). See also Charles Hisiturning Cycles: Contexts for the InterpretatidrSchubert's
Impromptus and Piano SonatgBerkeley and Los Angeles, California: UniversifyGalifornia Press,
2001). The association between lowered or flat ssdants and interiority or “Innigkeit” has its rsot
in the Beethoven'’s late instrumental music, sucthasn Quartet no. 13 in B flat, Op. 130. Examples
of flat submediants in Schubert’s instrumental rausuch as in the late Sonata in B flat can be asen
a continuation of a precedent set by BeethovenRsgeard Taruskin. “The First Romantics” Tine
Oxford History of Western Mus({©xford New York: Oxford University Press, 2010}, [584-686.

% See Frank Dogget. “Romanticism’s Singing Bird” @as in English Literature, 1500-1900, Vol. 14,
Nineteenth Century (Automne, 1974), pp. 550-561.

% See Graham Johnsohbendbilder Liner Notes, Schubert: The Schubert HyperionigdijtVol. 29,
Schubert in 1819-1820.
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%6 See Richard L.Cohn. “As Wonderful as Star Clusterstruments for Gazing at Tonality in Schubert”
Nineteenth-Century Music, Vol.22, No.3 (Spring, 28%. 217.

?" Richard Cohn has written extensively on the wdrkanposer and theorist Hugo Riemann (1849-1919)
and so-called Neo-Riemaniann interpretations oeht’s harmonic vocabulary. See Richard Cohn. “
As Wonderful as Star Clusters” pp. 213-232. Reirmeystem of tonal displacement was originally
developed to explain the chromaticism of later Rotitaand Modern works. For an account of early
applications and the subsequent uses, interpretatamd developments, see also Richard Cohn.
“Introduction to Neo-Riemannian Theory: A SurveydanHistorical Perspectivelournal of Music
Theory Vol.42, No. 2, Neo-Riemannian Theory (Autumn, 89%9p.167-180. For the application of
Cohn’s systems to the “tonal indeterminacy” of I[R@mantic works of Wagner and Strauss, see
Richard Cohn. “Maximally Smooth Cycles, Hexatonist®ms, and the Analysis of the Late-Romantic
Triadic ProgressionsMusic AnalysisVol. 15, No. 1, (Mar., 1996), pp. 9-40.
For a contextual account of Cohn’s work within Whider discourse of Schubert analysis, see Susannah
Clark. Analyzing SchubeCambridge: Cambridge University Press, 2011)2p5.

28 Cohn quotes this 1821 Allgemeine musikalischelfgjtreview from Heinrich Kreissle von Hellbronn,
The Life of Franz Schubeittans. Arthur Duke Coleridge (London, 1896), p02

29 Cohn is citing from Tovey’s famous article “Tortgf later published as “Tonality in Schubert.” See
Donald Francis Tovey. “Tonality in Schubert,”Tine Main Stream of Music and Other Ess@ysw
York, 1949).

30 Richard Cohn. “As Wonderful as Star Clusters,2p3.

31 See Susanna Clarknalyzing Schube(Cambridge: Cambridge University Press, 2011).

32 See Susan YouerSchubert’s Poets and the Making of Lie@ambridge: Cambridge University Press,

1999). p. 190.

33 See Susan YouerSchubert’s Poets and the Making of Lieder190.

34 See Susannah Clarknalyzing Schuberp. 63.

% Susan Youenschubert's Poets and the Making of Lied@r190.
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Chapter four: Winterreise: Alienation and Nature

“Was will ich unter den Schlafern saumen?/ Why sthduaste my time among sleepers?”

Themes such as relational experience, self-iderdltgnation and immanence, and their
relationship to the wanderer in Schubert’'s musiebéeWinterreise(D911) to be viewed
with a new perspective. This chapter suggests &alacing of the prevalent
musicological emphasis on this work as an “inngriirney. This “integrated” ecological
approach, calling on the discourses of deep ecplogymely the phenomenology of
perception, embodied meaning, and aural indigemoirsism, will flesh out the role of
the outside world in this late song cycle (1827heTpivotal role of nature in this
masterwork will be elucidated. As Ken Wilbur andeBrich Schiller would remind us,
only an ‘“integrated” approach in which these artrksoare examined from the
perspective of “what we know now” and of “what weekv then” can a true forward-

looking vision emerge.

“Outer” Experience

The lone wanderer dNinterreiseis leaving a place of loss, a place where he ejested
by love and societyThis is the world of literate man, the world oban existence, where
the objectification of humans and subjects in reatalike has led to the wanderer’s
rejection and subsequent alienation. The cycleeptesthe gradual integration of the
human subject into nature and over the first fimegs a concretghysicalrapprochement

takes place. “Gute Nacht” deals with human interéstt there is a first tactile contact
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with the wood door where the wanderer cargesd night In the second song “Die
Wetterfahne,” the wanderer confronts a man-madenmaavhich mocks him. The third,
“Gefrorne Tranen,” marks the initial imprint int@ture in the form of tears that want to
melt all the snows of wintef.Erstarrung” reveals the wanderer on the groundngiting

to dig through the snow and ice to touch the sams@arth searching for a connection.
Finally “Der Lindenbaum,” fully establishes an inwibjective reciprocity through the

speech of the linden tree and the wanderer’s desive buried under the tree.

In “Gute Nacht,” the wanderer leaves on foot, ldg gmbodied in the pulse of the music:

EX. 4-1 Franz SchubeiGute Nach{D911), mm. 1-6
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More importantly, he is leaving the objectifying awimensionality of sheltered
existence; he will no longer be observing the laage from the picturesque framing of
the windows of dwelling structureblot until an individual steps outside does one rente
into a truly inter-subjective relationship with $etts in the natural world—when
observed through a window or any other mediatingeaib subjects in nature remain

unaltered, even if the observer shifts positionthiwithe enclosed spacéhe wanderer
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leavesthe secure walled-in separation to encounter tieetdimensionality of living
subjects in the natural world. The perceived wasldow reactive and in a constant state
of flux in relation to the wanderer. The playinglfi between subjects is thus re-balanced,
the embodied experience of this reality locating wanderer on an equal footing with
other animate and inanimate entities in the fiefderperience—all are equally and
simultaneously invigorated by and vulnerable to fiivees of nature. This confrontation
and interaction with benevolent and malevolentdsrin nature constitute an unfolding, if
you will, of a primal human mode of existence, aar@kg the memory of an innate

wildness and inevitable mortality of human existnc

Distinguished Schubert schol@usan Youenslaims that Wilhelm Mdaller, in writindpie
Winterreise,‘obeyed Novalis’s injunction to follow thé/eg nach Innerthe path inward
or an interior quest for self knowledgeThus an implicit bias in favor of the insular
human aspect is fully exposed, but the author faillecognize the pivotal role of nature
in this work. Winterreisés wanderer has in fact made the ultimate commitnterthe
earth; he envisions a burial place under the lindea. Alternatively, his trajectory will
see him reach a metaphorical death (unlike thel™m@ath in the cycleDie schone

Mdillerin) among men in the final song “Der Leiernianhis is a bitter irony.

The wanderer’s entry into the untamed, dark, calt] potentially deadly landscape of
winter makesWinterreiseone of Schubert’s most introspective and inaccessilorks,

confounding even the most discerning listenersla$sical music. But there is another
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aspect to this work that sets it apart from themethe fact that the journey is not linear;
there is no clear destination—many times over thenderer states that he is not
concerned with where, when and how, but with jinerney itself. He has removed

himself from the pre-set linear trajectory of néwa, opting instead for a “let's see where
this leads me” approach. In other words, he istraselling “through” the landscape, but
“learning” his route, step by step, from the mediafithe animistic landscape. This is a

choice, not a tragedy that has befallen him.

The Wanderer

“The wandering man becomes a primitive man in soynweays”
Hermann Hesse, Wandering: Notes and Sketches

The much discussed lack of biographical informatonthe wanderer idVinterreisehas
led some scholars to consider him as a musfciris route of inquiry, the idea that he is
an artist, is safe and familiar territory for a atiarse limited to Western ideas on
perception and experience. But there are othes @o@ting to certain abilities and traits
worth mentioning: The wanderer is an artist, a Dgi@am man with an innate sensibility
and a predisposition to experience the full humaot®nal spectrufi.He is thus, in a
sense, more prone to introspection and overwhelfe@igngs in his dealings with fellow-
humans. He would therefore be more likely to idgritimself as an outsider, a person
who must distance himself to absorb the toll ofdeslings with humans. It follows that
he would be well disposed to discern the senti@hcibjects in the natural world, being

more attuned to subtle shadings of human expresdleedless to say, the aural and
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listening skills of a musician/artist would or cdutarry over into the perception of the

natural world.

