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1 Introduction

At the end of the eighteenth and during the nineteenth centuries, many composers were
inspired by German literature, including poetry by Heinrich Heine (1797-1856), Friedrich
von Schiller (1759-1805) and Johann Wolfzang von Goethe (1749-1832).% Especially
the vocal genres, more particularly the nineteenth-century Lied, feature poems by these
renowned German poets. In his article Jar Viclay TomdSek'’s Goethe Lieder, Kenneth
DsLong argues that, althongh Heinrich Heine’s poeins were the ones set to music most,
Goethe's poetry “provided the literary basis for a remarkable flowering of the lied that
began during the final years of the eighteenth century and which lasted to the modern
era”.22 Goethe was well-known across the European lands and also a number of Bohemian
composers set to music some of his poetry.?* Although such musicologists as Kenneth
Delong, Marie Tarantovd, Theodora Strakova, and Jan Smaczny have alluded to the

2 Parts of this paper have been presented at the Annual Conference of the Society for Musicalogy
in Ireland in June 2014, We wish to thank the SMI for the opportunity to present and discuss our
findings with an international audience. Furthermore, we wish to thank our (past and current) su-
pervisor Dr Lorraine Byrne Bodley for her ongoing support and inspiring criticism and Dr Patrick
Devine for his advice and encouragement. Finally, Anja would like to extend her sincere gratitude
to the Irish Research Council for their generous support of her research.

2 DeLong, Kenneth: Yan Viclav Tomégek’s Goethe Lieder, Kosmas, 1988, iss. 7, p. 84. DeLong refers
to Goethe’s new expressive style by applying “freer verse forms, imaginative rhythms, [and] a new
spontaneous freshness”.

¥ For example Vaclav Jan Tomasek (]774 1850), Vaclav T, Veit (1806-1864), Josef Antonin Stépan
(1726-1797), Bedfich Smetana (1824-1884), and Zdenék Fibich (1850-1900).
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friendly relationship between Goethe and Tomasek in their writings,? the actual nature
of this acquaintanceship has not received a great deal of international acknowledgement
and in-depth attention.” Viclav Jan Tomagek’s relationship with Goethe was primarily
based on an exchange of four letters from 1818-1820.% When Tomdasek met Goethe in
1822 for the first time, he introduced some of his Goethe settings to Goethe, who valued
and praised ToméaSek’s Lieder.-Goethe’s fondness for Tom4asek’s settings of his words is
reflected in a statement by Counsellor Joseph S, Gruener (1780-1864), who, after a meet-
ing with Goethe, resumes that: "

At home, Goethe talked a lot about musical compositions, especially those of Zeiter |...]
Then he talked about Tomasek's achievements and praised his artistic compositions.”
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DeLong, K.: Jan Vaclav Tom#Sek’s Goethe Lieder, Kosmas, 1988, iss. 7, p. 71-90; Tarantova, Marie:
Setkani skladatele V. J. Tom48ka s J. W. Goethem, Od Dylené, 1948, iss, 5, p. 57, iss. 6, p. 61-66.
Unforiunately, we were not able to access this article; Strakovd, Thecdora: Toméagkovy pisné na Goe-
thovy texty. Piispévek k poznéni vokdlni tvorby raného romantismu v nasich zemich, Casopis
Moravského muzea 40, 1955, p. 214-252; Smaczny, Fan: Goethe and the Czechs, in: Byrne Bodley,
Lorraine (ed.), Goethe: Musical Poet, Musical Catalyst, Dublin: Press, 2004, p. 159-184.

There are two German-language publications dealing with ToméSek’s encounters with Goethe: von
Buquoy, Margarete: Begegnungen in Béhimen: Goethe, Buguoy, Tomaschek, Munich: Verlagshaus Su-
detenland, 1987; and Urzidil, Johannes: Goethe in Bshmen, Vienna/ Leipzig: Hans Epstein, 1932.

‘We wish to thank the Goethe-und Schiller-Archiv in Weimar and the Czech National Museum
in Prague for providing ws with photocopies of the following correspondence between Tomasek
and Goethe: Toméiek’s letter to Goethe from 29 June 1818, Goethe-und Schiller-Archiv, Weimar,
Signature: GSA 28/79 Bl. 477 and musical attachment: GSA 32/1027; Goethe's letter to Tomagek
1 September 1818, Goetheund Schiller-Archiv, Weimar, Signature: GSA 28/18 (concept); Tomaiek’s
leiter to Goethe from June 1820 archived in the Czech National Museum Prague, Signature: G13684
(concept); Goethe’s letter to Tomasek from 18 July 1820, Goethe-und Schiller-Archiv, Weimar
{concept, original unknown).

Griiner cited after Grif, Hans Gerhard: Goethe fiber seine Dichtungen, Darmstadt: Wissenschaftliche
Buchgesellschaft, 1967, p. 459. “Zu Hause sprach dann Goethe viel von musikalischen Composi-
tionen, besonders von jenen Zelters, [...] Dann sprach er iber Tomascheks Verdienste und lobte
dessen kunstreiche Compositionen.” Goethe’s diary entry on 6 August 1822 confirms Gruener’s
words: “[In the morning] Capellmeister Toméasek from Prague. [...] 10:30 visited the advocate
Frank, where Tomasek played, sang and brilliantly performed some of my songs. Tilt 6pm, when
the advocate Frank, ToméSek and the counsellor Gruener came to visit me; [...] the latter of whom
stayed till late. [With Gruener we talked] About musical compositions, Tom#3ek’s achlevements
and what I am wishing him.” (Goethe cited after Grif, Hans Gerhard: Goethe dber seine Dichtungen,
Darmstadt: Wissenschaftliche Buchgesellschaft, 1967, p. 460. “[Morgens] Capellmeister Tomaschek
von Prag [...]. Halb Bilf zu Gerichtsadvocate Frank, wo Tomaschek von meinen Liedern spielte, sang
und glficklich vertrug. Fiir mich bis sechs Uhr, wo Gerichtsadvocat Frank, Tomaschek und Rath
Griiner mich besuchten; [...] Letzterer blieb bis spit. Uber musikalische Composition, Tomascheks
Verdienste, und was thm zu wiinschen.” ’



