Lateral Thinking and Literal Thinking
in Schubert’s Morgengruss

by Nigel Nettheim
INTRODUCTION

This is a study of one small song. The aim is to see what the song might reveal upon
close examination, recalling the saying that one can find “all the world in a grain of sand”.
The main part of the study deals with the composition, and a subsidiary part with some
recorded performances of it.

While my primary aim is simply to study the song, a recurring theme arises from the
division of the world of musicians into two broad camps: literal thinkers, who tend to accept
the written notation in a narrowly focussed and apparently objective manner, and lateral
thinkers, who are more willing to consider wider possibilities. Most musicians no doubt
occupy an intermediate position between those camps, possibly favouring one side or the
other, but for the sake of clarity I will often refer to the extremes, especially in cases where
one has to decide categorically whether to apply a certain idea or not. I favour the lateral side,
and my commentary on the song will sometimes reflect that fact; I ask for the indulgence of
readers favouring the literal side.

THE COMPOSITION - PRELIMINARIES
Background to the song

Morgengruss (Morning Greeting) is the eighth song of the twenty in Schubert’s Die
Schone Miillerin (The Fair Maid of the Mill, D795, 1823). It is not one of the several songs
from the cycle that are often heard in isolation, so we first need to remind ourselves of its
context within the cycle. Thus a sensitive fellow has left home, following a brook to a mill,
and he has fallen in love with the girl who lives at the mill. In the present song he is
endeavouring to make further contact with her. In later songs his love will seem to blossom,
but a hunter will come on the scene and take the beloved away from the fellow, who will
finally drown himself. That synopsis remains on the surface; Johnson' has raised deeper
questions such as whether the poems represent reality or fantasy, but sophistication such as is
found in, for instance, Hugo Wolf, seems to have been foreign to Schubert.

Editions

Our next task is to become familiar with the main editions of the song (see the
bibliography). A composite version suitable for the present purpose is given in Example 1.
The main variants among editions are collected in Appendix 1 (a report on all minor variants
will not be needed). The more general history of editing is of some relevance here, a

! Graham Johnson, Annotation to CD “Die Schéne Miillerin”, Hyperion CDJ33025 (London, 1995), pp.
27-29.
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simplified picture being as follows: editorial indulgence, mixing the composer’s and editor’s
ideas, was in vogue in the 19th century, and was followed by a reaction in the 20th century
favouring purely urtext editions; in some cases that reaction may have gone so far as to have
an undesirably constricting effect.

[Example 1 is printed on the following page.]
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Lyrics
We now need to know all the words of the lyrics — both in the original German and in

our own language. Figure 1 gives a free translation by myself, aiming to convey just the
sense, without metrical or poetical intention.

Figure 1. Text and translation of Morgengruss.

Morgengruss Morning Greeting

[1]

Guten Morgen, schone Miillerin! Good morning, fair mill-girl!

Wo steckst du gleich das Kopfchen hin, Why do you quickly turn your dear head away
als wér’ dir was geschehen? as if something were wrong?

Verdriesst dich denn mein Gruss so schwer? Does my greeting bother you so much?
Verstort dich denn mein Blick so sehr? Does my gazing at you upset you such a lot?
So muss ich wieder gehen. Well then, I’ll have to be on my way.

2]

O lass mich nur von ferne steh’n, Just let me stand at a distance

nach deinen lieben Fenster seh’n, looking at your beloved window

von ferne, ganz von ferne! from far off, from quite far off!

Du blondes Kopfchen komm hervor, Come out, you dear blond head,

hervor aus eurem runden Thor come out from your rounded gateway

ihr blauen Morgensterne! you blue morning stars [eyes]!

3) )

Ihr schlummertrunk’nen Augelein, You little eyes, blurred from sleep,

ihr thaubetriibten Bliimelein, like little flowers watered by the dew,

was scheuet ihr die Sonne? why do you shy away from the sun?

Hat es die Nacht so gut gemeint, Has the night been so good to you

dass ihr euch schliesst und biickt und weint that you close up and droop and become tearful
nach ihrer stillen Wonne? for your peaceful bliss?

[4]

Nun schiittelt ab der Traume Flor, Shake off the veil of dreams now,

und hebt euch frisch und frei empor and arise fresh and free

in Gottes hellen Morgen! to God’s bright morning!

Die Lerche wirbelt in der Luft, The lark is warbling in the air,

und aus dem tiefen Herzen ruft and from the depths of the heart

die Liebe Leid und Sorgen. love calls out its pain and sorrow.



Conducting Scope

To deal with any piece of music from the “period of common practice” we need to
decide in what units it is to be felt. Thus a conductor may take the music in units of one bar,
two bars, and so on. As listeners, however, we are concerned not with the conducting that
creates a performance but, on the contrary, with the way the music induces us to move —
usually internally — ourselves. In the present case we could simply decide that we feel
Morgengruss in units of one bar but I will now indicate, in a short digression, a more
systematic approach to this question.

Throughout a piece or movement of music runs a series of felt conducting gestures
which may be represented as curves, according to Becking.” The Becking curve for Schubert
is reproduced in Figure 2; the pattern of pressure represented in such curves is normally
supposed to be felt internally by a listener, though it may, if desired, also be displayed
externally. The successive curves follow a similar though not necessarily identical shape, and
reflect the reproductions of the music’s underlying rhythm or pulse.

Figure 2. Becking curve for Schubert.

The gesture begins at the upper right and proceeds down the lower portion, then
swinging around for the return. The varying thickness of the curve represents the
varying strength felt. Becking’s accompanying text is: “Fiihren und Schwingen”
(“Guide and swing”). (From Becking, Der Musikalische Rhythmus als Erkenntnisquelle,
end table.)

By “conducting scope” I mean the amount of music covered by one complete
conducting curve, measured as the number of notated bars per curve (B/C). That number is

2 Gustav Becking, Der Musikalische Rhythmus als Erkenntnisquelle (Musical rhythm as a source of
insight) (Augsberg: Benno Filser, 1928, reprinted Stuttgart: Ichthys, 1958; an English translation is in
preparation by the present writer). Summaries of Becking’s work are provided in Patrick Shove and Bruno H.
Repp, ‘Musical motion and performance: theoretical and empirical perspectives’, in John Rink, The Practice of
Performance: Studies in Musical Interpretation (Cambridge: CUP, 1995), pp. 55-83 and Nigel Nettheim, ‘How
musical rhythm reveals human attitudes: Gustav Becking’s theory’, International Review of the Aesthetics and
Sociology of Music, 27/2 (1996): 101-122; computer animations were provided in Nigel Nettheim, ““Armchair
conducting” animations for Mozart and Schubert’, in Reinhard Kopiez et al., editors, Proceedings of the 5th
Triennial Conference of the European Society for the Cognitive Sciences of Music (ESCOM), (Hanover
University of Music and Drama, September 8-13, 2003, pp. 111-115; published on a CD which may be ordered
from Reinhard Kopiez (kopiez@hmt-hannover.de).
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most often 1, but it may be 2 (as in some waltzes and in presto movements such as
Schubert’s “Wanderer” Fantasy D760 Scherzo) or 2 (as in some slower movements such as
his Wandrers Nachtlied D768).?

The number B/C needs to be determined for any movement to be studied for, in
conjunction with the tempo and the curve properties, it tells us how the music “goes”. A clue
to its determination in Schubert was provided by Nettheim® through the definition of a
“fingerprint” called S1. That fingerprint consists of a prepared appoggiatura with carefully
specified properties; examples appear in bars 10 and 11 of Morgengruss, spanning the upbeat
eighth-note, the downbeat quarter-note appoggiatura and its resolving quarter-note, which
suggests that B/C=1. If instead B/C=2 were assumed, then bar 11 would be an odd one,
interfering with the continuity of the conducting. The final cadence with its long appoggiatura
(bars 20-21, 22-23) might at first sight suggest B/C=2, for it seems unnatural to resolve an
appoggiatura onto the strong point at the beginning of a conducting curve; however, it will be
argued that those pairs of bars constitute a special case in this song, allowing B/C=1. The
amount of musical activity within each proposed unit should also be taken into account: if
B/C=2 then at the indicated tempo the conducting of each curve would be uncomfortably
slow and there would be an uncommonly large number of sub-beats within it, especially when
the music involves triplets as in bars 16-19. The upshot of this digression is that we may
safely take B/C=1 here, that is, we may conduct the music for ourselves in units of one
notated bar.