The wanderer seems to skirt the edge of townswviizeition, albeit in a limited capacity,
as the listener is intermittently informed of hisoximity to houses, dogs barking and
other signs of human settlement. In an ecologieatks, this physical positioning of the
wanderer can be likened to the indigenous shameanwibrld over. For just as the
wanderer almost always finds himse#dtweerthe world of man and the natural world, so
the shaman almost universally dwells on the eddespt outside their community.
Wanderer and shaman both interact regularly withjezis in the natural worldThe
wanderer is not a shaman, but there is many arldssearn about the symbolic power of
the wanderer if we compare their respective ratatigps with nature. David Abram,

speaking of his interactions with shaman in diffiér@digenous communities notes that:

most of the medicine persons whom | met were pedcisuch individuals,
whose sensitive nature empowered them to tendetolindary between the
human collective and the local earth. By commumcgat(through their
propitiations and their chants, through their danaed ecstatic trances) with
plants, with other animals, and with the visibled anvisible elements, the
medicine persons’ craft ensured that the boundetwden the human and
more-than-human worlds stayed, itself, permeable.

In his relationship with the natural world, the wlaner embodies just such a role in
Western culture, breaking the artificial wall ofpseation between humans and the outer

world. It seems unlikely that an individual fromtrébal community would perceive the

wanderer's behavior as delusional, crazed and abkelh The wanderer is, after all,
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singing, taking cues from his surroundings and apglthem to his life. The wanderer’s
proclivity for empathic projection onto more-thanrhan subjects presents us with a
model for embodied spirituality, a mode of expetenn which the immanence of the
godly is accessed through an animate landscape, Heo apparently disparate cultural
modes of existence intersect, the deep-Romanti¢dtendhdigenous, each sharing similar

experiences with the animate world.

Seen phenomenologically, the wanderer's experi@fcan animate outside world is
based in immediate experience. In Abram's wordtg)like the mathematically-based
sciences, phenomenology would seek, not to expit@world, but to describe as closely
as possible the way the world makes itself eviderdur awareness, the way things first
arise in our direct sensorial experieneThe reality of a sensory field always in flux,
evolving and reacting to its subjects, frees thegieer from an empirical view of reality.
Abram :

Husserl's notion of intersubjectivity suggesteémarkable new interpretation

of the so-called “objective world.” For the conviental contrast between

“subjective” and “objective” realities could now beframed as a contrast in

the subjective field of experience itself—as tHedentrast between
subjective and intersubjective phenoména

Schubert's longing, nostalgic wanderer, althougmeland isolated from other human
subjects, may not be the “subjective” man who fhs frequent stereotype, but an
intersubjective participant in a field of experierin which he acknowledges the presence

and animate qualities in “other” non-human sulgject
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The fourth song “Erstarrungharks the first true physical encounter with thetesSusan

Youens’ analysis focuses on the wanderer’s froeetirfigs and his concern that, if they
unfreeze, his memory of her will be lost fore¥dais is certainly an interesting aspect of
the human drama unfoldingput there are more@nmediate and vital events unfolding
here, such as the wanderer’s tactile contact wghetarth. From an ecological standpoint,
could any event be more significant than this enteruwith the all-encompassing earth?

Schubert’s musical material here depicts the engabdction of moving and digging:

EX. 4-2 Franz Schubeffrstarrung(D911), mm. 1-7
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The figure in the left hand evokes the diggingacthrough the triplets. The descending-
third jumps occurring every two measures (tonidgnsediant and sub-dominant) seem to
imply a random search, without a plan, in whichwenderer shifts locations. This shows

Schubert’s musical commitment to the depicting al-tme embodiment of the
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wanderer’s physical imprint. The wanderer wantkiss the earth and melt the snow with

his hot tears:

Ex. 4-3 Franz SchubelfErstarrung(D911), mm. 24-27
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This sensual and erotic contact with gravity areléarth marks a significant event in the
wanderer’s trajectory through the landscape. Toigact with the “Eros” of the earth, as
Abram has articulated, is reflected in the lingaishetaphor of “falling in love,” a long-
lost vestige of an earlier visceral connection withl of gravity? Moreover, the earth is
also the concrete location of past events and sishjalive and long dead, in the
landscape. The wanderer seeks the blooms and gyeesses of summer in the

submediant.

EX. 4-4 Franz SchubeifErstarrung(D911), mm. 44-51
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Interestingly, the key change from “Erstarrung” “@er Lindenbaum” travels from C
minor to theraisedmediant of E majofThe claim that this "modulation” evokes the sense
of an “idyllic memory” is misleadind’ If the wanderer is delusional and hallucinating,
then his apprehension of the tree whispering to lsinevidence of his isolation and
separation. fie wanderer states clearlydreamed in its shadow many a sweet dreath
| was drawn here in good times and bathese are concrete memories of a real life
triggered by the re-visitation of the tree in theter night. The sense of place expressed
here is reminiscent of indigenous belief in the powf place, where past events are
imprinted into the place, forming a memory of plaCGating the work of anthropologist
Keith Basso as an example, Abram points to the pgolWwsense of place in North-
American Apache culture. Basso's research pointgntmism in languagegnd to the
strong sense of place in the stories of this ouftlre.™* Of particular relevance here, is
how this sense of place is based on the premisa#are is an equal and 'living' subject,
with the power to influence the fate of the humabject. Abram writes:

To members of a non-writing culture, places areen@assive settings.

Remember that in oral cultures the human ears yeslleave not yet shifted

their synaesthetic participation from the animateaindings to the written

word. Particular mountains, canyons, streams, leotdttewn fields, or grove

of trees have not yet lost the expressive potendydgnamism with which

they spontaneously present themselves to sengestidular place in the land

is never, for an oral culture, just a passive ertigetting for the human events

that occur there. It is an active participant iosh occurrences. Indeed, by

virtue of its underlying and enveloping presenbe,glace may even be felt to
be the source, the primary power that expresse$ tksough the various

events that unfold theré

Wisdom in this culture is measured by one's knogdednd memory of places. Stories

based on real events are passed on from genetatigeneration. The ones considered
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wise are those who remember places and their starid are then able to draw wisdom
from the message imparted from these stories. ddgsired wisdom is a means to avoid
danger, enemies and natural calamities. Moreovas, with the naming of place that

events are recorded and recalled; hence the retofieof an event is only remembered in
association with a particular place or object withi place, rendering the perception of

time of an event inseparable from the space armpldere it occurred.

If the tree inWinterreiseresides in a real location in the wanderer’'s ppstsent and
future, then the prelude cannot merely‘ae instrumental script for a sequence of events
within the mind;*3 The sonic animation of the tree is an acknowledayerof the power
of tree and of place to awaken past events angdeirigisions of the future. The musical
depiction of the double-time scale in “Lindenbaurepresents a manifestation of the
phenomenological perception of pldéeAnd the potential to experience a multiple time
scale is born out of the embodied experience ofldhdscape, a pre-conscious physical
informing of the senses feeding a loaded presentex@erience of the infinite in the
landscape. Mark Johnson’s attempt to define anr-oubeld-based embodied experience
identifies a similar view of the pre-conscious exgece of time: “prior to even our
experience obefores nowsand afters, which turn out to be products of reflection, we
encounter the qualitative flow of events that makgs the contours of our lived

experience’ And then: “...the non-conscious aspects of a pessability to

meaningfully engage their past, present and figakgronments.”
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This is the point in the cycle where the wandeeges & first notion of wanting to die. This
individual is in many ways ready to go, but thetcanevent here is the fact that the tree
initiates contact, suggesting an actual locatiornerthe wanderer can find peace. With
Schubert’s multi-seasonal mimetic treatment, tee &ind thelacewhere the tree stands

are clearly the more involved musical subjects

Because the poem states zog in Freud und Leide/ | was drawn in joy amihpthe
wanderer’'s remembrance of the summer tree canndadstled “idyllic” or “utopian.”
Rather than seeing the experience of the tree dssaape from reality,” could one not
see these occurrences as real? There is also thie vesue of the tree addressing the
wanderer:
Und seine Zweige rauschten,
Als riefen Sie mir zu:
Komm’ her zu mir Geselle,
Hier findst du deine Ruh.
And its branches rustled,
As if they were calling me:
Come to me young man,
Here you will find rest.
The tree has been given too litibeedit. The attribute of speech places the tre@ron
equal footing with the wanderer, forming a trulyteinsubjective alternative to the
objectivity/subjectivity paradigm of traditionalsdiourse. Interpreting the tree’s speech as
a mere projection of the wanderer’'s mind or “innkriging is a valid approach within

the limitations of the socio-cultural historicabfnework of 19-century Europe. But if

one considers the attribution of speech to theitrgewider non-Western human context,
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an animate tree is nothing out of the ordinarys tinly when oral cultures are introduced

to the alphabet that the notion of language betangolely to humans arises.