Perhaps Goethe complimented on TomaSek’s compositional language, which combines
Classical structural features and Romantic emotionality, as this reflocts the poet’s own
aesthetic understanding of composition. 2

Tomasek set to music forty-five of Goethe’s poems. Forty-one songs are organised in

nine books prevalently composed in Schubert’s Liederjahr 1815, Although Tomasek’s
musical life and works have been subject to a few recent (and not so recent) publications,
Tomasek's Goethe settings have been largely ignored by the musicological research can-
on.* In 1955, Theodora Strakové analysed each song in comparison to Schubert’s Goethe
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DeLong, K.: Jan Véclav Tomasek’s Goethe Lieder, Kosmas, 1988, iss. 7, p. 72-73, For further details
on Goethe's aesthetic understanding of the Lied see Kienzle, Ulrike: Goethe, Johann Wolfzang von,
in: Musik in Geschichte und Gegenwart, Personenteil, 7th volume, 2nd edition, Kassel et al, 2002,
col. 1192-1213. According to Kienzle, Goethe’s aesthetic ideal was vocal music whereby Mozart took
the primat. Therefore, Goethe must have appreciated strophic settings and regular phrasal patterns,
which were used during the Classical period and which recur in all of the Lieder examined in this
article. As a challenge to the composer, Kienzie points to Goethe's expectation that the melodic
and instrumental parts of each strophe should correspond with the textual content of each stanza,
a demand which addresses the challenge to reflect different Romantic emotions by means of multiple
interpretative options in both voice and accompaniment as well as expressive instructions.

It is not known whether ToméSek composed all of his 41 Goethe settings in 1815, However, consider-
ing Tomasek’s first letter to Goethe from 29 June 1818, which included the first book of Tomddek’s
Goethe settings, we can assume that alt of his Goethe Lieder were written, compiled and at least
partly published by July 1818. I this letter, Tomagek writes: “Only under these conditions am I taking
the liberty to introduce to you my innermost desire, namely: to dedicate a separate book (including
the Erlkonig, Der Konig in Thule and Der Fischer) to your name.” Tomégek to Goethe on 29 June
1818, signature: GSA 28/79 Bl. 477, “Nur in dieser Voraussetzung bin ich so frei, E.E. meinen
sehnlichen Wunsch hier zu erdffnen, nmlich: zu einem Separathefte [den Brlkénig, den Kénig in
Thule, den Fischer enthaltend] Dero gefederten Namen vorzusetzen zu diirfen.” Much later (the
exact date is not known), two poems were set for choir, Tischiied von Goethe fiir Tenor und Chor mit
Begleitung des Pianoforte [Table Song by Goethe for Tenor and Choir with Piano Accompaniment]
(op. 93) and Der Heilige Nepomuk (Saint Nepomuk) without opus number. TomaSek’s fascination
for Goethe's Faust culminated in two musical-dramatic settings: Gretchen am Spinnrade aus Goethes
Faust fiir Gesang mit Begleitung des Orchesters [Gretchen at the Spinning Wheel from Goethe's Faust
for Voice and Orchestra] op. 102, in which Tomégek sets Goethe’s poem Meine Rub’ ist hin [My
Peace is Gonel; and Scene mit Requiem aus Gosthes Faust mit Begleitung des Orchesters [Requiem
Scene from Goethe’s Faust with Orchestra], op. 103.

Kabelkova, Markéta: Vdclay Jan Tomdsek (1774-1850) Zivat a dilo (unpublished doctoral thesis,
Karlova Univerzita Praha, 2012); Postler, Miroslayv: Pclay Jan Tomdsek, Praha: St. Knihovna CSR,
1960; Thompson, Verne Waldo: Jan Wenzel Tomaschek: His Predecessors, His Life, His Piano Works,
Rochester/New York: University of Rochester, 1957; Tarantova, M.: ¥ J. Tomdsek, Praha: Orbis,
1946; Viclav Jan Tomések, Plastn! Zivotopis Vdclava Jana Tomdska, ed, by Zdensk Némec, Praha:
Topitova edice, 1941. '

Although Kenneth DeLong pointed to the lack of musicological consideration of Tomasek’s Goethe
Lieder in 1988, only cne relevant publication can be traced between 1988 and now: Smaczny, J.:
Goethe and the Czechs, in: Byrne Bodley, Lorraine (ed.), Goethe: Musical Poet, Musical Catalyst,
Dublin: Press, 2004. However, this publication does not include any analysis of Tomagek’s Goethe

17



settings, an approach which revealed a great number of commonalities and similari-
ties between Schubert’s and TomaSek’s compositional styles and which demonstrated
Toma3ek’s underrated abilities as a Lieder composer.® Two decades later, in 1977, Jan
Panenka discussed ToméSek’s Goethe settings in his unpublished diploma thesis Pisfiovd
tvorba Viclava Jana Tomdika, which includes a limited analysis of Tomasek’s Goethe
Lieder based on Strakova’s research.” In 1988, Kenneth DeLong introduced Toméasek’s
Goethe songs to the English-speaking world, Besides a contextualisation of Tomasek’s
compositions within the nineteenth-century Lleder discourse, his article provides a close
reading of Tomasek’s Schéfers Klagelied, Wandrers Nachtlied, An Linna, and Der Fischer?
By comparing TomaSek’s Lieder An den Mond [To the Moon] and Nachgefiihi [Emo-
tional Restrospect] with Carl Friedrich Zelter’s and Johanna Kinkel’s settings of the same
words, this article ties in with the analytical examinations of our predecessors and will
explore Toma3ek’s compositional language and his various stylistic directions.? Firstly,
a comparative analysis of Toma3ek’s Lied 4n den Mond will be undertaken in order to
show some of Tomasek’s compositional specialities. In a next step, this article will of-
fer a close reading of Zelter’s, Kinkel's and Tomasek's settings of Goethe’s Nachgefiihl,
a methodological step which will emphasise the stylistic differences between the two
chosen Lieder. Finally, this article will reflect on Vaclav Jan Tomasek’s compositional
versatility and its future challenges for the musicological research community.

Lieder but discusses a selection of Tom43ek’s Goethe settings as a whole in the context of the era; it -

also examines the relationship between Goethe and ToméSek on the basis of the composer’s diary.