Tempo

Schubert has indicated the tempo Mdssig (the German equivalent of Moderato,
moderately) and 3/4 metre. However, it is not always certain how we should respond to such
indications: exactly what is it that proceeds at a moderate rate: beat, notated bar, or
conducting scope? Or could it simply be that a general impression of the indicated tempo is to
be created, whatever the resulting rate of progress of any particular compositional units may
be? On the basis of extensive comparisons of Schubert’s scores,’ I have arrived at the view
that in most cases it is the notated bar to which the verbal tempo indication refers, thus here
single notated bars.

Even given the relevant unit for tempo, just what rate is considered “moderate” cannot
be specified precisely, and will vary between composers. Insight may be sought by comparing
works by the same composer having the same verbal tempo, specified metre and conducting
scope for, although one might hesitate to assume complete consistency between works on the
composer’s part, some degree of consistency seems likely. In surveying Schubert’s works in
this respect it is to be noted that all cases of the German term Mdssig will be vocal music, for

3 The concept of conducting scope is also implied in a discussion of phrase length by Percy Goetschius,
The Homophonic Forms of Musical Composition (New York: Schirmer, 1898, reprinted New York: AMS Press,
1970), p. 7.

4 Nigel Nettheim, ‘A Schubert Fingerprint related to the theory of Metre, Tempo and the Becking
Curve’, Systematische Musikwissenschaft (Systematic Musicology), 6 (1998): pp. 363-413.

> See Nettheim, ‘A Schubert Fingerprint related to the theory of Metre, Tempo and the Becking Curve’.
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in instrumental music he used Italian terms; we too will restrict ourselves to vocal music.
There are 28 cases of Mdssig in 3/4 metre including Morgengruss (we will not pursue the
metres 3/8, 9/8 and 3/2, which may to some extent be related to 3/4). They are listed in
Appendix 2 (Table A2) to allow the interested reader to compare them for their textual and
musical character and thus their likely performance tempo.

Form

The work may be taken as written in a diminutive three-part song-form, diminutive in
that each part is a phrase rather than a period (see Example 2 and Table 1). Part 1 ends not in
but on the dominant, and that is where Part 2 remains. This view of the form depends upon
conceding the approximate matching of the beginnings of parts 1 and 3, which has been
indicated by at least three writers.” The modification between those beginnings reflects the
significance of the lyrics. Not only do the beginnings then match but the endings too (bars 10-
11 and 20-23), especially when the last one (repeated by the piano) is understood as derived
by expansion from a one-bar conception (discussed later), creating a satisfying rounding
effect. If, on the other hand, the beginnings of parts 1 and 3 are not considered to match, the
form becomes simply a group of three phrases, or a period with long extended phrases (bars
1-11, 12-23), or a two-part song-form with short phrases as given by Warburton.®

1 do not make formal use of those comparisons here, but I do make two observations: (1) the ones
marked lieblich seem relatively close to Morgengruss in character: Amalia D195 and An Rosa I D315; and (2)
compositional similarities are seen in Die Biirgschaft D246 (the final cadence in bars 451-452 is like
Morgengruss bars 21-23) and Fahrt zum Hades D526 (bars 18-21 are like Morgengruss bars 9-10).

7 Arnold Feil, Franz Schubert - Die schéne Miillerin, Winterreise, translated by Ann C. Sherwin
(Portland, Oregon: Amadeus Press, 1988, original in German, 1975), pp. 65-66; Fred Lehrdahl and Ray
Jackendoff, 4 Generative Theory of Tonal Music (Cambridge, Massachusetts: The MIT Press, 1983), pp. 264-
269); and Susan Youens, Schubert: Die Schone Miillerin (Cambridge, UK: CUP, 1992), p. 87.

8 Annie O. Warburton, Analyses of Musical Classics (Book IT) (London: Longman, 1967), p. 162.
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Example 2. Outline of the form of Morgengruss
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Table 1. Form of Morgengruss.

Material: Intr’'n Part1 Part2 Part3
Harmony: I v 'V I-1
Length: 4 7 4 8*
Bars: 14 5-11 12-15 16-23

* 6 bars, if the two final cadences are understood to have “written-out lingering” (see text).

Reviewing the song as a whole from the point of view of the motion in the
accompaniment, we find that that motion increases from one note per bar in the first section
to six in the second section and to nine in the last section. In the first section the fellow is
stationary, in the second section perhaps thinking of moving away, and in the third still more
strongly imagining reluctantly moving away (this applies only to the first verse). The simple
scheme thus gives variety to the accompaniment texture in an appropriate and formally
coherent manner.

THE COMPOSITION - BAR-BY-BAR
We will now work through the song in detail.
Bars 1-4

Significance of the introduction

The piano introduction, as usual, provides an illustration of what is to follow in the
song. Bars 1-2 clearly represent the greeting, as is confirmed in bars 5-6. Bars 3-4, however,
are harder to decipher and I will offer two suggestions. First, they may convey the fellow’s
skipping cheerfully into position under the girl’s window to deliver the greeting, which seems
even more likely in the version for Schonstein with its dotted rhythm; possibly also he is half-
repeating to himself his melodic greeting. On that first interpretation the introduction
constitutes a setting of the scene for the song.




An alternative interpretation of bars 3-4 is that they represent the cheerfulness the
fellow maintains in the face of the girl’s negative response. In that case the introduction
provides a summary or synopsis of the song. The double dot in bar 2 is perhaps essentially an
indication of a mini-fermata, dividing the two thoughts of the introduction. Another example
of a synopsis with two phases, the second responding to the first, is seen in Der Neugierige
D795/6, with its two bars of a hesitantly asked question followed, after a brief silence, by two
bars of a reassuring answer — a fitting companion to the introduction to Morgengruss (see
Example 3).°

Example 3 Introduction to Der Neugierige D795/6 (top) and Morgengruss D795/8
(bottom). Possible verbal interpretations are added.
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® We note in passing that in Der Neugierige one hears not just an answer — as indicated by Youens, Die
Schéne Miillerin., p. 81 — but a positive answer as distinct from the other possibility, a negative answer, with the
comfort and reassurance that the positive answer, represented by the strong cadence, provides to the asker.

Die bése Farbe D795/17 may also be considered as having a two-phased synopsis, its introduction being
repeated at the end. An elaborate example of introduction as synopsis is seen in Nigel Nettheim, ‘Accompanying
Schubert’s “Der Lindenbaum”’, Piano Journal 18, No. 52 (1997), pp. 15-21. Synopses also occur in piano
works, more likely at the end than at the beginning, for they offer a suitable form for a coda, e.g. Moment
musical in c# D780/4, last five bars, first “B” material, then “A”.
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Whether one of my suggested meanings or different one is adopted, it is important in
performance to convey some definite meaning, even if just an assumed one, rather than that
the accompanist not have in mind any idea at all, for then the possibility of being convincing
to the audience would be lost.

Rhythmical notation

The rendition of the rhythmical notation is a matter that will occupy our attention
several times. It arises already in the second bar. Thinking literally, that bar includes the only
case of 32nd-notes in the piece (apart from their duplication in bar 6), as well as the only case
of a sixteenth-note upbeat. Thinking laterally instead, we can suggest how bar 2 might be
performed (Example 4). One might take the view that triplets were underlying much or most
of Schubert’s music as his natural pulse, even when the notation available at the time could
not make them explicit — thus even, for instance, with the last note of bar 6 and the 2nd note
of bar 7. The rhythmical notation and likely performance seen in the present case arises also
in Der Lindenbaum D911/5 bar 7,'° and in such cases it is understandable that Schubert and
his editors would avoid the cumbersome notations.'' Although further cases of rhythmic
assimilation will be pointed out in the present song, this vexed and widely discussed question
will not be explored here in more general terms.

10 Nettheim, ‘Accompanying Schubert’s “Der Lindenbaum”’, Figure 3.

""'In this connection I recall a filmed master-class in which Artur Rubinstein offered suggestions to a
student who had played the 2nd movement of the Sonata in a minor D784 (Example F1): the student had played
bar 4 with greatly exaggerated diligence in an obvious effort to give all notes their literal duration, but
Rubinstein advised him not to play those 32nd-notes too short. An attitude of “what a good boy am I!” is
unlikely to be convincing.