It is also interesting to note that “Der Lindenbdulas been historically upheld as a
prime example of a “folk song” within an “art sott§,a Volkslied within a “Kunstlied,”

a “natural” song within an “artistic” song, the maeason being the presence of a simple
folk-like melody within more involved and compleximretic and harmonic variations in
the accompaniment of the four verses--the stropheeting the through-composed,
Volkstimlichkeit meeting the artistic. Here, Schdbstraddles the line between the
“picturesque” depiction of nature and his more erat, mature deep-ecological
experience of nature. Most interestingly, the thiefse is expressed in the lowered
submediant (C major), as the wanderer awakes fl@mrdverie (E major) in which the
tree was speaking to him—here again, as in oumudsson of Lieder such as “Hirt Auf
dem Felsen,” “Liebesbotschaft,” “Musensohn” and éD&terne” in Chapter lll, the
relationship between tonic and lowered submediaptesses a transcendence of space

and time through the direct experience of nature.

The tree offers a very attractive alternative te Wanderer’s ultimate fate as a hurdy-
gurdy player; he can be buried in the very placerehhe tragic and blissful times in his
life took place--a universal desir@he alienation topic, discussed previously, remains
interpretative although one might consider the veseds burial under the tree of his own

experience to be a more attractive alternativadaiimate destiny among humans. Thus
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the true tragedy of this cycle emerges; the wamdsrenly truly alienated as the hurdy-
gurdy player in “Der Leierman,” for he has returnedthe world of men, albeit in a
limited and isolated capacity, leaving the natwatld of his dreams behind. Without the
prism of nature, the wanderer cannot attain hikifldntity. He becomes a shadow of
himself, less than whole—an “individual” in the wder of Martin Buber, indeed a

“Doppelgéanger,” but not a person.

The sixth song “Wasserflutls a musical representation of the process by wikhieh
wanderer seeks to experience the maiden's homagthtbe medium of water—the river.
As in Schwanengesaigy“Liebesbotschaft,” the river serves as the megsefacilitating
connectivity between subjects. The function of theer is clearly dialogical for the
wanderer—the natural world allows him to be “interoective” and attuned to an ever-
changing animate environment. The wanderer’s joursi¢herefore subject to the flux of
his surroundings. There is no destination—not didgause of the wanderer's sadness,
but because of the inherently dialogical charaeotédris relationship with the brook. The

brook is also part of the water cycle, which i€glar in nature.

As well as express a hot/cold duality, the prelofiéWasserflut” (Ex. 4-5) seemingly

attempts to accurately depict the hot tear hittirgsnow and transforming its texture and
consistency; through the use of the irregular,geeed relationship between the right and
left hands in the piano and the dominant inversianthe second beat of the first bar

resolving in a strangely dissonant manner on tist &ghth note of the bar, the
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unpredictability of this “micro” event seems to egein detail—could this be the faint
crackling or melting sound of a single tear-dropooitne ice? The wanderer would have
to be very close indeed to hear such an eventsg@aks to the notion that the wanderer’s
observation of this event is at close quarterg gery intimate sensory level. The thin
transparent texture of this song reflects a sowamsen which the smallest sonic event

can be heard, the trees are bare and the snow-omxaedes a sound damper:

EX. 4-5 Franz Schubeiyasserflu{D911), mm. 1-8
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The melody weaves an unpredictable pattern of pesgrevoking the random but steady

progress of water, first staggering and then okertgan unseen barrier:

Ex. 4-6 Franz SchubeMyasserflu{D911), mm. 19-26
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Although the wanderer's state could be seen asldsspehere is in this vision of the
future a sense that his tears become part of tids¢ape, impacting future events that
transcend the wanderer's lifespan. His tears beeofoetprint or stamp of his presence in

the landscape.

Fantasy and Reality

To frame the issue of inner/outer experience am$ydelusion versus cold-hard reality
is also misleading’ for this analysis has detached itself from the ipaigeality of the
work. In the song “Irrlicht,” for example, the sebjive experience of the will-o’-the-

wisp is expressed musically as a “real” phenomersortjearly audible animation of
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human perception. The wanderer enters a mountdiy gd sees a ghostly light—can
this be the reflection of water located in the depof the gully? The wanderer makes
active decisions based on this very real experiefcntry into the depths of the gully
and the hypnotic play of the light. Implicit in thext is that the gully or fissure the
wanderer enters will eventually lead to a streahe [frlicht or will-o’-the-wisp, while
clearly a phenomenon inhabiting mythical tales, mmase real-world manifestations as a
buildup of gas over swampy water—most recordedtisigh occur over water at night.
Prior to this scientific explanation of tHelicht, wanderers feared these inexplicable
lights, believing them to be evil spirits potenifdeading travellers astray. The wanderer
in Schubert’s setting, however, clearly does natr fihis mysterious light, consciously
opting to follow it; in fact the wanderer, havingapted the previously mentioned non-

linear trajectory, finds thirlicht’s behavior familiar and entrancing:

Wie ich einen Ausgang finde,
Liegt nicht schwer mir in den Sinn.

How | will find an exit,
Does not concern me.

And then:
Bin gewohnt das irre gehen,
‘s fuhrt ja jeder Weg zum Ziel

| am accustomed to being lost,
All roads lead to the destination

The prelude of the ninth song “Irrlicht” featuregpaenomenological realization of the

above-mentioned subjects as perceived by the wandée descending figure into the
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cave is counterbalanced by the ascending motifiefight, forming a motivic dichotomy

impacting the wanderer’s sensory perception:

Ex. 4-7 Franz Schubeifitrlicht (911), mm. 1-4
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The musical depiction of causality between the weaeds state and these two subjects
(the rocks and the light) is manifested in the addpwo-directionality of the wanderer’'s
melodic line atWie ich einen Ausgang finde, liegt nicht schwer imidem Sinn./How |

will find an exit does not weigh on me (I am nata@@ned with):
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Ex. 4-8 Franz Schubeitylicht (D911), mm. 6-14
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The subjects then unite in this multi-directionakf the up/down of the outer world

[
.

leading the wanderer, in almost hypnotic fashiorthe A-sharp and the B-natural in the

next bar:

Ex. 4-9 Franz Schubeitylicht (D911), mm. 9-10
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This first sounding of the submediant (G major) doently dissolves into the sub-
dominant role of the mediant key of D major. Bue taubmediant key of G major
prepares the listener for the eventual dominanttfan of the G in the tonicization of the
lowered-supertonic, C major deéder Strom/every strea(ix. 4-10) But first there will
be several intimations of the C major supertonitoteeits full manifestation. As the
pendulum movements of light, joy and pain are g sides of the same coin for the
wanderer. He moves forward (down) calmly (ruhigpithe earth, in a partial dissolution
of the polarity of emotional experience, sayldgrch des Berges trockne Rinnen wind’

ich ruhig mich hinab/Through the mountain’s drylgulmake my way



Ex. 4-10 Franz Schubettrlicht (D911), mm. 20-43
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Musically, the partial dissolution is expressedotilgh the sounding of the C natural
above the arpeggiated B major triad. These foursores represent an attempt to dissolve
or distill the joy and pain through the destabtiza of B minor. Resistance to this
process is clearly expressed by the B natural pedahe bass. The B is finally
transformed into the parallel majortahab/down.The wanderer and the listener are only
now ready to embrace the spiritual recognition theter Strom wird’s Meer gewinnen/
every stream leads to the séée full tonicization of the flat super-tonic of @ajor
constitutes a successful process—here also, then& mand C major are but two sides of
the same coin; B minor houses the polarity of hureamotional experience (joy and
pain), while the C major expresses the relativatainthis dichotomy through its
absorption into a cyclical process in nature. Theeptial for solace through nature is
quickly dissolved through the Neapolitan inversimnC major leading in to the final
cadential gesture in the voice. The wanderer poityaeaches back to the high G in an
attempt to recapture the C major, but ultimatelgcsunbs to the continued journey ahead.
The repetition sees the wanderer again visit theataral on the wordduch; only this
time the dissonance functions as a clear messagie¢hth end (dissolution) promised by
nature will not ultimately be his. Echoing the pomsly mentionedrreud und Leiden/joy
and sufferingin “Lindenbaum,”the random multi-directional flux of thirlicht is an
embodied representation of the polarityFoéud und Leiden/joy and sufferimghich are
delivered to the equal grounding of the tonicizatod the mediant D-major. Through the

treatment of the up/down motives, the listener ehiam the experience of place and the
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subsequent relativity of the wanderer's emotiortaktes C major here represents the

solace in the cyclical process of death and renpvaathised by a natural process.