2 Strakov4, T.: Tomé4Skovy pisné na Goethovy texty. Piispévek k poznani vokalni tvorby raného ro-
mantismu v nasich zemich, Casopls Moravského muzea 40, 1955, p. 218-219.

* Panenka, J.: Pissiovd tvorba Viclava Jana Tomddka (unpublished diploma thesis, Praha 1977)
* DeLong, K.: Jan Vaclav Tomagek’s Goethe Lieder, Kosmas, 1988, iss. 7, p. 71-90.

¥ One might wonder why the authors of this article chose Carl Friedrich Zelter's and Johanna Kinkel's
settings for comparison. Considering the commonalities and differences between ToméSek, Zelter
and Kinkel, a comparison between the three composers seemed especially fruitful in examining
Tomédek’s compositional versatility. Like Tomagek, Zelter (1758-1832) knew Goethe in person
although his acquaintanceship with Goethe was much closer and lasted longer than Tom4sek’s. (For
further details on the relationship between Goethe and Zelter see Byrne Bodley, L.: Goethe and Zelter:
Musical Dialogues, Aldershot: Ashgate, 2009). On the contrary, Johanna Kinkel ( 1810-1858) did
not know Goethe in person at all; her musical acquaintanceship with Goethe’s poetry, however, is
worth noting as her Gosthe settings were reviewed by such renowned nineteenth-century reviewers

as Ludwig Rellstab (Iris im Gebiete der Tonkunst 2, 12 January 1838, p. 5-6), Gottfried Wilhelm -

Fink (d/lgemeine Musikalische Zettung 32, August 1838, p. 524-525), and. Oswald Lorenz (Neue
Zeitschrift fiir Musik 20, 9 March 1838, p. 77-78). Additionally, the differences in relation to gender
and time seemed aitractive for this comparison, an aspect which will be exarmncd again at the end
of this article.
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2 Vaclav Jan Tomasek’s An den Mond:
on the co-existence of folk-like simplicity and chromatic allusions

In the poem An den Mond,* the “lyrical I” wanders through an inspiring landscape and
reflects on various symbols of nature that capture his/ her catharsis from the sorrow of
love.?” At the beginning of the poem, the ‘moonlight enables the protagonist to succeed
in his/ her search for inner peace. The river, which.is referred to in stanzas four and six
accompanies the poet’s lamentation and portrays the passing of time in human life. Nature
and music are united and both offer solace from heartache (stanza six). If the winter
recalls the past, spring awakens the desire for new life (stanza seven). As Lorraine Byrne
asserts in her interpretation of this poem, “the opening image of the moon links with
_ the closing image of the labyrinth, for in both verses Goethe suggests a transition from
darkness to light. [...] Through nature, which is experienced in love, [the protagonist]
finds inner peace.”*

* TomaSek published An den Mond in 1815, the Liederjahr in which he set a large number of Goethe’s
poems and, coincidentally, the same year in which Schubert composed his first (and meore popular)
version of the same words, The song is included in Tomasek’s fourth book, Gedichte von Goethe. It
takes the fourth place in this book alongside the settings Schdfers Klagelied [Shepherd’s Lament],
Selbstbetrug [Self-deception], Erster Verlust [First Loss], and Hochzeitslied [Wedding Song]. At this
time ToméSek was in Count Buquoy’s services as a music teacher and composer. It is not known
why Tomé43ek chose to set these particular poems; however, the longlasting idea to do 50 is claimed
in his autobiography, “Selbstbiographie®, Libussa, 1847, iss. 6, p. 411-441, 438.

¥ As Lorraine Byrne points out, Goethe's poem An den Mond was inspired by Heinrich Leopold
Wagner's musical parody of the same title published in the dimanach der deutschen Musen in 1776.
Goethe wrote this parody during the winter 1777/1778 and sent his version of the lyrics with original
music to Charlotte von Stein (1742-1827). Ten years later, during Goethe's Italian journey, a griev-
ing Charlotte parodied Goethe's Jyrics and sent it back to the poet. The final version of his poem
includes Charlotte’s verses and was published in his Schrifien in 1789. (Byrne, L.: Schubert’s Goethe
Settings, Ashgate, 2003, p. 113-114)

% Ibid, p. 115.
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Table 1: Lyrics, Translation and Formal Structure of Carl Friedrich Zelter’s, Vaclav Jan
Tomagek’s and Johanna Kinkel's An den Mond®

Lyrics Transtatlon Mousical Structure :
Zelter Tomafek Kinkel
An den Mond To the Moon Par | Phrase Bar | Phrase Bar | Phrasec
1-4 Intro,
1 | Fillest wieder Busch und Thal a % Once more you fill bush and valley .[==-1-4 a 5-8 a 1-4 [
Stitl mit Nebelglanz, b | With your misty Bght, P b
Lasest endlich auch einmal a | At last alse you bring 9-12 a 5.8 2
Meine Seele ganz; b | Rest to me; 9-10 postl.
2 | Breitest Gher mein Gefild | ¢ | With calm you spread your brilliant 13-16 b
. . gaze ; 27 gtanza;
Lindernd deinen Blick, d | Over the flelds around me 1= N ) {nat set by Kinkel}
Wie des Freundes Auge mild ¢ | Like my loved one watching my fare | 520¢ %8 1stenza | 17-2¢ b
{Ther mein Geschick. 4 | With his gentle eyes. :
3 | Jeden Nachklang fahlt mein Herz e | Bvery echo fills my heart 21-24 a
Froh- und teiber Zeit, F | With memories of glad T -2 [ b
and sad timeas, 39stanza;
‘Wandle zwischen Freud’ ¢ | [ pass between the happiness same as 1% stanza
und Schmerz and pain 29-32 epil. 13-16 c
En der Elnsambkeit, f | Inloneliness.
4 | FlieBe, flieBe, lieber Flus! & | Flow on, flow on my beloved river!
Nimmer werd’ ich froby; 4 | Happiness will not return to me 4% stanza:
So verrauschie Scherz und Kufl g | Thus they passed from me sama as 14 st;nza
Und die Treue so. & | Laughter, kisses and fidelity.
2 stanza;
same as 1 stanza
5 { Ich besal es doch einmal, a | Though once I field
Was sp kbstlich Ist! { 1 What iz 50 precious! 5" stanza; 2" stanza;
Daf man doch zu seiner Qual a | What one to his torment same as 1% stanze | sameas 1* stanza
Nimmer es vergift! 1 | Will never forget!
6 | Rausche, FluB, das Tal entlang. & | Rumble, o river, along the valley,
Ohne Rast und Ruh, I | Without rest or silence, o stanze;
Rausche, fldstre meinem Sang % | Rumble and whisper melodies i
same as 1% stanza
Melodien zu! I | For my song!
3 stanza;
same as 1* stanza
7 | Wenn du in der Winternacht m | When on winter nights you
Wiitend libarschwillst n | Rage and spill your banks 7 stanza;
Oder um die Frahlingspracht m | Or when you surge around seme as 1% stanza
Junger Knospen quillst, r | The springtime glory of young buds
3 | Selig, wer sich vor der Welt r | Blessed are we who withdraw
Ohne Hap verschllefit, » | From the world without hate, 8% stanza: 3¢ stanza:
Einen Freund am Busen hlt ¢ | Holding a friend to the breast same as 1% sti’mza same as 17 stanza
Und mit dem genieBt, P | And with him enjoy,
4™ stanza;
same as 1% stanza
9 |"Was, von Menschen nicht gewulit g | That which is net known to man
Oder nicht bedacht, m | Or not contemplated, 9t glanza;
Durch das Labyrinth der Brust g | Wandering in the night same as 1% stanza
‘Wandelt in der Nacht. m | Through the labyrinth of the heart.