Example F1 Schubert Piano Sonata D784/I1 bars 1-4 (top line only).

Andante ini
A . /TT; : = — J I I/:_\I}\ sordini 5 l
[/ | | | ™ - I | | [
2SS = —f '”'!"‘h"- 522
P \'\—-._____.-/

rep

A similar case is seen in the second movement of the Sonata in A major D664 in the context of a triplet
accompaniment and right hand part which runs unbroken through 9 complete bars (Example F2). One’s attitude
to the notated 32nd-notes will surely correspond to one’s attitude to the notated sixteenth-notes in the previous
bars. Support for the lateral reading is gained from the clear phrasing of the thematic first two notes of bar 37,
for a literal sixteenth-note here would link that note rhythmically to the following note whereas it belongs with
the previous note. To make a case for a literal reading of this passage seems to me difficult if not impossible.

Example F2 Schubert Piano Sonata D664/I1 bars 37-39 (top line only).

Andante T,

ﬁ’
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Example 4 Morgengruss bars 1-3: original notation and likely performance.

Schubert’s notation:
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Likely performance:
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Bars 5-11

Speech inflection

The melody for the opening words, “Guten Morgen”, suggests a particularly Viennese
way of saying those words (the poems were written in Berlin, but the song was composed in
Vienna). A close resemblance between the melody of singing and that of Viennese speech can
in fact be observed widely in Schubert.'* The start of a melodic unit on the lower dominant
note appears very frequently in Schubert’s melodies — that note can function like a
springboard (it can also be a resting place at the end of a melodic unit, as in bars 17 & 19).
Further examples are found throughout Schubert’s works, and in the present cycle, restricting
attention to rising sixths, in 9 of the 20 songs.

Vocal grouping

Some flexibility in the interpretation of the notation for duration is also very likely
desirable on the part of the singer. The very first word, “Guten” in the upbeat to bar 4, could
be performed literally as two eighth-notes, but it is worthwhile considering how the greeting
“Guten Morgen” may be spoken. The second syllable of the first word would then be
downgraded considerably, not only in its dynamic strength but also possibly in being
allocated a rather shorter than literal duration. That idea has been converted into notation in
the Schonstein edition. In bar 6 the dotted rhythm seems too abrupt if taken literally, and a
broadening will be more natural (an unwanted accent should also be avoided on the
following longer note for the last syllable of “Miillerin”). Even the four sixteenth-notes in bar
7 need not be taken quite literally, for they amount to just two ornamented eighth-notes; the

'2 This resemblance has not been systematically documented, to my knowledge. Somewhat related
material may be found in the LP “Lotte Lehmann Reading German Lyric Poems” (Caedmon TC 1072, 1956),
although admittedly Lehmann was not Viennese, and, with a broader perspective, in Thrasybulos Georgiades,,
Music and Language (Cambridge: Cambridge University Press, 1982, translated by Marie Louise Gdllner, orig.
Musik und Sprache, Heidelberg: Springer-Verlag,, 1974).
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construction of the lyrics also suggests a very slight division between those two words: “wo
steckst du gleich” | “das Kopfchen hin”.

Accentuation within a bar

The grace notes in bars 9-10 are accented by some performers, but that would conflict
with the smooth (Becking) curve discussed earlier. Such an accentuation would be more
likely in Schubert if it arrived on the downbeat, but here it produces a false attack on a weak
beat. The chromatic notes in bars 10 and 11 will of course be accented; they admirably reflect
the slightly negative and sympathetic thought of the text, as if a little anxiety has intruded,
even if only mock anxiety.

Typical Schubertian gesture

The most typical duration of Schubert’s upbeat in 3/4 metre is an eighth-note and in
9/8 metre again an eighth-note, as seen for instance in the text “geschehen” of bar 10. That
will influence the grouping in the accompaniment’s following solo echo passage (bar 11 and
its upbeat) — the clue to the grouping should be taken from the lower parts, whose gesture
begins only after the two rests. The three-note figure — upbeat, dissonance and resolution in
the present proportions — is perhaps the most characteristic of all Schubert’s figures, the S1
fingerprint."

Significance of silence

Bar 11 contains the only moment of silence in the song. That silence has clear
significance as the fellow awaits or contemplates an answer to the question just posed vocally
and reiterated instrumentally. A slightly greater than literal duration for the silence may
enhance this feature in performance. This scheme — reiteration, silence, and change to a
somewhat more sombre mood in pianissimo beginning with the minor mode of the previous
chord — forms a companion-piece to Die Post from Winterreise D911/13, where the silent bar
26 has a profound effect appropriate to its context.

Bars 12-15

Significance of middle section

Schubert has now arrived on the dominant harmony at the end of the first section of
the song. The next four bars leave him still on the dominant, ready for the tonic close in the
last phrase and its repetitions. In this middle section, as elsewhere, one needs to come to a
definite view of the emotional content of the lyrics. Lotte Lehmann'* suggests that the
questions (“Verdriefst...? verstort...?”) are not meant seriously and are asked in a teasing way,
the following line (“So muyf;...”) to be added roguishly; that interpretation is certainly very
convincing, but it may also be possible that Schubert took the lyrics more straightforwardly,
more nearly at face value, which I believe to be his usual approach.

3 See Nettheim, ‘A Schubert Fingerprint related to the theory of Metre, Tempo and the Becking
Curve’.

4 Lotte Lehmann, Eighteen Song Cycles: Studies in Their Interpretation (London: Cassell, 1971), p.
27.
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In any case, as the fellow takes a slightly different attitude, perhaps with his head on
one side and thinking further about the matter, so Schubert takes up a different pose with a
small harmonic excursion. There are several possible ways of viewing the g minor harmony
in bar 12; most likely it will be taken as the subdominant of the supertonic, in which case bars
12 and 13 form a half close (iv6-V) in d minor, the following two bars functioning similarly
in C major. Thus between bars 11 and 12 a new thought is pursued from a new starting point,
the dominant chord reached in bar 11 being set aside. Once again, as in bars 9-11, the gentle
chromaticism well reflects the fellow’s thoughts. In bar 15 the fermata may represent waiting
for an answer to the questions he has just asked, but a smaller pause could be made also at the
corresponding place in bar 13, after the first of his two questions.

Bars 16-23

Legato flowing for brooklet

Triplets appear in the left hand from bar 16, where it seems that the brook comes into
play. The fellow will leave the scene, if he must, in company with his old friend the brook. It
is true that the slurs used previously in the accompaniment are now, literally, absent in the left
hand, thus perhaps permitting the staccato adopted by several recorded accompanists as will
be seen later in Table 3. However, I suggest that those slurs can be taken for granted. If such a
conspicuous effect as staccato were intended here it would surely have been indicated
specifically. If confirmation is needed, beyond that of the innumerable other examples of
figures of this type in Schubert, it is provided in the next song Des Miillers Blumen D795/9
(“Am Bach...”, “By the brook...”), where the brook figure is also unslurred.

Significance of canonic imitation

The close relationship between the fellow and the brook is reflected in the canonic
imitation between voice and piano, as if the brook is saying “yes, we’ll have to be on our
way”."” Schubert’s canons are always musically unambitious, usually involving no more than
tonic and dominant harmonies, as here; but, as so often, the simplest of resources has a
wonderful effect.

Triplet assimilation

Assimilation to a triplet rhythm again becomes an option in bars 16-23. The first word
"So" (the upbeat to bar 16) could be sung as an eighth-note but I suggest assimilation with a
triplet eighth-note; that increases the naturalness from two points of view: firstly, the typical
Schubertian figure S1'° involves an upbeat eighth in 9/8 metre and, secondly, a mixture of
eighths and triplet eighths would produce an unnaturally “calculating” effect for Schubert,

'3 I have occasionally sought to confirm my understanding of the canon’s significance by asking the
opinions of others (including the late accompanist Geoffrey Parsons), but there has usually been no definite
answer. Gerald Moore, The Schubert Song Cycles, with thoughts on performance (London: Hamish Hamilton,
1975), p. 28 writes simply that “the magical moment is enhanced by the imitation”. Johnson, Annotation to CD
“Die Schone Miillerin”, writes: “perhaps this implies the unbridgeable distance between the two lovers but also
perhaps between dream and reality”, both of which conceptions I find unlikely to have been in Schubert’s mind.
A systematic study of Schubert’s use of canon might lead to an improved understanding.