In Chapter | of Melville’s noveMoby Dick Ishmael captures the mature sublimity of the
deep Romantic allure of water, asking himself whgwals always seem drawn to the
shore: “But these are all landsmen; of week day# pe in lath and plaster—tied to
counters, nailed to benches, clinched to desks. Hen is this? Are the green fields
gone? What do they then?” Then later: “...nothing wilntent them but the extremest
limit of the land.” This again is that frequentlisited frontier between civilized land and
natural world, the periphery of human consciousn#ss “ground zero” of inner and
outer experience. And Ishmael again, “...they mustagenigh the water as they possibly
can without falling in. Say, you are in the countiy some high land of lakes. Take
almost any path you please, and ten to one it takesdown in a dale, and leaves you
there by a pool in the stream. There is magic.ihet the most absent-minded of men be
plunged in his deepest reveries—stand that maniotegs, set his feet-a-going, and he
will infallibly lead you to water, if it be theranithat region.” Ishmael answers this age-old
guestion himself: “But that same image, we oursebee in all rivers and oceans. It is the
image of the ungraspable phantom of life; andithte key to it all.*® Ishmael wishes to
experience the exhilaration of sea travel as welfage the dire forces of (the whale)
head-on. He moves to the “other side,” crossing ihie realm of the wild and, yes,
placing himself in harm’s way, also claiming theveeds of the full experience of the

sublime.
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Alan Watts, having grappled at length with the ootof the self and the place of the
individual in the grander scheme of existencecaldited the necessity of an embodied
theory of the self: “...the fullest collaboration tvithe world as a harmonious system of
contained conflicts—based on the realization thatdanly real “I” is the whole endless

process. This realization is already in us in these that our bodies know it, our bones
and nerves and sense-organs. We do not know itionllye sense that the thin ray of
conscious attention has been taught to ignored,taught so thoroughly that we are very

genuine fakes indeed®

As in his encounter with the tree in “Lindenbaurthe wanderer, having given up any
striving to return to a ‘normal life’ among mencognizes the subjective existence of the
Irrlicht, as he faces the unfathomable and connects wihvibceral and primal
awareness of mortality. Just as in “Wasserflut” iar the previously mentioned
“Liebesbotschaft” in Chapter |liSchubert depicts the fulfillment of a process itura
(water in these cases) with a sweeping cadenti@sghencompassing the entire range of
the song. As such, the melodic phrase, while refigcthe fulfillment of process in
nature, seems to absorb and envelop previous daarad musical events in the song,

thereby affirming the resolution of the wanderelesires or longings:
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Ex. 4-11 Franz Schubeityasserflu{D911), mm. 27-28

und der weiche Schnee zer - rinnt.
da_ ist mei.ner Lieb.sten Haus.

The Wanderer’'s Dream

The prelude and the A section of “Frihlingstrau®iam of Spring(Ex. 4-13) seem to
confirm the widely held interpretation that thissdm is “nothing but” a dream, a utopian
and idyllic vision, a piece of wishful thinking adsit a very dark and hopeless reality.

And the prelude is indeed more reminiscent of atipesque” or “quaint” musical
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depiction of nature. But again we must be mindfutrivializing the power of cyclical
processes in the natural world and their effedheman consciousness. One need look no
further than today’s common notion that a discussibout the weather is merely “small
talk,” a way of avoiding more “real” or “deep” tay@ of conversation. But we know that
for people living in rural areas, their lives mommediately affected by cyclical
processes, to discuss the weather, crops, ete.,neaningful, even vital exchange of

information.

Schubert’s treatment of this poem “Frihlingstraumarrants a further exploration of the

dichotomy of waking and dreaming. Notably, thisaineis imbedded in the submediant
tonality of the previous song, a choice hardly calental, given the above-mentioned

use of the submediant. In light of the previousigcdssed expression of immanence in
the mediant, this dream can take on more meanirgg@sgotal event in the denouement
of the cycle. It is now common knowledge that, instindigenous cultures, the dream
state is considered to be a higher level of comstiess in which the relational aspects of
existence emerge uninhibited by the conscious miffite messages of dreams are
weighed as meaningful instructions from subjectgsature or from supernatural sources

and then applied to waking life.

Schubert’s setting appears to suggest just sypechaess. The wanderer attempts to affect

or influence the present through a dream from ‘fa@dttime. The prelude and opening
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‘picturesque” style, expreas consonant and harmonious

Ich traumte von bunten Blumen,

So wie Sie wohl blihen im Mai.

Ich traumte von griinen Wiesen,
Von lustigem Vogelgeschrei.

| dreamed of colorful flowers,
As they bloom in May.
| dreamed of green fields,
Of birds singing.

EX. 4-13 Franz Schubefrilingstraum(D911), mm. 1-13
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The wanderer recalls this beautiful dream in A magovision of harmony and integration

with his surroundings; this relational existencecamsistent with the indigenous notion
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that in dreams there is no separation between cubjed object—human and other
animate entities exist as parts of a whole. Tharder in this case, as in many cultures, is
more awake to reality in this dream state than aking hours. Derrick Jensen notes how
individuals in many native cultures manage to ifatib a sleep or a reverie at any time or
in any placé® These individuals remain cognizant of what is goim around them as
they dream; this virtuosic maneuvering between figiols of consciousness ensures that
the relational connection with nature, a culturaligilued state cultivated in dreams,

informs the waking present.

When the wanderer first awakens from the dreamhatrooster's crow, the harmonic
disintegration of the tonic is signaled by the\atiof minor dominant E minor; this
transition will not settle until the parallel mindonic of A minor is confirmed aEs
schrien die Raben vom Dach/The crows screamed tinemoof. The obliteration of the
tonic and the dream does not stop in the parallelom as the texture is further

impoverished by stripping away all harmonic laygrileaving only unison A’s:
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The C section in both strophes constitutes a mudmgaiction of the wanderer’s attempt
to reconcile the dream with waking reality; an laipéed return to A major begins with an
octave unison, building out into sparse but indrepg complete triads. The wanderer
sees ice flowers on the windowpane. The 2/4 moyesnd forward carefully—one
senses here that the wanderer hopes to conjurbeupaime relation as in the dream--
through the flowers in the first strophe, and lysaig his eyes in the second:

Doch an der Fensterscheibe,

Wer mahlte die Blatter da?

Ihr lacht wohl Gber den Traumer,
Der Blumen im Winter sah.
But on the windowpane,
Who painted the flowers there?

You laugh at the dreamer,

Who saw flowers in winter?
At this moment in the cycle, perhaps more thanahgr, the dreaming wanderer is more
isolated and alone in relation to humans; he iguldd for dreaming of a beautiful and
relational dream in nature, a world in which he t@ncomplete and loved—his idea of
reality is in conflict with the “normal” objectiwt of waking life. Is he crazy? In the
absence of true subjects in nature, he latchesoahe frost flowers within a human
dwelling. The repetition of the first two lines tife C section fails to resolve, moving
instead to the first inversion of the tonic--hiduee to reconcile dreaming and waking is

evoked by the brutal reappearance of the minordsubinant. The minor sub-dominant

now pervades and shatters both the dream and thgenex’s waking reality.
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The second strophe sees him return to the “pidueg'sdream and, true to the previously
discussed model for the imprinting of nature, ttaderer can now transfer and relate his
sensations to human subjects:

Ich tr&umte von Lieb’ un Liebe,
Von einer Schoner Maid.

| dreamt of love,
And of a beautiful maiden.

His ability here to return to the dream suggests ltle has, at least in part, some control
and intention to return to the alternative readityhe dream. In the second awakening (B
section), his heart awakens (confirming the modalrg, triggering an emotional
response atlun sitz ich hier alleine/Now | sit alonk the second C section, the
wanderer again tries to integrate waking realitg e relational quality of the dream by
closing his eyes:

Die Augen schliess ich wieder,

Noch schlagt das Herz so warm.

Wann bliht ihr Blumen am Fenster?
Wann halt ich mein Liebchen im Arm?
| close my eyes again,
Still my heart beats so warmly.

When will you flowers at the window bloom?
When will I hold my love in my arms?

The fact that this verse takes place in the prasase suggests that the wanderer is trying
to reconcile the past and present and then scuipiuee worth living—a multiple time-

scale reminiscent of “Lindenbaum.”
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The true power of this mature Schubertian strogkiting is evident here, as the listener
knows that the dissolution of the tonic will congam; this time, the wanderer’s wishes
for the future seem pathetically hopeless. Thellghrmnic dissolves again into unison

octaves, smothering all hope, leaving this indiaidwuly disconnected from nature and

thus from his fellow humans--a true realizationled self seemingly impossible.