The difficulty in setting Goethe’s An den Mond, which, according to Lorraine Byrne, is
widely known on account of “the absolute musicality of the verses”,* is reflected by the
manifold ways in which various composers approached and interpréted this poem.” As

» Translation by Scott Horton, <http://harpers.org/blog/2010/02/goetheschubert-_an-den-mond_/>
[accessed 28 April 2014].

4 Byrne, L.: Schubert’s Goethe Settings, Aldershot: Ashgate, 2003, p. 116.

4 Other composers who set to music Goethe’s poem An der Mond include: Karl Sigmund Freiherr
von Seckendorff (1744-~1785), Johann Friedrich Reichardt (1752-1814), Friedrich Heinrich Himmel
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is shown in table 1, Zelter, TomaSek and Kinkel chose three different ways of organising
the poetry formally although all three composers stick to the original poetic form of four
lines per stanza. While the poetic and musical stanzas correspond with each other in
Zelter’s setting (published in 1812) Tom4Sek unites three poetic stanzas in one musical
strophe.* By comparison, Kinkel in her version (which was published in 1838) links only
two poetic stanzas in each musical strophé.** All three composers respond to the poem’s
continuous trochaic metre and the regular strophic, structure by means of even metres
and four-bar phrases, each of which include two poetic lines.

The melodic and rhythmic simplicity in TomaSek’s setting alludes to a folk song. Each
A part is characterised by a stepwise melodic ascent. This melodic figure is emphasised
by a latent second voice in the piano right hand (Ex. 1a).

Ex. 1a: Recurring melodic figure with latent second voice in piano part in Tomagek’s
An den Mond (bars 5-6)%

b B 1 H i — |
9] 4 4 4 —
1.Bi] - lest wie - der Busch und Thal
2.Flies -se, flies - se, lie - ber Flufill
3.Wenn du in der Win - ter - nacht

L]

1]
a4

Interestingly, Carl Friedrich Zelter’s setting, which was produced three years before
TomaSek’s, includes the exact same feature over the second rhyming couplet of each
stanza (Ex. 1b).

(1765-1814), Andreas Jakob Romberg (1767-1821), Moritz Hauptmann (1792-1868), Ferdinand
von Hiller (1811-1885), Bernhard Klein (1793-1832), Franz Schubert (1757-1828), Wilhelmine
Schwertzell, Georg Vierling (1820-1901), Leopold Damrosch (1832-1885), Christian Friedrich
Grimmer (1798-1850), Felix Draeseke (1835-1913), Arnold Mendelssohn (1855-1933), Zdenék
Fibich (1850-1900), and Anton Urspruch {1850-1307),

2 Cf. Strakova, T.: Tomaskovy pisné na Goethovy texty. PHspavek k poznani vokalni tvorby raného
romantismu v nagich zemich, Casopis Moravského muzea 40, 1955, p. 233.

4 Kinkel does not set the second stanza of Goethe’s poem.

# Al excerpts of Tomasek’s A# den Mond have been typeset from Tomaschek, Wenzel Johann: Gea'zchte
von Goethe mit Begleitung des Piano-Forte, book 4 (self-published, c1818). :
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Ex. 1b: Melodic figure with latent second voice in piano in Zelter's An den Mond

(bars 4-6)%

‘s orese. . T
— | —= ———p e h
= & - [» ¢ f — — o—H

DY i t '

15 - sest end - fich “auch en - mal _ mei - ne
l v 1 V«“L l
9 4 - e e = IR
Gbh ; e ™ B e e it e
crese. —
-

X B 5—+3 = —
— i : ! 2 - —

F . r T 3 e
g d

Similarly to Tomagek, Zelter’s Lied also bears folk-like characteristics. The triplets in the
right hand piano allude to a calming lullaby; however, the melodic variety in the piano
accompaniment, which is achieved by dividing each six-crochet unit into two sections of
three crochets each, corresponds directly with the rising tension of the poem (third beat
of bar 4, Ex. 1b). While Kinkel’s piano part also takes on a purely accompanying function,
it is much more challenging due to its multi-note chords; however, as regards melodic
direction, it does not correspond with the vocal part (Ex. lc, bars 1-4).

Ex. 1¢: Melodic independence between vocal part and piano in Kinkel's An den Mond
(bars 1-4)%

i Andante quasi Allegretio,
fy- ; - R —
%—'m-- x— 5| e > = F— s = T
; " ; = : i P f ! 3 3
LFil - lest wie - der Busch und Thal sdll mit Ne - bel - genz,—
2.Flies - se, flies - se, Lie - ber Fluss! nim - mmer werd' ich fob,
3R~ sche, Fiuss, das Thal ent- lang, oh - .mne Rasmt und Ruh,
4.8ee - lig, wer sich vor der Wek oh - ne Hass ver - schliesst,

py & g & a4 T He £ . £ . Bers = 2 .
W%@ =S e
= £

ke & =

)

HHH

TS
il

i

= -

4 All excerpts of Zelter’s An den Mond have been typeset froi:u Friedlinder, Max (¢d.): Gedichte von
Goethe in Compositionen seiner Zeitgenossen, Weimar: Goethe-Gesellschaft, 1896, p. 38.