' See Nettheim, ‘A Schubert Fingerprint related to the theory of Metre, Tempo and the Becking
Curve’.
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preventing a free flow. In the upbeat to bar 17 the piano can well be assimilated to the voice’s
rhythm, again resulting in a triplet eighth. The situation is rather similar in the upbeats to bars
17, 18 and 19. I mentioned assimilation so far only as a suggestion, but in bar 19 I find it hard
to see a reasonable alternative for the singer but to assimilate the dotted rhythm to triplets in
the second and third verses, and in fact a large majority of the recorded singers to be studied
in the next section do so. Now it may be asked why, if Schubert intended or condoned
assimilation in bars 16-18, he used nominally equal eighths there whereas in bar 19 he used a
dotted eighth and sixteenth; after all, bar 15 could have a double-dotted quarter and a
sixteenth as at the end of bar 2. At the present stage of my research I cannot answer that
question with certainty but [ am confident that an answer will be found; perhaps both
notations are available as alternatives. The accompanist will also very likely wish to treat the
second note in bar 21 (the third c'e’) as a triplet eighth, to avoid the calculating effect
mentioned above.

Final cadence as written-out lingering

The notation in bars 20-21, 22-23 undoubtedly constitutes a written-out lingering,
each of these pairs of bars corresponding to the single bars that preceded them with the same
text (Example 5). Porter suggested that this notation represents a written-out rallentando, but
the fermatas shown in the Example seem more likely."’

Example 5 Morgengruss final bars: suggested underlying two-bar version which
Schubert has extended to become his four bars 20-23.

3 ™ m ~ o)
P ° .
F .1 | I af F &

"4
T
wie - der ge -  hen,

Lanall

‘._{
Il
HER)
an
Lo

e

R 1D
~wND
e]

An unusual feature of Schubert’s notation is that it brings about a resolution of an
appoggiatura on the strong beat of bars 21 and 23."® The question therefore arises of the
degree of downbeat strength to be applied to the last syllable of “gehen”. The absence of
accompaniment notes within bar 20 allows singers to follow their own feeling in this

7 Ernest G. Porter, Schubert’s Song Technigue (London: Dobson, 1961), p. 83. A “large fermata”
could also be considered in each bar, somewhat as Schubert wrote in Irriicht D911/9 bar 39. Porter, ibid., also
drew attention to similar writing at the end of Wohin D795/2.

18 A similar scheme is found in the Piano Sonata D850 I11, bars 30-36.
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situation. For bar 21 we indicated two types, (a) and (b), under point (vii) in Appendix 1: the
former type may correspond to greater strength on these downbeats, the latter to less strength.

Written-out lingering in different verses

The written-out lingering in bars 20-23 certainly reflects the lyrics of verse 1
excellently. One could, however, consider omitting it in verses 2 and 3, returning to it in verse
4. That would improve the effectiveness of the end of the song and would avoid the too
frequent repetition of the same prominent effect (eight times altogether, if applied to all
verses). Schubert can hardly be imagined as writing explicitly on the score for our benefit
“this may be varied appropriately for the later verses” — he no doubt assumed understanding
performers. We had seen that Schubert’s fermata in bar 15 properly belongs only to the first
verse, so it is not a giant leap to think with similar freedom about the final lingering. Many
might shrink from making this modification, but I suggest they try it.

Final melodic progression

In the last two bars Schubert has added an upper dominant pedal-point, as he very
often did to good effect. Here it poses a problem in that the accompanist would like the
melody in bars 21-22 to be heard moving from d' to f’ (and thence to e’), rather than from d’ to
g'—not an easy task if the g’ is to have the reasonably full sound that its length requires. This
writing is more suited to several instruments of different timbre than to the monotone piano,
and the task may be more difficult on a modern piano than on one of Schubert’s time. A
lateral thinker could consider omitting the top g’ in bars 22-23: it will still be present as an
overtone of the two lower gs and the cs, and its omission will allow a fully convincing echo
of the end of the vocal part (the accompanist might well sing the words silently while playing
this very effective ending, so as to avoid a mere dutiful playing of notes). By making that
omission something is sacrificed, but more may be gained in return.

Final fermata
The final fermata, literally notated in bar 23, might well be intended only for the last

verse. A similar situation arises in other songs, e.g. Das Wandern D795/1 bar 4, where the
fermata surely belongs together with the Fine indication.

Differences between verses

As with many of his strophic songs, it is clear that Schubert has catered in detail only
for the first verse. He has made no explicit change for the other verses beyond matching the
number of syllables in bars 3 and 19. This situation invites lateral thinking, as if Schubert had
said to us “Please make appropriate adjustments for the remaining verses”. A possibility that
few might countenance is to change keys between verses, using perhaps C, B, Bb, C (the
modulation could be assisted by the accompanist if desired, for instance playing the new
dominant chord at bar 23 beat 3); such a scheme could enhance the conveying of the changes
of mood between verses." Yet there are of course limits to lateral thinking: the canon set for
the poem’s last line may be significant only for the first verse, but we should hardly rewrite

¥ Cf. Paul Ulanowsky, The Arts of Song and Accompaniment, uncompleted manuscript available at
http://www.geocities.com/psulo5S@verizon.net , accessed 20 October 2006, p.86: “Bartok’s free use of different
tonalities for different verses seems to suggest an equally free mode of interpretation of the vocal part.” That
book includes a chapter on “Liberties” (pp. 97-107) having more general relevance to the present paper.
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the accompaniment so as to remove the canon in the remaining verses. Again, the sequence in
bars 12-15 is set to the two questions asked by the fellow in the first verse (bars 12-13, 14-
15), each question ending with a rising inflection, but that setting is less appropriate in the
remaining verses where the lyrics are differently formed. The silence in bar 11 is also more
significant in the first than in the other verses.

We now consider briefly each of those remaining verses, in which the occasional
unfortunate accentuations that the music forces upon the lyrics are all too obvious (most
singers include all the verses, but several exceptions will be seen in Table 3). The questions
of the written-out lingering in these verses and of the final fermata (bar 23) were considered
above, and will not be revisited here. In verse 2, the fellow may stand back a little after his
initial optimism, and the performance will reflect that. The accentuation of syllables causes
no problems in this verse.*’ The fermata in bar 15 may be removed here because the sentence
flows on. Verse 3 could be sung more intimately than the others. The inappropriate accent on

“es” in bar 12 could be avoided by eliminating the upbeat and using durations | J MDD l,

though this admittedly modifies Schubert’s characteristic rhythm used in the original. The
lyrics of verse 4 are reflected with more enthusiastic singing now. The accent on “in” in bar
13 is most unfortunate and very hard to avoid, but a reduction of stress on the downbeat will
help.

This concludes our working through of the score; some performances will now be
studied.

SOME PERFORMANCES ANALYSED

Analysing and theorising about a composition may be undertaken in its own right, but
it is important to retain contact with the practicalities of its performance. Listeners, quite
rightly, are most likely to be concerned mainly with how convincingly a performance captures
and conveys a mood and carries the listener along.”' In what follows, however, such general,
directly emotional or personal responses will be set aside while detailed matters are examined
more systematically. The study of the details of particular performances may assist in
weighing up alternative approaches, suggesting new approaches, and may even lead to
revisions in our understanding of the composition itself. On these grounds, any charge of
academic pedantry arising from the detailed observations to be made here may be defended.

Performance of the song would perhaps best be experienced “live”, but here we are
clearly restricted to recorded performances. I selected 15, listed later in Table 3, making some
effort to obtain a historically representative series and to include some of the more prominent

% The grace note in bar 9, if regarded as an acciaccatura in the other verses, could conceivably be
lengthened in verse 2 so that d" and ¢" become triplet 16ths, giving appropriate gentle emphasis to the word
“ganz”.

! In the present case I place Lotte Lehmann at the top in this respect; other listeners will of course have
their own responses.
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performers, but otherwise without following any particular criteria.”* The selected
performances are discussed in the following sections with respect to lyrics, measurement
problems, tempo, and details.