Between Worlds

The formulation of the wanderer’s positioning “beem” the world of men and the
natural world has elucidated the double tragedyi®flienation from both these fields of
experience. The wanderer’'s position, | have argigapot an inner journey only, but a
deliberate engagement with the natural “outer” @ioflhis is a reality he has chosen over
the world of men, an existence placing him at tienwof the benevolent and malevolent
forces of nature. He was rejected by his fellow angs) and has become an individual
who will not ever “belong” again. In a sense, thenderer has become the enemy of the
sedentary life of the civilized world around himetrhan Hesse’s fleshed-out wayfaring
character Goldmund from the novelNarcissus und Goldmundseflects a similar
worldview toWinterreisés lonely wayfarer, a worldview in conflict with setal norms:
In the earliest stages of his new journeyings, ha first rapture of freedom
regained, Goldmund had first to relearn the honseleseless life of a wayfarer.
Obedient to no man, dependent only on weather @asbs, with no goal, no roof
overhead, possessing nothing and open to all marirarance, the homeless lead
lives that are childlike and courageous, meagertandcious. They are the sons
of Adam, of the outcast from Paradise, and thehlerst of the animals, the

innocents. From the hand of Heaven they accept, phour, whatever is given
to them: sun, rain, fog, snow, warmth and cold, footrand suffering. For them
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there is no time, no history, no striving, nor tlsitange idol of growth and
progress in which house owners so desperatelyveelfe wayfarer can be tender
or rough, skillful or clumsy, courageous or timimit always at heart he is a child,
always living earths first day, before the begimgnof all history, his life always
governed by a few simple urges and needs. He carleler or stupid. He can
have a deep-seated knowledge of the fragility ampermanence of life, of how
pitifully and tremulously all living things carrheir scrap of warm blood through
the icy spaces of the universe, or he can be liktild and greedily follow the
dictates of his stomach: but always he is the oppband mortal enemy of the
sedentary property-owner, who hates, despiseseard him because he does not
want to be reminded of that—of the ephemeral natirall existence, of the
continuous withering of all life, of inexorable,yideath that fills the universe
around ug!

Whether it is the outward-turned wanderer in “DterSe” gazing at the night firmament,

or Winterreisés protagonist facing a winter storm head-on, ttaeerer's experience of

nature represents a direct challenge to the inwareed reality of his fellow humans.

In the twelth song oWinterreisg “Im Dorfe,” the wanderer makes it clear that resh

renounced his past life among men for good. Hdg&eo/ing a town or settlement from a

distance as we hear the mimetic motif of dogs Iarkind chains rattling (Ex. 4-15). He

mocks the smugness of the sleeping citizens ofave with a lullaby-like melody in D

major (Ex. 4-15, 4-16).

Es bellen die Hunde,
Es rasseln die Ketten;
Es schlafen die Menschen

In ihren Betten.

The dogs bark,
The chains clatter;
People are sleeping,

In their beds.

Traumen sich manches,
Was Sie nicht haben,
Tun sich im Guten
Und Argen erlaben,;
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Dream of things,
They don’t yet have,
Wallowing in the good, and the bad.

Ex. 4-15 Franz Schubeitn Dorfe(D911), mm. 1-8
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Ex. 4-16 Franz Schubettm Dorfe(D911), mm. 9-16

People’s “dreams” or aspirations are to the warderes meaningless:

Bellt mich nur fort,

Ihr wachen Hunden,
Lasst mich nicht Ruh’n,
In der Schlummerstunde.
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Bark away,
You wakeful dogs,
Do not let me sleep,
In the sleeping hour.
Ich bin zu Ende,
Mit allen Traumen,
Was will ich unter den Traumern sdumen?
| am at the end,

With all dreaming,
Why should | waste my time among dreamers?

The exaggerated consonance of the tonic D majaleiarly the inward-turned sonic
paradigm of the town dwellers. The wanderer’s rateh in the final versdch bin zu
Ende mit allen Traumen/l am done with all dreamiirgyfittingly expressed in the flat
submediant, B flat major (Ex. 4-17). Here againhuert employs a flat submediant at

the service of the expression of the human expegiehthe “outer world:”
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Ex. 4-17 Franz Schubetm Dorfe(D911), mm. 33-50
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This flat submediant foreshadows the series of amdonal relationships (Ex. 3-18) in
“Der Wegweiser” (G minor-B flat minor-C sharp mir@rmajor) depicting the process

by which the wanderer will commit fully to the uitate union with the forces of nature,
his own death:

Einer Strasse muss gehen,
Die noch keiner ging zurtck.
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| road | must take,
From which no one has yet returned.

Ex. 4-18 Franz SchubeiDer Wegweise(D911), mm
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The diatonic/mediant polarity in “Im Dorfe” and “D&Vegweiser”’ delineates the line
between “inner” and “outer” experience, definingyrhing the deep-ecological underbelly
of Winterreise Schubert has prepared the listener for the cquitdion of the wanderer’s

metaphorical afterlife or death expressed in thalfsong “Der Leierman.” The wanderer
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is now his own Doppelgéngéft,alienated, and seemingly on the periphery, between

worlds.

The wanderer’s positioning between worlds inviteghe new listener to confront the
inherently ecological aspects of this great sordecySchiller’'s vision for the articulation
of man’s place in nature in art culminating in aarious and visceral musical experience

of the “edge” of existence.

! David Abram Becoming Animal(New York: Pantheon Books, 1996), pp.84-95.
2 Susan YouendRetracing a Winter’s Journefjthaca, New York: Cornell University Press, 1991)55.
% Charles Fisk suggests that in the sbreg Leiermanrthe wanderer has become his Doppelgénger, who
continues to play his music after his death. Searl€h FiskReturning Cycle¢Berkeley Los Angeles
London: University of California Press, 2001), p.10
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1988) pp. 95-97
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Conclusion

The study of the wanderer’s “outward” journey into the natural world in the song
settings of Franz Schubert reveals a broad compositional palette at the service of the
depiction of nature. The thinly-textured and sparse vocabulary of alienation in “Der
Leiermann,” (Chap. 1V), “Strophe aus Die Gotter Griechenlands” (Chapts I-III), “Der
Doppelginger” (Chap. III) and “Abendbilder” (Chap. II) counter-balances the lush
mimetic and harmonic vocabulary Schubert employs to express the human relational
experience of nature in “Gesang der Geister iiber den Wassern” (Chap. II) and Lieder
such as “Die Sterne” (Chap. III), “Liebesbotschaft” (Chapts. III-IV), “Der Lindenbaum”
(Chap. 1V), or in the dream sequences of “Friihlingstraum” (Chap. IV). Schubert’s
idiosyncratic musical language thus captures the duality of the individual’s perception

and the experience of nature.

It is helpful to summarize the process by which specific aspects of Schubert’s
depictions of nature and of the human perception and experience of the natural world

were elucidated:

The discussion in Chapter I situated the Schubert Lied within the context of the
aesthetic of pastoral and folk-like depictions of nature in literature, visual art and music of
the 18" century. Citing musicological literature on “Volkstumlichkeit” in music of the
18™ century (Taruskin, Kramer, Rosen, Byrne, Plantinga), examples of Lieder from the

Second Berlin School (Reichardt and Zelter) as well as from instrumental music and
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Lieder of Haydn, Mozart and Beethoven were shown to embody the aesthetic of
“Volkstiimlichkeit” adopted from the “Volk-Lieder” of the early 18" century. A
subsequent examination of early Schubert songs (“Erlkonig” and “Adelaide”) identified
signs of a departure from the aesthetic of previous musical depictions of nature. Specific
elements of the Schubert Lied, such as elaborate mimetic preludes and more complex
textures were shown to be at the service of drawing nature from its role as a quaint
background to human actions, as it had been in earlier depictions of nature in art, to the
role of a central subject of the work. This transition is part of Schubert's progression
toward fulfillment of Friedrich Schiller’s vision for the role of art in articulating or
expressing of man’s relationship with nature. This theme is further developed in the

second and third chapters.

Chapter II introduced three discourses of deep ecology, namely phenomenology,
embodied meaning and indigenous animism, as sources of insight into the Romantic view
of nature. Literature from eco-phenomenology (Neil Evernden) and the history of ecology
(Donald Worster, Max Oelschlaeger) and on indigenous animism (David Abram, Steven
Feld) showed that the Romantic view of nature, while historically associated with
nostalgic and utopian views of nature, represented a forward-looking and holistic
relationship between man and nature, one which could serve as a template for an
integrated contemporary deep-ecology worldview. An analysis of Schubert’s setting of
Gesang der Geister iiber den Wassern exemplified how Schubert’s sophisticated

depiction of the human experience of a specific place in nature epitomizes the deeper,
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ecological aspect of Romanticism in art. The analysis of Schubert’s systematic depiction
of the direct human experience of a specific landscape showed the composer’s deep
understanding and insight into ideas surrounding man’s relationship with and place in
nature as reflected in the ideas of Goethe, Schiller, Spinoza and Schelling. Using
phenomenological models of perception and immediate experience from David Abram,
Maurice Merleau-Ponty and Edvard Heidegger, Schubert’s use of sequential patterns,
formal repetition and textural invocations of depth perception were shown to re-create the

direct phenomenological experience of landscape for the listener.