% ATl excerpts of Kinkel's An den Mond have been typeset from Mathieux [Kinkel], Johanna: Sechs
Lieder fir eine Singstimme mit Begleitung des Pianoforte: Op. 7, Berlin 1838, p. 12-13. We would
like to thank the Universitits- und Landesbibliothek Bonn for their generous permission to publish
excerpts of scores held in their archives. Both scores of Kinkel's Lieder examined in this article are
available in the ULB. .
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In terms of expression, Zelter's, TomaSek’s and Kinkel's settings reflect the progression
of compositional style and popularity from the late eighteenth to the mid-nineteenth
centuries. While Zelter hardly uses 'ciny expressive instructions (he overwrites his setting
“Ruhig” [calm], applies a crescendo over the second rhyming couplet of each strophe,
and instructs the pianist to play the final two bars of each strophe softly), Tomasek uses
a greater number of expressive means. Besides his tempo marking (“Andantino”) and
numerous piaso instructions, he employs a few crescendos and uses a Jorte expression
over the words “Freud und Schmerz”'(happiness and pain; first stanza), “meinem Sang
[Melodien za]” ([whisper melodies] for my song: second stanza) and “Labyrinth der
Brust” (labyrinth of the heart; third stanza). Like Zelter and Tomasgek, Kinkel sets her
Lied in a caim and peaceful tempo. However, Kinkel’s tempo instruction Andante guasi
Allegretto points to the rather challenging piano accompaniment, which, alongside a few
dynamic changes, is characterised by a great number of tempo changes and arpeggios.

In 2 similar way, the harmonic designs of the three compared settings increase their
complexity in correspondence with their chronological order. Zelter’s Lied is based on the
tonic key (E flat major), its dominant (B flat major) and subdominant (A flat major). The
only harmonic exception is made in bar six, when the melodic figure introduced above is
harmonized with two diminished triads over g and d, respectively (bar 5, Ex. 1b). Also
Kinkel and Tomések use diminished chords; however, both of them apply more cormplex
harmonic progressions using the diminished seventh chord which allows for more Te-
mote modulations. While Tomasek does not apply this harmonic feature until the piano
postlude of each musical strophe (Ex. 2), Kinkel’s setting includes diminished seventh
chords at three different places (table 2).

Ex. 2: Chromatic piano epilogue of Tomagek’s An den Mond, (bars 28-34)%

——

e e
'.‘.‘r_‘d.J:--;::.*_::T,:-E;';-:‘;*EE
e e e Y o - F
=== = ==

i i P P2
e at bhs Asf Eb Ay

" Capitalised letters indicate major quality of a chord; lower case letters indicate minor quality of
a chord.
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Table 2: Harmonic design of Kinkel's An den Mond®

Bar | 1 2 31 4|5 6 718 9 10 n 12 |13 14| 15 | 16

Key | 6 [ag7}6| F' [aD G B | B | 6 |6[of) cr-B | PAE | AD ) G | Gt | G G

Tt is striking that both Zelter and ToméSek support'the phrasal regularity of their settings
by means of harmony, whereupon Tomasek applies a more varied harmonic framework
including mediantic relationships in the B part of each strophe (bars 13-20, table 3).
Suggesting a temporary withdrawal from the initial tonic key A flat major, each B part
frst introduces the refative minor key F minor (bars 13-14) and then touches on the
upper mediant ¢ minor (bar 18); in a next step, the harmonic progression is led back
to the dominant E flat major and the tonic key A flat major in the A part (bars 21ff) ty-
ing in with the preceding tonal meander. An additional harmonic modification appears
when the A part returns in bar 21: here, by playing with the tonal relationship between
the dominant key and its relative minor (which is the mediant of the tonic), the repeated
A part begins with the Janus-faced notes ¢ flat and ¢ (first beat, bar 21). It is not until the
fourth beat of this bar (when the note d flat sounds) that the tonic key of A flat major is
established by means of its dominant seventh chord (E flat major seventh).

Table 3: Harmonic design of the B part in TomaSek's An den Mond

Bar 12 21
3 14 15 16 17 18 19 20

Key A Ep-C f - f @ ¢ 6 C oy’

While Tomasek’s setting is based majorly on mediant relations, Kinkel's harmoenic progres-
sion of An den Mond, which does not correspond with the regular four-bar phrasal pattern
suggested by the melodic Jayout of the song, seems more progressive. In his review in the
Neue Zeitschrift fiir Musik, Oswald Lorenz regrets the unusual “tonal offset to A major”
(in bar 12) and the naive return to G major (in bar 13) in this Lied.* The vocal line in bar
13 suggests a parallelism to bar four, so the listener would - as an analogy to bar four -

® The chords highlighted in boxes are diminished seventh chords.

9 Neye Zeitschrift fiir Musik 20, 1338, p. 77-78. “An den Mond von Goethe hat dagegen ein recht
freundliches und gewinnendes Ansehn und wird sich namentlich viele Freundinnen erwerben. An
der Ausweichung aber nach A-Dur, bei der das es (statt dis) sich so furchtlos unter die vielen Kreuze
hineingewagt hat, und an der naiven Riickkehr nach G-Dur ist, wie an der zarten Haltung des ganzen
Liedes vor allem die weibliche Hand zu erkennen,”

24




expect an A minor chord rather than an A major chord here. However, considering the
seemingly more sedate textnal content delivered in bars 11-12, the offset to A major as
opposed to A minor makes sense. Regardless of the reviewer’s gender-biased criticism of
the simple return to G major,” Kinkel proves her tonal variety in the preceding bars, in
which she applies a dimished seventh chord (bar 9) in order to create a harmonic state
of uncertainty in the following bars. Bar"10 touches on a completely new tonal thought
(C sharp major and F sharp minor), followed by a.remote progression (F major seven -
A major) in bar 11. Figuratively, this tonal meander, which is of a much more complex
and remote nature than the respective modulating part B in Toméa§ek’s setting, might
allude to the lack of knowledge referred to in the corresponding line of the final verse:
“Was vom Menschen nicht gewuft, oder nicht bedacht” (That which is not known to man
or not contemplated). Furthermore, it portrays the lyrical I's ramble “zwischen Freud
und Schmerz” (between happiness and pain, first stanza) and the “Labyrinth der Brust”
(labyrinth of the heart, last stanza).