Lyrics

While not wishing to belittle top artists, I nevertheless took the opportunity to
compare the sung lyrics with the composed ones for each selected performance. (The
comparison between the poet’s text and the composer’s reveals only minor discrepancies, as
is mentioned in Appendix 1.) The difference most clearly heard was the one in Lehmann
(1942) verse 1 line 2 “das” —> “dein”, a change which, however, does no harm at all, and may
even contribute by indicating the singer’s concentration on the song’s message rather than
mere memorisation of its more adventitious details. A number of other differences were heard
in word endings.*

Measurement problems

For the following sections certain measurements need to be made from recordings.
The measurement of sung tones is difficult because the vocal onset and termination are not
easily defined, especially when consonants are present. Thus a consonant started early may
give the impression of a sung tone begun earlier than its accompanying piano tone, whereas in
such cases one might preferably judge vocal timing from the vowel onset, which is however
also an unclear moment as the consonant merges into a pitched vowel.** Further, the mere
measurement of the duration of a sung tone is often limited in descriptive significance
because some relevant aspects cannot conveniently be measured, including the singer’s tone
quality as it changes during the course of notes and phrases, and the emotional implications of
the manner of delivery. Timing the ends of tones faces a problem too: the loudness gradually
diminishes and the end as heard depends upon the playback volume setting, which is
arbitrary. Piano tone onsets are simpler to deal with, so they have been chosen for

22 Marshall / Kraus (1979) was omitted: the pianist is not up to the standard of those included here, in
my opinion, and the singer, though a personal favourite of mine, seems not up to her best; the performance is,
incidentally, one of the slowest. Singher / Ulanowsky (c1951) was also omitted: this recording provides a second
chance to hear Ulanowsky, following his memorable accompaniment of Lotte Lehmann (1942), his two
performances seeming quite similar; it has been omitted because the rare recording is unlikely to be available to
the reader.

2 Word endings are sometimes hard to hear with certainty and I report only the more clearly heard
differences. In v3 L6 Fischer-Dieskau (1961) “stillen” —> “stiller” both times (bars 16, 18). In v2 L6 Souzay
(1964) and Wunderlich (1966) “blauen” —> “blauer” both times (bars 16, 18), as well as Lehmann (1942)
apparently “blauen” —> “blaue”. In v4 L3 Schietz (1945) “hellen” —> “heller”. Finally, Duhan sang in v2 L1
“stehn” —> “steh” and a curious matching pair of possibly deliberate variants: vl bar 19 “gehen” —> “gehe” or
“geher” and v4 bar 19 “Sorgen” —> “Sorge”, in both verses only in bar 19, no difference appearing in bars 17
and 21. Crooks (1933) and Pears (1959) might not have been fully at home in the German language, judging by
the consonant beginning “verstért” and, with Crooks, syllables starting with “sz”.

2 1t was observed incidentally that the vowel onset tended to (but did not always) precede the

accompanying piano onset by perhaps about 50ms in the present cases (closer measurement would be needed for
confirmation); however, this more technical matter lies beyond the scope of the present study.
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measurement when a choice was available. The measurement of loudness, not undertaken
here, would involve other difficulties. A further problem can arise from the assumption of
correct playback speed, a not quite trivial question for early recordings on 78s; I have
assumed that the speeds I have to hand are appropriate.

Tempo

I measured from the onset of the first piano chord in bar 5 to the onset of the notes in
bar 23 (thus bars 1-4 and 23 were excluded) — see Table 2. From the averages in the lowest
row of the Table we can see the variety of choices of tempo for the song as a whole. Crooks
(1933) was noticeably the slowest and Pears (1959) the quickest, the proportion between
those two being about 5:4, a difference which is very clearly perceived on listening to the

recordings. Schiotz>® suggested a tempo of 4 = 66; his performance naturally covers a range of
g g8 p p

tempos in the different sections and verses, averaging J=60 (including the fermatas), his

suggested tempo being most nearly approximated in the middle section (bars 12-15).

Table 2. Duration in seconds for each verse, from onset of bar 5 to onset of bar 23.
Initials indicate the singer/accompanist.

V| bM|[CL [HM | LU |SM|WS|PB |[FM]| SB | WG [ AG B/P |B/J F/B E/E |A vg

1 56.8165.4152.6149.2[56.2([55.1| 50 [57.1]59.2|51.2]60.5]54.5]51.5]57.3]53.8 ] 55.4

56.6167.7]156.2]53.4 (60 56.9153.257.2|61.4|54.5(59.157.6(53.8[58.4|53.9 | 57.4

2 58.5 170 56.4157.660.3156.9|51.7|57.5]|61.2|54.6|59.4 54 52.5 57 54.3 | 57.5
3 - - 59.8 - 62.50157.5(55.9(58.1162.957.9159.5|61.6[55.3]60.1]55.9 | 59.5
4 54.6 - 55.9 - 60 58 55.1| 56 62.3|54.4 |57.1 |60.4 [56.1 [59.151.5 ] 57.7
A

From the averages in the right-hand column, a tendency is seen after v1 (verse 1) to
slow down for v2, to slow down further for v3, and from there to increase the tempo a little
for v4. A majority of the performances follows that pattern, which seems to conform well to
the character of the lyrics. However, those timings of complete verses do not tell a very
detailed story; for instance, v4 is likely to involve an increase in tempo at its beginning and a
decrease towards its end.

Details

From the innumerable details that could be studied I have chosen a number (see Table
3 and Appendix 3). The entries in most columns of the Table are indicated as “Lat” for a

2 Aksel Schistz, The Singer and His Art (New York etc.: Harper & Row, 1970), p. 41.
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lateral approach to the matter at hand and “-” for a literal approach, as explained in Appendix
3. It was sometimes hard to make a determination when a question of degree was involved,
and the counting of fractions of beats was difficult when there was a considerable variation of
tempo from bar to bar; I have nevertheless resorted to entering “?”” only when necessary. For
the sake of simplicity, most of the details were studied only in verse 1, as indicated.

Far more detail could be obtained by measuring each note rather than just those
chosen here but, even if the sung tones could be measured satisfactorily, one would quickly
drown in a sea of numerical or graphical data, and the dynamical process of timings and
loudnesses as the piece proceeds would require unachievable sophistication in analysis, to
deal with the relations among the multitude of musical events. Thus a desire for simplicity
was a consideration in choosing the details to study.

[Table 3 is printed at the end of the paper.]

Some of the main details observed will now be summarised, while a fuller description
will be found in Appendix 3. The rhythm in bar 2 is very abrupt if rendered literally; some
pianists broadened it, and again some singers in bar 6, in my view wisely in both cases.
Assimilation of dotted or even rhythms to triplets took place many times, whether the triplets
were present in another part or taken to be implied, the extra syllable in bar 19 of verses 2 and
3 providing a specially good test case. Some singers entered noticeably early on the upbeat to
bar 12. The fermata in bar 15 is clearly applicable to the first verse, but singers used various
methods to avoid or bridge the unwanted fermata in the other verses. A few accompanists
played staccato in bars 16-19, though this seems to me hard to defend, as mentioned earlier.
The long holding of the single note in bar 20 was a problem for some singers. An inclination
was noticed towards performing the end of the song to some extent according the version
shown in Example 5. Although the piano ends the verse by echoing the singer, only about half
the accompanists seemed to match the singer’s inflections.

Some further constructive ideas were noticed, including a rapid shake instead of a
grace note (bar 9), an effective variation of manner between repeated pairs of bars (Bér /
Parsons, bars 16-19 of verses 3 and 4), and even an improvised extra note played when time
needed to be filled in (La Forge, bar 15). Much less appropriate was the rolling or
arpeggiation of chords by La Forge.

CONCLUDING REMARKS ON LATERAL THINKING

Some possibilities for lateral thinking were suggested in our analysis of the
composition, and some were in evidence in the performances studied. In some cases a
performance drew attention to possibilities one might not otherwise have thought of (such as
the variation between bars 16-17 and the repeat in bars 18-19 by Ba r / Parsons in verses 3
and 4). However, conclusions about intentions are not entirely easy to draw from the study of
performances. When the performance does not match the score literally the divergence may
be due to genuine conscious lateral thinking as in the instance just mentioned, but in other
cases to subconscious lateral thinking, technical facilitation, lack of technical control, or other
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causes. Lateral thinking is also to be distinguished from wilful thinking, which would distort
a composition arbitrarily, that is, for insufficient reason: the distinction depends upon taste
and judgement.