A further discussion on the convergence of the discourses of embodied meaning (Mark
Johnston) and deep-ecology (David Abram) helped elucidate the human spiritual
experience of place in Gesang der Geister, confirming the physical embodied experience
of nature as a central aspect of Schubert’s compositional approach to this work.
Embodied spiritual experience of landscape, or the experience of immanence in nature
has a specific harmonic location within Schubert’s musical vocabulary. The experience
of the timeless and the godly through the direct experience of natural processes in nature
was shown to be consistently located in flat submediant, submediant and mediant

tonalities throughout this work.

Chapter III studies some of the fundamental structures of Schubert Lieder and reveals a
deep-seated formula for human relational experience with nature. With their mimetic

preludes introducing subjects in nature, followed by the human subject entering into
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relation with nature and, finally, a conclusion being drawn, the Lieder were shown to
encapsulate an experiential template for self-realization expressed in the philosophy of

Martin Buber.

An examination of musicological literature (Kerman, Youens, Schenker) on
Schubert Lieder such as “Am Meer,” “lhr Bild,” and “Auf der Donau” underlined a
tendency to emphasize Schubert’s ability to reflect human thought processes, revealing a
human-centric bias in the discourse. The research of Martin Buber, David Abram,
Maurice Merleau-Ponty and Mark Johnson’s into the cognitive unconscious lent support
to the position that human thought processes and self-identity are inherently ecological,

and therefore inseparable from experience of the outer world.

Through a subsequent analysis of songs embodying Schubert’s musical language
of alienation from nature, such as “Der Doppelgénger,” “Ihr Bild,” as well as analyses of
songs expressing the relational experience with nature, such as “Die Sterne,”
“Liebesbotschaft,” Friihlingssehsucht, “Nacht und Traume,” “Bei dir allein,” “Der Hirt
auf dem Felsen,” and “Der Musensohn,” it was demonstrated that Schubert intentionally,
systematically and consistently employed mediant tonal relationships to reflect the

polarity of the human relational experience of and alienation from nature.

A discussion on current and past musicological literature (Cohn, Clark, Tovey) on

mediant and submediant tonalities in Schubert’s music helped flesh out the relationship
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between Schubert’s application of mediant relationships and his depictions of landscape.
Mediant relationships provide a lateral harmonic alternative to the “objective” or

“mechanistic” Cartesian view of nature informing the Lieder of Schubert’s predecessors.

Further study of seminal Lieder such as “Abendbilder,” “Totengriabers Heimweh”
and “Der Pilgrim” highlighted the central and pivotal role of mediant tonal relationships
in Schubert’s depiction of the dichotomy of immanence and transcendence, that is,
traditional religious spirituality and the religion of nature. The abundance of examples of
mediants and nature in Schubert’s poetic settings (see list of examples in Appendix 1)
confirms the role of nature as a catalyst for innovations in form and harmony. This
particular aspect has been overlooked, or at the very least, understated in the analytical
tradition. Citations from musicological literature (Taruskin, Youens, Fisk) exemplified
the tendency to assign human, otherworldly or transcendent qualities to submediant
tonalities in Schubert without due consideration of nature’s relationship to this
phenomenon. Conversely, this study has shown mediant and submediant tonalities to be
at the service of the expression of very much “in-world” or “outer-world” experiences
that are often immanent rather than transcendent in nature. “Abendbilder,” “Strophe aus
Die Gotter Griechenlands,” and “Die Mainacht” confirm Schubert's intentions to locate
within his art a subject, which according to Schiller could be a medium for the
articulation of man’s relationship and place “within” nature, in the submediant. Thus a
central claim of this study could be made that Schubert clearly understood the

implications of Schiller’s call to go “onward to Elysium.” Rather than express a utopian
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or nostalgic view of nature, Schubert would develop a harmonic language encapsulating

matter, being, mind and spirit and express an integrated ecological worldview in art.

Chapter IV offered an alternative analytical model to the traditional view
Schubert’s late song cycle Winterreise as a journey “inward.” In light of the argument
made in Chapters II and III that “inner” experience requires the prism of “outer”
experience, this study approached this song cycle as a “human-free” context for the
elucidation of the lone-wanderer’s individual experience of the “outer” natural world.
Using experiential models from deep-ecology (Abram, Jensen, Feld, Basso), the
wanderer’s journey “outside” of the “civilized” world, the analysis of songs such as “Gute
Nacht,” “Erstarrung,” “Der Lindenbaum,” “Wasserflut,” “Irrlicht,” “Friihlingstraum,”
“Im Dorfe,” “Der Wegweiser” and “Der Leiermann,” the wanderer’s experience of both
the frozen winter landscape and the landscapes of his future-visions and of his dreams
were shown to encapsulate an unprecedented alternative view of nature based on primal,
immediate, animistic experience of the outer world, clashing with the prevalent Cartesian
view of nature of Schubert’s time. This study then claimed that the wanderer’s unfulfilled
desire to be in relation with nature and to be buried under the linden tree is a tragic aspect
of this cycle that has been overlooked. It was also demonstrated that even Winterreise,
Schubert’s seemingly most introspective and “inward” work, can and should be
elucidated as an outward journey. The wanderer’s ultimate return to the “civilized” world
in “Der Leiermann” was shown thus to represent not only his alienation from his fellow

humans, but from nature.
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An emphasis on the ecological significance of Schubert’s Lieder and poetic
settings helped situate the discourse within a framework accessible and relevant to
students and educators alike. But more importantly, these sublime artworks could become
meaningful to a whole new generation of listeners. There is no shortage of citizens
concerned with ecology and environmentalism. Each of these individuals can in a sense
become a wanderer and reclaim his or her immediate surroundings. Artists and their
artistic creations, it would seem, fall short if they fail to resonate with relevant issues of
the day. The empty recital halls are not the only evidence; there are disturbing trends in
the presentation of the Lieder as well: Handsome singers, yes, at times standing in a
pastoral (shallow Romanticism) setting, rendering indulgent, self-conscious and precious
interpretations that fail to come even close to a balanced reading of the human/nature
paradigm. A recently viewed Winterreise film or video comes to mind, in which the
singer sings the entire Winterreise cycle in real time inside a barn or house, completely
self-absorbed (true alienation) and wallowing in his emotional misery, without any sign
of the prism or mirror of nature! It seems our species knows no limits in its ability to
anthropomorphize. And the arts community and academia are certainly not immune to

such tendencies.

Of course, to discuss human ecology and relate it to artworks such as Schubert’s
are not going to solve what appears to be an increasingly dire environmental outlook for
the future. Nor will it absolve the thinker from inaction or indifference. But a deeper

understanding of the marginalization of these works could contribute to innovations in
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their performance practice. New technologies and mediums need not be squandered (as in
the above mentioned video), for they are potentially powerful vehicles for the

communication of the role of nature in these works.

This nature-centric reading does not seek to negate the valuable contributions of
other Schubert scholars, rather it seeks to bring greater balance to the discourse and to

open new routes of investigation.
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Appendix [

Mimesis and Mediants in Schubert Landscapes

The following poetic settings of Franz Schubert in the form of Lieder, chamber music for
solo voice and multiple instruments, and choral settings contain characteristics that make
them important contributions to Schubert’s body of nature depictions. Previously-
discussed aspects of these works such as relational experience, intersubjectivity, mimetic
depictions of nature, mediant tonalities expressing relational experience with nature are

listed. Here follows definitions of the terms used in the song descriptions:

“Relational experience” (as defined in Chapter III) is used in accordance with Martin
Buber’s model for the self-realization through relational experience - the individual or

wanderer entering into relation with a subject (s) in the natural world.

“Intersubjectivity” is used to signify the reciprocal relationship between the human
subject (the wanderer) and a subject(s) in nature. An intersubjective reality as discussed in
Chapters II and III is put forward as a deep-ecological alternative to the subject/object

separation of the Cartesian “mechanised” view of reality.

The term “the sublime” is used in the context of the wanderer confronting unfathomable
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or overwhelming forces or natural processes in nature.

“Mimetic” or “mimesis” is used in this context to signify a musical motif or theme

representing a specific subject or event in the natural world.

Instances of “mediant” and “submediant” uses are listed if employed in the context of the
depiction of a subject(s) in nature or to express the human experience of landscape or

nature.

Listing of Songs

‘Abendbilder’ (D 650) (Silbert) Depiction of evening dew in prelude, complex landscape,
major submediant and relational experience, m. 43.

‘Abendlied der Fiirstin’ (D 495) (Mayhofer) Storm mimesis, relational experience,
mediant relationships and nature at “Die Wolken segeln goldbesdumt im klaren
Firmament,” mm. 9-12.

‘Abendlied fur die Entfernte’ (D 856) (Schlegel) Relational experience, flat mediant
major at “da labe dich im Mondenstrahl und an der heil 'gen Stille,” m. 17.