Although, melodically Tomagek’s setting does not incorporate a particularly strong
climax, Tomagek emphasises the key words in the last two lines-of each stanza by means
of varied harmony (Ex. 3).

Ex. 3: Harmonic emphasis on keywords in Tomasek's An den Mond (bars 25-28)
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Besides the forte dynamics, Tomések introduces the key of B flat minor in order to un-
derscore the sadness and loneliness portrayed in the corresponding verses. Tomasek il-
lustrates the protagonist’s wandering throigh the labyrinth of the heart with a chromatic
piano epilogue harmonised with a falling series of consecutive diminished seventh chords

% Torenz seemingly criticises that Kinkel treats the double dominant A major as a substitution of the
subdominant and concludes to G major via the dominant D major. In his review, he states that the
return to G major and the soft setting in general revealed the female authorship of this Lied. For
details on the harmonic progression of Kinkel’s An den Mond see table 2.
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in bars 29-30, before concluding in the initial key of A flat major which connects to the
musical introduction and the opening symbol of the moen (Ex. 2},

3 ViclavJ an‘Tomééek’s Nachgefiihl: on harmenic complexity and rhythmic variety

Bearing in mind the rather less elaborate compogitional complexity in Tomések’s Goethe
setting An der Mond, let us now turn to the Lied Nachgefiihl, with which Tomasek engaged
musically at about the same time as An den Mond (1815-1818)."! Goethe wrote this poem
in 1797 and entitled it "Erinnerung” (Memory) when it was first published.” It is a love
song in which feelings are released while remembering the past. Only by recalling the
female name Doris in the last line, the poem reveals its full meaning, In his diary, Tomasek
mentions the Lied Nachgefithi as one of the works he played to Goethe during their first
meeting in Cheb (Eger) in 1822.5 Although some fragments of Goethe’s reaction to
Tomagek’s settings are bequeathed, his opinion about this song is not known.

In a similar way to An den Mond, all three composers stick to the traditional melodic
four-bar phrasal pattern, whereby each musical phrase equals two poetic lines. Tomasek
and Kinkel choose a 4/4 metre in correspondence with the trochaic metre of the poem;
Zelter uses a 3/8 metre, but the melodic accents and the harmonic rhythm clearly support
the even metre of the poem. In terms of formal design, Kinkel's Lied Nachgefiihl is char-
acterised by a very simple strophic formal structure, which corresponds with a straight-
forward harmonic pattern centring on the tonic¢ key E major and its dominant B major.
By comparison, both Zelter’s and TomaSek’s settings of the same words, both of which
are noted as through-composed songs, are far more complex. As indicated in table 4, the
two outer sections in Zelter's three-part setting (A and A’, which include phrases a and
b, and a’ and b’, respectively) feature similar compositional traits while Tomé3ek sets the
three poetic stanzas to three totally different musical strophes (ABC).

3t Nachgefiihl is included in the first book of Tomasek’s Goethe settings {op. 53, no. 4) alongside the
Lieder Heidenrislein (Wild Rose), Néhe des Geliebten (Proximity of the Beloved), Matlied (May
Song); Trost in Trinen (Solace in Tears), and Wer kauft Liebesgitter? (Who will buy these cupids?).

32 Strakovd, T.: Tomaskovy pisnéd na Goethovy texty. Piispévek k poznéni vokalni tvorby raného ro-
mantisimu v nadich zemich, Casopis Moravského muzea 40, 1955, p. 223.

) Tornaschek, W. 1.: Selbstbiographie, Libussa, 1850, iss. 9, p. 331.
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Table 4: Lyrics, Translation and Formal Structure of Carl Friedrich Zelter’s, Véclav Jan

to the
Tomadek’s and Johanna Kinkel’s Nachgefilhl
i . Musical Structure
Lyies Transtation Zelter Tomasek Kinkel
Bar | Phrase | Bar | Phrase
Nachgefuhl Emoti B Fhra
acee motional Retrospot 16 | Into | 82 |Jamo. | i
)ethe | 1 | Wenn die Reben wieder blihen, 2 | When the prapes are in blossom, 9 P 36 14 a
, Riihret sich der Wein inz Fasse, b | The wine is being steered -1 a - & -
aged in the berrel, A
| Wenn die Rosen wieder gliihen, & | When the roses are in blossom, 17-24 | b A
oefn WeiB ich nicht, wie mir geschieht. ¢ | Then [ de not know what 7-10 | b 5-8 b
IOVE is bappening to me. 25.97 | interl.
the 2 | Tcanen rinnen von den Wangen, d | Tears run down my cheeks, 2 114
- Was ich tue, was ich Lasse, & | No matter what I do, sl I "o
iSek Mur ein unbestimet Verlangen d | 1 only et an unknown desire B ——
first Fahl ich, das dic Brost durchgliht. | ¢ | Straight from my heart. 36-43 | d st | g B | came as 17 stanze
1 to . 44-51 | interl,
) 3 | Und zuletzt muf) ich mir sagen, e En:;ly. when I take a moment to s3-59 | & 522 | e
dic Wean ich mich bedenk und fasse, | & | I do remember that o A e | ¢ e stanza:
3 Dafi in solchen schonen Tagen ¢ | On such lovely days, = b - ;
sek Doris einst fiir mich gegliht. ¢ | Doris used to show me her love, same e I stanza
111; 70-75 | postl. | 27-28 | postl
ort
- - Both Zelter and Tomagek use a piano introduction as well as a piano postlude in order
it to establish the tonic key. However, Zelter’s piano introduction and his postlude are
T considerably longer than Tomasek’s and he also includes piano interludes between the
h individual vocal sections, which grant the Lied a more artistic (and pianistic} touch,
e Interestingly, TomaSek, like in An den Mond, employs a chromatic bass line in his piano
- ' postlude, which includes a half-diminished seventh chord over a; a diminished seventh
€ chord over b; a German augmented Sixth chord; and a dense interplay with mediantic

relationships (Ex. 4). Harmonically, this postlude is much more complex than the post-
tude of Tomasek’s Lied An den Mond.