The acceptance of lateral thinking faces certain inhibiting forces, for both performers
and listeners. Most performers are trained from their early years to follow the signs on the
page, and considerable effort may be required to look beyond those signs (e.g. to imagine
away the fermata signs in bars 15 and 23 in verses 2, 3, and 4, or to supply signs not present,
such as /legato slurs for the bass part of the accompaniment in bars 16-19). Another inhibiting
force was revealed in a conversation I once had with Olaf Bér: I asked him whether he would
consider applying some improvisation or variants in the manner of Vogl, and he replied that
he was aware of the work of Mussard* (1987) and that he would be interested to do so but
that, for the sake of his career, he had to do what his producers wanted, which was excellent
conventional performance.

Listeners are likely to be perturbed if they do not hear the sacred notes of a
composition just as when they first became familiar with them and as it is assumed that they
“are” or “should be”. No matter how well a more noticeable variant might be musically
motivated, few listeners will be able to take it on its merits, following the musical events as
they happen rather than just applying note-by-note checking, as if by an accountant, of what is
heard versus what was expected; thus there is a conflict between insensitive auditing and
sensitive audition.

Finally, one of the most appealing features of music seems to me to be the opportunity
and even necessity that it offers for escaping the deadening effects of always thinking
literally. I hope I may have induced readers to increase their willingness to allow for
possibilities of lateral thinking in music.
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APPENDIX 1

Table Al. Some details of editions of Morgengruss.

Doubled | Assimilation
Original | Rhythm leadin alienment Bar 21 beat 1
Edition Date 8 y 8 8 LH 2 notes
key bars 3—4 | note bars | bars 16, 17, RH 3 slurs
17,19 18, 19b
Schubert 1823 Autograph considered lost
Schonstein 18237 A dotted yes no mixed
Sauver &
Leidesdorf 1824 C 8ths yes 19b only no
Diabelli 1830 C 8ths yes 16,17,18 (mot | i ved
19b)
Breitkopf &
Hirtel 1895 C 8ths yes no no
Schirmer 1895 C 8ths no no yes
Universal 1901 A? &ths no no mixed
Augener ? C 8ths yes no no
Peters
(Friedlander) 1922 C 8ths no no yes
Bérenreiter 1975 C &ths no no no

Some of the main differences between the editions are indicated in Table A1 and some

are now discussed briefly.

(1) The copy for Schonstein is in 4 major instead of C major (transpositions are of
course generally available for Lieder) and it gives dotted rhythms instead of the four eighth-
note pairs in bars 3-4, as well as other variants.

(i1) Diabelli, possibly reflecting the practice of the singer Johann Michael Vogl (1768-
1840), adds a grace note before the d" in bar 5.

(i11) The grace notes in bars 9 & 10 are printed with a double tail in some editions, a
single tail and slash in others.

(iv) In bars 17 & 19, five editions have b instead of d' (transposed in Schonstein),
creating a doubled leading-note in the accompaniment, clearly an error (the leading-note is
also doubled in bars 16 & 18, but between the accompaniment and voice, which is less

objectionable).

(v) Assimilation of duplet or dotted notation to triplets in their vicinity will be
mentioned later; editors may choose to indicate presumed assimilation by vertical alignment
of the notes on the page. Such alignment is printed by Diabelli for bars 16-18 and by Sauer &
Leidesdorf for bar 19.
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(vi) The dynamic markings in bars 10, 11, 20 & 22 are printed with various lengths in
the different editions; some are printed clearly as decrescendos, while Birenreiter’s are
printed as short accents (in my opinion unlikely) and others are intermediate.

(vii) The first chord in bar 21 occurs in two principal forms: (a) LH 3 notes with 3
slurs, RH only 1 slur (as in Example 1), and (b) LH only the lower 2 notes, RH 3 slurs.

Variants of text underlay between Schubert’s setting and Miiller’s original poems are
listed in the Critical Report to the Bérenreiter edition”® — none is significant. Variants of text
underlay among the editions are not important for our purpose.

2 Walther Diirr, Neue Schubert-Ausgabe, SerielV: Lieder Band 2. Kritischer Bericht (Tiibingen:
Internationale Schubert-Gesellschaft, 1979), pp. 49-50.

_23-



APPENDIX 2

Table A2. Schubert’s works or sections marked 3/4 Massig (vl = 1st version).

Cl;::lts;ll:e Title Bars Fuller indication
D124 Am See (v2) 47-56, 76-83 | —
D142/4 Geistes-Gruss (v3) 7-26 —
D148 Trinklied 1-28 Missig, frohlich
D149 Der Séanger (v1) 1-12; 27-42 | Missig, heiter; Freundlich, missig
D149 Der Sénger (v2) 1-12; 27-46 | Heiter, missig geschwind;
Freundlich, méssig
D195 Amalia 1-18 Missig, lieblich
D211 Adelwold und Emma 531-546 -
D241 Alles um Liebe 1-23 Maissig, herzlich
D246 Die Biirgschaft 437452 —
D297 Augenlied (v2) 145 —
D315 An Rosa | 1-17 Maissig, lieblich
D356 Trinklied 1-23 -
D402 Der Fliichtling 93-114 —
D419 Julius an Theone 81-94 -
D448 Gott im Friihlinge (vl) | 1-50 —
D522 Die Liebe 1-17 -
D526 Fahrt zum Hades 18-58 -
D534 Die Nacht 148-150 -
D554 Uranians Flucht 179-204 -
D559 Schweizerlied 1-12 -
D578 Abschied 1-18 -
D628 Sonett I 4047, 50-80 | —
D756 Du liebst mich nicht 1-57; 1-56 -
(v1,2)
D795/8 Morgengruss 1-23 -
D837 Ellens Gesang I 1-30, 66-91, |-
144-176
D857 Lacrimas (Ach, was 1-133 Missige Bewegung
soll)
D876 Im Janner (Tiefes Lied) | 1-36 Missig, unruhig
D911/5 Der Lindenbaum 1-82 (Originally Missig langsam)
D957/4 Standchen 1-50 -
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APPENDIX 3
Performance details

The details given here are to be compared with Table 3 and the summary discussion in
the text.

Date of recording:
This and much further documentary information has been made available for over 150
recordings.”

Key:

The determination of the key from a recording can be influenced by the playback
speed, especially of 78 rpm recordings; what is reported here is the key in the reproduction
that has become available to me. For some voices a lower key could facilitate the ending
effect (bar 20). Felix (1996) used the lowest key, 4b.

Omitted verses:

In three cases some verses were not sung. This may have been an acknowledgement of
the poor matching of the strophic form to the omitted verses (see earlier under “Differences
between verses”).

Bar 2 (a) speed of 32nd-notes:

The question here is whether the 32nd-notes are to be played literally, which will
probably give a rushed or clipped effect, or laterally, spreading them out by starting them a
little early. In some cases it has been hard to classify the recordings into one of these
categories both because a clear pulse has not been established and because degrees of timing
nuance are involved which may produce borderline cases. It is seen that three accompanists
clearly adopted the spreading out, in my view wisely (see the earlier discussion of this point
under “Rhythmical notation”).

Bar 2 (b) sixteenth-note given greater length:

The last note of this bar may be given greater length to the point of becoming virtually
a triplet sixteenth (see the earlier discussion of the preceding double-dot as fermata under
“Significance of the introduction” and the discussion of Example 4). Only La Forge and Gage
did so.

Bar 4: (Not in Table 3.)
Crooks and Lehmann sang “Guten” to a triplet rhythm (as it might be spoken —
compare the earlier discussion under “Vocal grouping”).

Bar 6 speed of 32nd-notes:
These notes, like those in bar 2, may be broadened. Duhan, Crooks and Elsner made
them virtually sixteenth-notes. Araiza was peculiar here, singing the 32nd-notes ahead of time

* Huib Spoorenberg, ‘The recordings of Franz Schubert Die schéne Miillerin Lieder cycle D 795°,
http://home.tiscali.nl/huibspoorenberg//index2.html (accessed 12 June 2006).
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with the effect of a lurch. In some other cases it is hard to determine the exact rhythmical
view taken by the singer, often apparently one of slight freedom.