‘Abendstern’ (D 806) (Mayrhofer) Star addresses wanderer, intersubjectivity, relational
experience.

‘Abschied’ (D 957) (Rellstab) Riding mimesis, relational experience, intersubjectivity,
wanderer addresses the stars in the flat submediant, m. 134.

‘Adelaide’ (D 95) (Mathieson) Subjects in landscape whisper, relational experience,
intersubjectivity, mediants depicting subjects in nature, mm. 26-39.

‘Am Bach im Friihlinge’ (D 361) (Schober) Relational experience, lowered mediant and
nature, m. 13.

‘Am See’ (D 746) (Bruchman) Rowing and wave mimesis, immanence, intersubjectivity,
relational experience.
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‘Am Strome’ (D 539) (Mayrhofer) Wanderer addresses brook, relational experience,
mediant and relational experience, mm. 25-26.

‘And den Mond’ (D 193) (Holty) Depiction of moon and tree canopy, wanderer addresses
moon, flat submediant relationship experience at “Fantasien” and “Traum Gestalten,” m.
8.

‘An den Tod’ (D 518) (Schubart) Flat submediant on “Natur,” m. 3.

‘An die Nachtigall’ (D 497) (Claudius) Relational experience, nightingale sings in
submediant on “Amor,” m. 35.

‘An die untergehende Sonne’ (D 457) (Kosegarten) Sunset, wind mimesis, relational
experience, nightingale sings in lowered submediant, m. 88.

‘Auf dem See’ (D 543) (Goethe) Rowing and wave mimesis, relational experience,
intersubjectivity.

‘Auf dem Strom’ (D 943) (Rellstab) Water mimesis, lowered mediant major and
submediant major and relational experience, m. 34, submediant major at “Ach, schon ist
die Flur verschwunden, wo ich selig sie gefunden,” m. 64.

‘Auf dem Wasser zu singen’ (D 774) (Stollberg) Rowing, water, water-reflection
mimesis, relational experience, intersubjectivity, mediant and landscape, m. 13.

‘Auf den Tod einer Nachtigall’ (D 399) (Holty) Relational experience, song of the
nightingale is in lowered submediant (1% strophe), m. 11, ccho of the nightingale’s song
in lowered submediant (2™ strophe), m. 11.

‘Auf der Donau’ (D 553) (Mayrhofer) Rowing, landscape mimesis, flat submediant and
relational experience, m. 20.

‘Auf der Bruck’ (D 853 (Schulze) Riding mimesis, relational experience, flat mediant
major at “drei Tage waren Sonn’ und Stern’ und Evd und Himmel mir verschwunden,”
mm. 77-82.

‘Bei dir Allein’ (D 866) (Seidl) Wind mimesis, relational experience, flat submediant
depicting nature, B section.

‘Beim Winde’ (D 669) (Mayrhofer) Wind, wave, leaf mimesis, multiple subjects in
landscape, relational experience, flat submediant and relational experience, m. 51,

mediant major and relational experience, m.70.

‘Das sie hier gewesen’(D 775) (Riickert) Wind and smell mimesis, wind speaks,
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relational experience, chromaticism and nature.

‘Dem Unendlichen’ (D 291) (Klopstock) Wind and wind mimesis, trees and rivers
whisper in mediant at “Ihr lispelt,” m. 32.

‘Der Einsame’ (D 800) (Lappe) Fire, cricket mimesis, relational experience,
intersubjectivity.

‘Der Fliichtling’ (D 402) (Schiller) Relational experience, flat mediant minor and nature,
m. 11, mediant and immanence in nature, m. 24.

‘Der gute Hirt’ (D 449) (Uz) Relational experience, lowered mediant major and nature at
“er weidet mich auf blumenreicher Au,” m.16.

‘Der Hirt auf dem Felsen’ (D 965) (Miiller, Von Chezy?) Spatial, echo mimesis, flat
submediant and relational experience at “Je weiter meine Stimme dringt,” m. 64, flat
submediant and relational experience at “Der Friihling will kommen,” m. 291.

‘Der Jiingling am Bache’ (D 638) (Schiller) Water mimesis, mediant and relational
experience, intersubjectivity.

‘Der Jiingling am Bache’ (D30) (Schiller) Relational experience, lowered mediant at
“tiefen Busen mir,” m. 38.

‘Der Jiingling an der Quelle’ (D 300) (Sali-Sewis) Brook and trees mimesis, subjects in
nature speak, relational experience, intersubjectivity.

‘Der liebliche Stern’ (D 861) (Schulze) Firmament reflected in water, immanence, rowing
mimesis, mediant and relational experience, m. 16.

‘Der Lindenbaum’ (D 911) (Miiller) Tree, storm mimesis, lowered submediant and nature
at “Die kalten Winde bliesen,” m. 46.

‘Der Miiller und der Bach’ (D 793) (Miiller) River speaks, relational experience, mediant
and nature on ““ Ach unten, da unten die kiihler Ruh!” mm. 80-85.

‘Der Musensohn’ (D 764) (Goethe) Relational experience, spring located in the mediant
major, m. 30, mediant and lowered submediant relationships and relational experience, m.
50.

‘Der Neugierige’ (D 795) (Miiller) Brook mimesis, relational experience, flat submediant
in B section, mediant relationship and relational experience, mm. 41-42.
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‘Der Pilgrim’ (D 794) (Schiller) Transcendence/immanence, lowered mediant and
relational experience, m. 66.

‘Der Ungliickliche’ (D 713) (Pichler) Depiction of nightfall or sundown in prelude,
Relational experience, intersubjectivity, submediant in B section at “jetzt wachet auf der
Lichtberaubten Erde,” m.33.

‘Der Wanderer’ (D 489) (von Liibeck) The sublime in prelude, mediants and relational
experience, m. 16-21.

‘Der Winterabend’ (D 938) (Leitner) Relational experience, moonlight expressed in the
flat submediant, m. 40.

‘Des Fischers Liebesgliick’ (D 933) (Leitner) Rowing, water, reflection mimesis,
relational experience, intersubjectivity, mediant and submediant tonal relationships and
nature, mm. 5-9.

‘Die Allmacht (D 852) (Pyrker) Storm, water mimesis, Immanence of the godly in nature
expressed through a series mediant and flat submediant tonalities, mm. 20-36.

‘Die Gebiische’ (D 646) (Schlegel) Complex landscape, breeze, ocean murmur, trees
speak, spirits mimesis, relational experience, mediant and lowered submediant and
relational experience, mm. 19-44.

‘Die Gestirne’ (D 444) (Klopstock) Forest, mountain, sea mimesis, relational experience,
mediants and submediant relationships and nature, mm. 1, 6.

‘Die Hoffnung’ (D 637) (Schiller) Flat mediant major and nature at “Die Welt wird alt
und wird wieder Jung,” mm. 15-16

‘Die junge Nonne’ (D 828) (Craigher) Storm mimesis, submediant and mediant
relationships and relational experience, mm. 10-19.

‘Die liebe Farbe’ (D 793) (Miiller) Relational experience, intersubjectivity, submediant
and nature on “eine Heide von griinen Rosmarein,” m. 16.

‘Die Mainacht’ (D 194) (Holty) Moonlight mimesis, relational experience, nightingale
sings in lowered submediant, m. 11.

‘Die Sterne’ (D 939) (Leitner) Depiction of emerging night firmament in prelude,
relational experience, intersubjectivity, lowered submediant at “Sie schweben als Boten
der Liebe umher,” m. 76.
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‘Ellens erster Gesang’ (D 837) Relational experience, Flat submediant and nature at
“Zauberlande bliihn”, mm. 53-58.

‘Entziickung’ (D 413) (Matthisson) Relational experience, Nature whispers in the flat
submediant on “ewig dein” mm. 29-32.

‘Erlafsee’ (D 586) (Mayrhofer) Multiple subjects in water reflection, major mediant and
relational experience, m. 75.

‘Erlkonig’ (D 328) (Goethe) Night storm mimesis, Erlking speaks in mediant at “Du
liebes Kind, Komm’ geh mit mir,” m. 58.

‘Friihlingsglaube’ (D 686) (Uhland) Spring, air and wind mimesis, relational experience,
intersubjectivity.

‘Friihlingslied’ (D 919) (Pollack) Spring mimesis, relational experience, mediant and
nature on “Gewdsser Spiegel” mm. 7-8, Submediant major on “Natur,” m. 43.

‘Ganymed’ (D 544) (Goethe) Spring, birds, wind, scent mimesis, mediant and chromatic
depiction of spatiality in nature, relational experience, intersubjectivity.

‘Geheimnis’ (D 491) (Mayrhofer) Relational experience, flat submediant and nature at
“du singst, und Sonnen leuchten und Friihling ist uns nah,” m.19.