Ex. 4: Piano postlude in Tomagek's Nachgefiihl (bars 26-29)%

K

LM 1D

% All excerpts of TomaSek’s Nachgefith! have been typeset from Tomaschek, W. J. Gedichte von Goethe
fiir den Gesang mit Begleitung des Piano-Forte, Op. 53 (Miinster, reprint 2003), p. 9-10.
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Unlike in 4n den Mond, Tomasek also employs a great deal of modulation and varied

‘harmony within the vocal parts (Table 5).

Table 5: Harmonic design of TomaSek’s Nachgefiihl

34stanza ‘ postlude

Bar | 1 2 3-4 5 6-7 8 9 - 10 T 12 13 14 15 16-17 | 18
Key | G D GD | &N | DF a |G-ap”-G-D| Ge |BEB| e €4 I | G-ci* |F-b-Fi 'b
1*stanza 2stanza
19 0|2 2 23 (2425 26 27 28 29
F-e | 'a [b-aE| a | DG |aAd|GaD| G |Db-CGers| D" | €

While, in Tomasek’s Lied, the tonic key (G major) is established in the first stanza, the
entire second stanza is made up of a modulation which stretches into the third stanza.
It is not until the second phrase of the third stanza (bars 23ff.) that the initial tonic key
is re-established. This dense harmonic language including unexpected harmonic turns
and remote chords might reflect the “unbestimmt Verlangen” (unknown desire} voiced
by the lyrical protagonist in the corresponding verse. In a similar way to Tomagsek, Zelter

applies modulation in the middle section of his Lied (Table 6).

Table 6; Harmonic design of Zelter's Nachgefiihl

28

Bar | 1-8 | 9-16 |17-20|21-24|25-27|28-29| 20 [31-34| 35 | 36 (37 | 38 (39 | 40| 41 | &2 [ 4
Key | G 6 Be | AD |DDG| P g 0 jg | 6| c|e®|D| g |Be|lpn]|D
prel. 17 stanza interl. 2 stanza
44-51(52-55] 56-59 | &0 | 61 | 62 .53 64 |65-66| 67 | 68 | 69 jH0-75
gDG| 6D | G-CGD | B e | A by G C G o G G
interl. 3dstanza postl.




In addition to a descending circle of fifths progression in the first stanza (bars 17-24),
Zelter employs an interplay between the tonic key G major and g minor, which is especi- -
ally seen in the second piano interlude (bars 44-51). Interestingly, Zelter, like Tomasek,
emphasises the words “unbestimmi Verlangen” (unknown desire) by means of Janus-faced
harmony as he applies a diminished seventh chord at the corresponding bar (bar 38).
Besides the complex harmonic pattern of Nachgefiihl another remarkable coincidence
links Toméasek with Zelter, who was the first composer to set Goethe’s poem Aolsharfen
in 1829. Goethe had written the words of this poem into Tomasek’s memorial album
when they met briefly in 1822.%° However, Tom4Sek himself never set to music these
words of Goethe’s.’

As regards the melodic progression of Nackgefiihl, both Zelter's and Tom4aSek’s settings
are characterised by a great deal of melodic decoration and embellishment. In addition
to this, Zelter’s variation in the third musical stanza (A’) is reached by a prolonged motif
over the word “einst” (once; bars 65~67), which emphasises the retrospect approach to
the love gone by. Neither Kinkel nor Tomasek stress this aspect to the same extent. Com-
paring the three seitings, Kinkel's melodic line sirikes on account of its contrast between -
the individual musical phrases (Ex. 5). Furthermore, Kinkel’s setting includes a distinct
nielodic climax (bar 6), which stresses the words “glithen” (blossom; first stanza), “Ver-
langen” (desire; second stanza) dnd “schdnen Tagen” (lovely days; third stanza). Kinkel
clearly aims to stress the positive memories of the “Iyrical I's” beloved rather than the
fact that the love is over.

In Tomésgek’s setting, the lack of a high-contrast melodic line is balanced by an inter-
esting rhythmical pattern of quaver chords in the left hand alternating with quaver rests
appearing in the piano right hand, which, supported by an alla breve metre, alludes to
such Czech folklike elements as the polka. The legato bass line supports the harmony. All
three composers are rather modest with dynamic expressions: Zelter does not include any
such means and Kinkel only instructs the performer to play and sing the entire piece softly
(piano); she employs a crescendo at the beginning of phraSe b. Toméasek’s Lied is also set in
piano and includes a crescendo; however, this occurs over the words “Thréinen rinnen von

5 Strakové, T.: Tomaskovy pisné na Goethovy texty. Piisp&vek k poznédni vokdlni tvorby raného
romantismu v nagich zemich, Casopis Moravského muzea 40, 1955, p. 218.

56 During Tomagek’s brief meeting with Goethe in 1822, Goethe, at Tomagek’s request, wrote into the
composer’s memorial albiim a commemoration in the form of the first two verses from what would
later be known as Aolsharfen, released in 1827 as a part of the Trilogie der Leidenschaft. (Released
in Gedichte. Ausgabe letzter Hand, 1827) The poet titled the poem for Tomadek's memorial album
Liehe Schmerziicher Zwie-Gesang, unmittelbar nach dem Scheiden (Lovelorn Duet, Sung After Par-
ting). This poem was written during Goethe's infatuation with Ulrike von Levetzow immediately
after their farewell in the summer of 1822. Goethe wrote the poem on his way from Mariensbad
to Eger. He gave these lines to Tomagek saying: “I created something diplomatic in memory of our
encounter, I will be happy to know that you will remember it when you look at these lines.” (“Da
habe ich Ihnen etwas Diplomatisches zur Erinnerung an unser Zusammentreffen gemacht; es soll
mich freuen, wenn Sie beim Anblick dieser Zeilen sich dessen erinnern”, in Tomaschek, W. J.:
Selbstbiographie, Libussa, 1850, iss. 9, p. 328-332).
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den Wangen” (Tears run down my cheeks), which Tomé4Sek might have considered an im-
portant line. This is also recognisable in the melodic progression of this line (bars 11~ 12,
ex. 5). Here, the descending melody corresponds directly with the textual content of the
corresponding line. Furthermore, Tomasek, on the words “Fiihl ich, das die Brust durch-
gliiht” (Straight from my heart), prolongs the dotted quaver pattern initially established in
the vocal line, which results in a steady crotchet pattern in order to siress the “Iyrical I's”
desire for love. In the last stanza, where this desire is finally unfolded and the “lyrical I's”
lost love is given a name, the vocal line is doubled in the upper notes of the piano right
hand (bars 15-18), an effect which stresses the protagonist’s strong feelings about the
Jove gone by. The beloved’s name, Dotis, is portrayed by a linear ascent forming a tritone
(g#-a-b-c-d in bars 24-25), which pinpoints the lyrical protagonist’s sorrowful reminis-
cence.