Bar 8 dotted eighth — sixteenth-notes literal or broadened:
Most of the singers broadened this rhythm to approximate a triplet. Singers taking a
slower tempo would have less need for broadening the rhythm.

Bar 9 grace note on the beat and broadened? (voice):

Moore®® advised that the grace note should come before the beat as an acciaccatura
and all agreed except for Wunderlich (1966) (Wunderlich, 1957 agreed). Crooks and
Bostridge gave an attractive and expressive quick shake rather than a single grace note. See
also the remark under “Editions” (Appendix 1) on the notation of the grace notes here and in
bar 10.

Bar 10 grace note on the beat and broadened? (piano):

Moore’s advice mentioned for bar 9 applies here too, but his figure was noticeably
slower than Fischer-Dieskau’s in the previous bar. Miiller played the grace note before the
beat but then distorted the rhythm of the next two notes, as if unduly influenced by the beam.

Bar 11 singer enters early:

The singer may enter early here and advance the downbeat of bar 12, in which case the
regular rhythm is not felt. Duhan, Crooks, Lehmann and Schietz entered early by an eighth-
note, Wunderlich (1966) and Felix by a smaller amount. This observation is not intended as a
criticism of those singers, for it may be an example of a lateral attitude taken (probably
subconsciously) to regular rhythm.

Bar 13 (a) dotted eighth — sixteenth-notes literal or broadened?:

The singer has the same rhythm as at the start of bar 8, but now the accompaniment
marks out the intermediate eighth-note. Indeed, most, but not all, performed this rhythm
laterally in bar 8 and literally in bar 13; but one must be careful to time this from the start of
the vowel rather than of the consonant.

Bar 13 (b) is a small pause made after the first of the two questions (verse 1) (apart from a
breath)?:

Such a pause would anticipate the fermata in bar 15. At issue is whether the musical
rhythm or the grammar of the lyrics is to predominate. The pause could be appropriate only in
verse 1 (see the earlier discussion under “Differences between verses”). It would of course
need to be implemented by the accompanist, knowing the singer’s intention. This pause was
made in about half the recordings.

Bar 15 (a) dotted eighth — sixteenth-notes literal or broadened?:
Compare bar 13 (a) as well as bar 8. Most applied no broadening here. Eisenlohr
broadened the sixteenth-note in bar 15 but not noticeably in bar 13.

3 Moore, The Schubert Song Cycles, with thoughts on performance, p. 28.
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Bar 15 (b) fermata applied only for the 1st verse?:

It is clear from the lyrics that the fermata in this bar is fully appropriate only for verse
1 (as mentioned earlier under “Differences between verses”). Three main approaches were
taken by the singers in any given verse: (F) apply the fermata and take a breath, (f) apply the
fermata but do not take a breath (thus building a /egato bridge across the spot), (m) apply
only a minimal, if any, fermata, and do not take a breath. All singers naturally applied (F) for
verse 1, which is therefore not shown in Table 3. The choices made in the other verses are
shown, “*” indicating an omitted verse. In verses 2 & 4 Duhan replaced or preceded the
fermata by a ritardando, to good effect (compare Schubert’s “large fermata”, as in the
Impromptu in Gb D899/3 bar 54); to varying extents others also took this course, which
seems very reasonable according to the lyrics, especially in verse 3 (which Duhan omitted).
Crooks took a similar approach, and in verse 1 his accompanist La Forge applied truly lateral
thinking by filling in the extended time with an additional note g’ following the written 5"!
Bostridge and Elsner both gave only an almost negligible fermata in verses 2, 3 & 4 and are
clearly the prime examples of lateral-thinking singers here (or, rather, they were the most
willing to act upon their lateral thinking, for the others were no doubt also well aware of the
problem).

Bar 15 (c) last note as eighth-note or triplet?:

Here one judges which duration has been sung by comparing it not with the preceding
but with the following material — the vocal triplets ending bar 16 and the accompanimental
material in that bar. In Table 3 “-” = eighth-note (or longer), “Lat” = triplet (or shorter, as by
Schietz); about half the performers thought laterally in this sense.

Bar 16 voice 2nd note assimilated as triplet?:

This is the singer’s “ich”. In Table 3 “-” = eighth-note, “Lat” = triplet eighth-note. The
faster the tempo, the more difficult it is to determine this rhythm, and the range of tempos was
considerable. A rather small difference is involved between the eighth-note and triplet, and if
the syllable starts between the two alternatives it is impossible to determine which was
intended. Araiza seemed so anxious to avoid being heard to sing on the last triplet that he
started “ich” not at the eighth-note position but on the previous triplet eighth-note (g) of the
accompaniment.

Bars 16-19 LH legato or staccato?:

See the earlier discussion under “Legato flowing for brooklet”. Legato seems to me so
natural here that it hardly warrants the term “lateral thinking”; nevertheless, three of the 15
accompanists played staccato.

Bars 16-19 variation for repeat: (Not in Table 3.)
Bér/Parsons varied effectively in verses 3 and 4 between the first section (bars 16-17)
and the repeat (bars 18-19).

Bar 17 (a) last note voice eighth-note or triplet?:

This will not necessarily be sung the same way as the last note of bar 15, which was
unaccompanied and which followed a fermata. Araiza was again ahead even of the literal
rendition (see also bars 16, 18). Most took the lateral approach.
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Bars 17, 19 last note piano lower staff: misprint b instead of d in Breitkopf & Hirtel edition:
(Not in Table 3.)
This was mentioned earlier under “Editions”. All play the d (or as transposed).

Bar 18 voice 2nd note assimilated as triplet?:

Compare bar 16. Araiza was again ahead even of the literal rendition (compare bars
16, 17(a)). Setting aside the cases marked “?”, the choices here match those in bar 16, as was
to be expected.

Bar 19 sixteenth-note assimilated as triplet (verses 2 & 3)?:

Here the difference in timing is fairly slight (1/12 of a quarter-note). Sometimes the
onset varied between the two verses (presumably because the syllable “nach’ requires more
time, including its consonants, than “iA47”"). The lateral approach, with a triplet thythm, was in
the clear majority, which might be taken as a vote in favour of the naturalness of the triplet
interpretation of this notation in appropriate contexts.

Bar 20 duration shortened (esp v2,3.4)?:

A literal performance corresponds to a value of 3 beats. However, as there are no
subdividing notes during the course of bar 20, there is no clear pulse to hear during it, so it is
hard to measure the sung length in beats. A further confounding factor arises from some
performers slowing down the last beat of bar 19. The following comments are therefore
somewhat tentative.

Just over half the measurements (31/55 = 56%) showed the literal 3 beats, the
remainder less, and therefore the average was also less. The slower the tempo taken for the
song in general, the less likely is the literal length to be feasible for the singer. Elsner seemed
to be nearly out of breath here in the 3rd verse, and Schubert clearly did not intend this song
to be a virtuoso one, suggesting that shortening the note may be quite defensible. Duhan
seemed to lose a whole beat each time. Crooks appeared to sing fully according to my
Example 5, together with a ritenuto starting at the last beat of bar 19, clearly favouring a light
resolution on the “downbeat” of bar 21. The lengthening derived from the meaning of the
lyrics for verse 1, and seems to be a little less appropriate for verse 2; the verse averages 2.67,
2.57,2.79, 2.77 tend to confirm this, even if only slightly.

Bar 21 1st chord duration: (Not in Table 3.)

The duration of this chord in beats is often too indeterminate to measure; it may be
influenced by the duration of the singer’s previous note (bar 20), the possible changing of the
pulse on the upbeat notes (bar 19) to that note, and by a general lack of pulse in this region. I
have therefore not attempted to measure it.

Bar 21 piano eighth-note assimilated to triplet?:
To me, a literal eighth-note in bar 21 suggests a “what a good boy am I” attitude,
while a triplet sounds more natural. Nevertheless, relatively few accompanists were willing to
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carry out the assimilation.’’ Many accompanists did not wait for the full length of the dotted
quarter-note that begins this bar.