‘Gesang der Norna’ (D 831) (Scott) Submediants and nature at “Die Welle kennt den
Runensang und glattet sich zum Spiegel ab.”

‘Gondelfahrer’ (D 809) (Mayrhofer) Moon and water mimesis, relational experience,
mediant relationships expressing dichotomy of civilized and natural world, mm. 2, 23. 29.

‘Heliopolis 11° (D 754) (Mayrhofer) Cliff, waterfall storm mimesis, the sublime,
relational experience, mediant relationships and relational experience, mm. 17-39.

‘Herbst’ (D 945) (Rellstab) Wind mimesis, nature located in the submediant at “/hr
blumigen Auen,” m. 9.

‘Im Freien’ (D 880) (Seidl) Star, firmament mimesis, stars speak, relational experience,
intersubjectivity.

‘Im Friihling’ (D 882) (Schulze) Depiction of spring, sky reflection in water, relational
experience.

‘Im gegenwartigen Vergangenes’ (D 710) Second strophe in flat submediant at “Und da
duftet’s wie” relational experience.
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‘Im Walde’ (D 834) (Schulze) Walking, wandering mimesis, submediant and relational
experience, mm. 14-18.

‘Iphigenia’ (D573) (Mayrhofer) Stormy sea mimesis, relational experience, the sublime,
submediant major and nature, m. 17.

‘Johanna Sebus’ (D 728) (Goethe) Water, torrent mimesis.

‘Laura am Klavier’ (D 388) (Schiller) Complex landscape, relational experience, flat
submediants and relational experience, mm. 54, 59.

‘Liebesbotschaft’ (D 957/1) (Rellstab) Water mimesis, river as messenger, major mediant
at “Bald zuriick,” m. 40-49.

‘Liebeslauschen’ (D 698) (Schlechta) Wind and trees speak, nature as messenger, wind
and trees call out in major mediant at “Rufet sie mit leisem Wiegen,” m. 21 and m. 65.

‘Lied eines Schiffers an die Dioskuren’ ( D 360) (Mayrhofer) Starlight, rowing mimesis,
intersubjectivity, mediant major depiction of the seaman facing the storm, m.15

‘Mahomets Gesang II’ (D 721 (Goethe) Water mimesis.

‘Meeres Stille’ (D 216) (Goethe) Depiction of the experience of the sublime in nature,
major mediant and relational experience, m. 8.

‘Mein’ (D 793) (Miiller) Relational experience, wanderer addresses the spring in flat
submediant at “Friihling, sind das alle deine Bliimelein?” m. 40.

‘Mignon’ (D 321) (Goethe) Wind mimesis, relational experience, lowered mediant major,
lowered submediant relationship and nature at “Ein sanfter Wind,” mm. 8-9.

‘Mirjams Siegesgesang’ (D 942) Musical depiction of parting of the red sea, depth and
texture mimesis.

‘Nachthelle’ (D 892) (Seidl) Star, firmament mimesis, spirituality and nature, lowered
submediant and relational experience, m. 42.

‘Nachthymne’ (D 687) (Novalis) Sensuality and nature, depiction of the night firmament
as a barrier or wall between life and death, evocation of the experience of the timeless and
the Eros of the outer world, This setting approaches the immanence of Gesang der
Geister.

‘Nachtstiick’ (D 672) (Mayrhofer) Depiction of evening fog rolling in and obscuring the
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moon in the prelude, tree mimesis, trees speak, relational experience, immanence

‘Nacht und Tratime’ (D 827) (Collin) Depiction of nightfall, relational experience,
lowered submediant at “Die belauschen,” m. 15.

‘Néhe des Geliebten’ (D 162) (Goethe) Complex landscape, Major mediant on first chord
in prelude, relational experience, m.1.

‘Rastlose Liebe’ (D138) (Goethe) Storm mimesis, relational experience, flat submediant
and submediant relationships framing of inner and outer experience at “als so viel
Freuden des Lebens ertragen,” m. 29-33.

‘Schifers Klagelied’ (D121) (Goethe) Storm mimesis, relational experience, submediant
and nature, mm. 21-32.

‘Schlummerlied’ (D 527) (Mayrhofer) Trees and rivers speak, major mediant and
relational experience, m. 9.

‘Schwestergruss’ (D 762) (Bruchmann) Moonlight mimesis, relational experience, spirit
voices in lowered submediant, m. 21.

‘Sehnsucht’ (D 636) (Schiller) Complex embodied depiction of landscape, mediant and
submediant relationships depicting immanence and transcendence, m. 33, m. 44, m.70.

‘Sehnsucht’ (D 516) (Mayrhofer) Depiction of spring, lowered submediants depicting
blooming process, m. 13, subsequent flat submediant relationship depicting alienation
from nature, m. 14.

‘Selige Welt’ (D 743) (Senn) Wave, wind mimesis, flat mediant major and relational
experience at “Nicht Ziel noch Steuer hin und her, wie die Stromung reisst, wie die Winde
gehn,” mm. 7-9

‘Strophe aus “Die Gotter Griechenlands’ (D 677) (Schiller) Alienation, relational
experience, submediant major at “Ach, nur in dem Feenland der Lieder lebt deine
fabelhafter Spur,” m. 16.

‘Suleika I’ (D 717) (Goethe) Wind mimesis, wind is addressed, relational experience,
intersubjectivity, mediant relationships and nature, mm. 14-18.

‘Todesmusik’ (D 758) (Schober) Star mimesis, relational experience, lowered mediant at
“Jeden Stern der mir erblickte,” m. 51.

‘Totenopfer’ (D 101) (Matthisson) Wind mimesis, submediant and relational experience,
mm. 7-8.
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“Vor meine Wiege’ (D 927) (Leitner) Earthbound burial in flat submediant major and
nature on “Vielleicht, wenn das griine Grass mein Dach,” m. 60.

‘Waldesnacht’ (D 708) (Schlegel) Complex landscape, night forest, wind mimesis, spirit
voices, relational experience, submediant major in prelude, m. 3, lowered submediant
relationship and nature, mm. 12-13.

‘Wandrers Nachtlied’ (D 768) (Goethe) Relational experience, intersubjectivity.
‘Wandrers Nachtlied” (D 224) (Goethe) Relational experience, intersubjectivity.

‘Wehmut’ (D 772) (Collin) Spring, forest, wind mimesis, the sublime, major mediant and
relational experience, m. 11.

‘Wilkommen und Abschied’ (D 767) (Goethe) Riding mimesis, relational experience, flat
submediant and nature at “die Nacht schuf tausend Ungeheuer,” mm. 22-32.
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Appendix 11

Further Mediant Explorations

In light of the extensive use of mediants in Schubert’s depictions of landscape and the
human experience of nature, it would be logical to extrapolate from these findings a
correspondence between the use of mediants and nature in Schubert and in the landscapes
of later Lied composers. A further study of the continued preoccupation with nature-
centric poetry in the Lieder of Robert Schumann, Felix Mendelssohn, Johannes Brahms,
Hugo Wolf, Richard Strauss, Gustav Mahler, and Richard Wagner, could uncover

important parallels to Schubert’s innovations.

In Schumann’s song “Am leuchtendem Sommermorgen” from Dichterliebe, the flowers
address the wanderer in the flat submediant, and similarly in Wolf’s “Das Stdndchen” the
wandering minstrel experiences landscape in mediant and submediant tonalities. In the
fourth and final song of Mahler’s Lieder eines fahrenden Gesellen the wanderer ventures
into the night in the submediant. It is difficult to ignore the familiarity of these effects
which are clearly aligned with Schubert’s musical delineation of landscape. The use of
chromaticism in Richard Strauss’s Vier letzte Lieder (1948) to express Hermann Hesse’s
vision of the human spiritual experience of nature seems to uphold and carry forth the
aesthetic of Schubert’s unprecedented setting of Goethe’s Gesang der Geister iiber den
Wassern (D 714) written some 130 years earlier. While chromaticism and mediants in the

Romanticism in music are not exclusively the result of Schubert’s depiction of nature, the
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wealth of examples in the Lied repertoire of the 19™ and 20™ centuries exemplifies a
continuity and progression of a specific process of compositional interaction with nature

and the landscape.

The elucidation of the continuum of the musical depiction of nature in the 19™ century
offers further understanding of the impact of Schubert’s compositional innovations on
late Romantic and Expressionist depictions of relational experience and alienation in art.
After Schubert, the Romantic Lied of the 19™-century produced an enormous body of
compositional innovations at the service of the depiction of nature. This musical
vocabulary reflects an ever-changing relationship and perception of the natural world. As
such, this body of work constitutes a parallel musical history that, if assessed in
accordance with Neil Shepard’s call to record history within nature, could correct

misconceptions and uncover the deep-ecological underbelly of these Romantic art works.