Bar 19, 21 last 4 notes matching:

In verses 2 & 3 the piano echoes the singer’s bar 19: somewhat paradoxically, a literal
sixteenth-note and a literal eighth-note might well both be notations intended to be performed
as triplets. The question asked here is whether the pianist matched the singer’s manner of
delivery. It cannot be asserted that the matching — in rhythm, tempo and lyrical manner —
should take place, though it seems to me the most natural approach. In Table 3 “s” = same,
“d” = different, “(S)” = slower, “(F)” = faster. The totals are approximately balanced: 13 s, 14

d.

Bar 22 duration:

In this bar accompanists might be expected to match the singer’s rendition in bar 20,
but it will be seen that they often did not do so. In bars 20-23 a clearly felt pulse may not be
present, so a measurement resolution of only 0.5 quarter-note has been attempted. Of the 55
cases ((15 x 4) - 5 unperformed verses), there are 20 cases of equality between the sung and
played versions, 20 of the played version shorter than the sung, and 15 longer (7 of those
latter 15 belonging to verse 4). In verses 1-3 the respective totals are 16, 18, 8 and in verse 4
they are 4, 2, 7, giving the totals over all verses 20, 20, 15. Understandably, the longest cases
were those of the piano in the last verse, the longest of these being Badura-Skoda and
Johnson who both gave the note an extra beat, thus lengthening it to 4 beats. La Forge
matched his singer in supporting my Example 5, together with a little lengthening in verse 2
which was their last verse.

Bar 23 duration (v1,2,3):

In any verse this may be shortened by the accompanist, or more likely by the singer
entering early for the next verse. Such a shortening, if combined with a shortening of bar 22,
is consistent with Example 5. Further, Schubert’s notated fermata may be regarded as
applying only to verse 4 — see the earlier discussion under “Final fermata”. The standard for
measurement is taken to be the duration of the last quarter-note of bar 21, though that is
complicated when the accompanist makes a noticeable pause before beginning bar 22. The
measurement is made by subtracting one quarter-note from the number of quarter-notes to the
st downbeat of the following verse (not available in verse 4, of course, and the fading out of
the sound does not allow a reliable measurement to be made in that verse). Thus the literal
duration is 2 quarter-notes. The averages for verses 1-3 were: 1.50, 1.31, 1.25. Most singers
naturally seemed eager to start verse 4 more vigorously, and that may have induced them to
start that verse quite early (hence the low value 1.25). In only one case (Souzay / Baldwin)
verse 1 had greater than literal duration, as if the fermata were being applied

An observation on style: (Not in Table 3)
La Forge (1933) broke or rolled many chords in the romantic manner; I fear this must
be considered out of style for Schubert.

3! They include Moore, 1961, somewhat surprisingly in view of his remarks in Desmond Shawe-Taylor
(ed), ‘Schubert as Written and as Performed’ (Symposium), The Musical Times (104, No. 1447, September
1963): p. 628.
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Table 3. Some Details of Recordings of Morgengruss (see text).

Sineer Omit Bar Bar Bar Bar Bar Bar
e Date | Key 2a) | 20) | 6 8 9 10
Pianist Verse
vl vl vl vl
32nds | 16th | 32nds 16th grace | grace

Duhan 1928 | Bb 3 - - Lat - - -
Foll
Crooks 1933 C 34 ? Lat Lat L at shake -
La Forge
Hiisch 1935 A - - - - - - ?
Miiller
Lehmann 1942 A 34 ? - - L at - -
Ulanowsky
Schigtz 1945 C - ? - - Lat? - -
Moore
Wunderlich | 1957 C - - - - L at - -
Stolze
Pears 1959 C - - - Lat ? - -
Britten
Fischer-D 1961 | Bb - ? - - Lat? - -
Moore
Souzay 1964 | A - - - Lat L at - -
Baldwin
Wunderlich | 1966 C - ? - Lat L at on on
Giesen beat beat
Araiza 1985 C - Lat Lat Lat - - -
Gage
Bar 1986 | A - Lat - ? L at - -
Parsons
Bostridge 1995 | C - - - Lat |[L at shake -
Johnson
Felix 1996 | Ab - - - ? L at - -
Badura-S
Elsner 1999 C - Lat - Lat L at - -
Eisenlohr
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Sincer Bar Bar Bar Bar Bar Bar Bar Bars
Piarglgis ; Date 11 13(a) | 13(b) | 15(a) | 15(b) | 15(c) | 16(a) 16-19
vl vl vl vl v234 vl vl vl
Entry | 16th () 16th | Ferm | &th Ist 8th | acc’t
Duhan 1928 | Lat - - - F*F Lat - leg
Foll
Crooks 1933 | Lat - Lat - | el - Lat leg
La Forge
Hiisch 1935 - - - - Fff - Lat leg
Miiller
Lehmann 1942 | Lat - Lat - | el Lat - leg
Ulanowsky
Schietz 1945 | Lat - - - FFF Lat Lat leg
Moore
Wunderlich | 1957 - - - - FfF ? - leg
Stolze
Pears 1959 - ? Lat Lat FFF - Lat stacc
Britten
Fischer-D 1961 - - Lat - ftf Lat ? stacc
Moore
Souzay 1964 - - Lat - Fff - ? stacc
Baldwin
Wunderlich | 1966 | Lat - Lat - FFF Lat Lat leg
Giesen
Araiza 1985 - - - - fFf - - leg
Gage
Bér 1986 - - - - mfF Lat ? leg
Parsons
Bostridge 1995 - ? (Lat) - mmm - Lat leg
Johnson
Felix 1996 | Lat - Lat - ftf ? Lat leg
Badura-S
Elsner 1999 - - - Lat | mmm | Lat Lat leg
Eisenlohr
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Bar Bar | Bar Bar Bar | Bars Bar 22 Bar
Singer Date 17(a) 18 19 20 21 | 21-22 vl,2, 23
Pianist vl vl v2,3 | vl,2, vl v2,3 34 vl,2
3,4 3
8th Ist 16th | dur’n 8th 16th dur’n dur’n
8th

Duhan 1928 | (Lat) - ? 2,2, Lat? S 2,2, 11
Foll *2 *2
Crooks 1933 | Lat Lat Lat | 1,1, Lat S 1.5,1.5, | 1.5
La Forge * k * %
Hiisch 1935 | Lat Lat Lat | 3,3, - dd |2223 1.5,1.5,
Miiller 3,3 1.5
Lehmann 1942 | Lat - Lat | 3,3, - S 2,2.5, 1
Ulanowsky * K * K
Schietz 1945 | (Lat) Lat Lat | 3,3, ? s,s(S) |2.5,2.5, | 1.5,1.5,
Moore 3,3 2525 1.5
Wunderlich | 1957 | Lat - - 2.5,3, - dd |[2.525, [20.5,
Stolze 3,3 253 1
Pears 1959 | Lat ? Lat | 3,3, - s,d 2.5,3, 1,1.5,
Britten 3,3 2.5,3
Fischer-D 1961 - - - 3,3, Lat | s,s(S) |2.5,2.5, | 111.5
Moore 33 2.53.5
Souzay 1964 - ? - 3,3, - dd |[3,2.5, 2.5,1.5,
Baldwin 3,3 3,3.5 1.5
Wunderlich | 1966 | Lat Lat Lat | 2.5,2, Lat | s,s(F) |2.5,2.5, | 1.5,1.5,
Giesen 2.5,2.5 2.5,3 1
Araiza 1985 - - Lat | 3,2.5, - d,d(S) | 3,2.5, 211.5
Gage 2.5,3 2.5,2.5
Bar 1986 | Lat Lat Lat | 3,2.5, - S,S 3,2.5, 2,1.5,
Parsons 3,3 =S) |2.5,3.5 1
Bostridge 1995 | Lat Lat Lat | 3,2.5, - dd |[3334 1.5,2,
Johnson 2.5,2.5 1.5
Felix 1996 | Lat ? Lat |2.5,2.5, - dd |[2.525, [1.5,1.5,
Badura-S 3,3 2.54 1
Elsner 1999 | Lat Lat Lat |2.5,2.5, | Lat | d,s(,S) | 3,2.5, 111
Eisenlohr 2,2.5 2.5,3.5
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