Ex. 5: Melodic tines of Kinkel’s, Tomaek’s and Zelters Nachgefiihls"'

% Excerpt from Johanna Kinkel's Nackgefiihl has been typeset from Mathieux {Kinkel], J. Sechs Lieder

fiir eine Singstimme mit Begleitung des Pianoforte: Op. 10, Bein 1839, p. 3; excerpt from Carl Fried-

rich Zelter’s Nachgefith! has been typeset from Zelter, C. F. Neue Liedersammlung, Zitrich/ Berlin
1821, no pagination. :
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Résumé: Viclav Jan Tomasek as a versatile Lieder composer?

It is important to note that both Zelter and Tomasek employ a complex harmonic pat-
tern and a (partly) through-composed formal design in their settings of Goethe’s poem
Nachgefithl. While Johanna Kinkel’s setting of these words is characterised by harmonic
and strophic simplicity, her Lied An den Mond is much more challenging in terms of har-
mony and pianistic skills than Zelter's and Tomagek’s versions of this Lied, Considering
the tonal corpus, which centres on the tonic, dominant and rarely-used diminished chords,
the supportive function of the piano accompaniment and the modest use of such expres-
sive means as dynamics and arpeggios in Zelter's Lieder, we can conclude that both
of Zelter’s Lieder examined in this article do not differ from each other in terms of
harmonic and expressive complexity or challenge to the pianist. On the contrary, both
Kinkel’s and Tom#a3ek’s settings analysed above are very dissitnilar, While Kinkel’s setting
of An den Mond is fairly complex in relation to the harmonic progression and the piano
accompaniment, the harmonic design and piano part in Kinkel's Nachgefiih! are very
straightforward. On the contrary, Toma3ek’s setting of An den Mond is less complex than
Nachgefithl, although both Lieder deal with similar emotional situations as they both are
closely linked with love and loss,

This article has shown that several compositional approaches to the same words may
stress different textual aspects of a poem by using varied features of melody, harmony,
formal design, expression, and piano accompaniment, an obssrvation which may be ex-
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plained by means of tradition and aesthetic understanding. Possibly more importantly,
however, this article has exposed two different compositional approaches to poetry by
Viclav Jan Tomasek. While Tomasek’s version of 4n den Mond seemed rather conventio-
nal in terms of harmony and quite simple in relation to the formal and melodic concepts,
his Goethe-Lied Nachgefiihl, by employing a more complex harmonic pattern and more
diverse melodic turns, throws a different light on Toma3ek as a Lieder composer. In his
examination of selected Goethe-Lieder of Tomagek’s, Kenneth DeLong concludes that:

In his songs as well as in his piano music, Tomdsek developed certain musical idioms -
particular melodic and harmonic patterns, accompanimental figurations, and, most im-
portant, specific formal and structural models - which he is content to repeat with slight
variations. When there is a happy match between one of his “solutions” and a particular
poem [...] the result is an excellent song. When the structure of the poem Is less regular
or its emotional implications less conventional, Tomdsek is markedly less successful ®®

While DeLong’s conclusion led us to insert a question mark behind our title and the
characterisation of Vaclav Jan Tomagek as a versatile Lieder composer, we would now

like to make an attempt to reflect on this question (mark) using as a basis the analysm of

Tomaiek’s two Lieder An den Mond and Nachgefiihl.

The analysis of these two Lieder demonstrates that Tomadek’s style differs from one
song to the other in relation to the compositional characteristics mentioned by DeLong.
By applying different styles and different levels of complexity, ToméSek includes typical
features of both the Gesellschaftslied and the Kunsilied, an observation which was also
made by DeLong.®® Although DeLong points to the parallels between this historical
transition and Tomasek’s style, he explains Tomasek’s use of musical idioms by means
of a missing “quality of imagination ... that finds a fresh musical solution to the setting of
each poem, an imagination that can freely go beyond comfortable convention”.®

In response to DeLong’s conclusion and under consideration of our own analysis,
we would like to raise two points that might ignite further discussions and might inspire
future research. Firstly, it is impossible - and it would be unreasonable - to try to make
a definite statement about Tomé3ek’s compositional style on the basis of two songs.
Therefore, it would be a desirable goal to undertake a more in-depth investigation of
all of Tomasek’s Goethe-Lieder in order to establish further differences (and commo-
nalities) between these songs. Such an approach would result in a more representative
sketch of Tomadek’s compositional style and aesthetic understanding. Additionally, one
might also consider Toma43ek’s settings of other poets in order to find out whether or not
Tomasek used certain compositional patterns for particular poets’ words. Secondly, this
article poses the question whether it was solely a “lack of imagination” which determined

%8 DeLong, K.: Jan Véclav ToméaSek’s Goethe Lieder, Kosmas, 1988, iss. 7, p. 82,
¥ Ibid, p. 82.
€ Tbid., p. §2.
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Tomasek’s compositional style. It is widely known that social environments, employment
conditions, expectations to the audience and the clientele as well as self-censorship on
account of anticipated friends’, family members’, arid acquaintances’ preferences may have
an influence on a human’s (creative) thinking and output. The musicological research
canon has only started to take into account theories of publication and cultural studies.
Thanks to the increased interest in geﬂder-felated issues within the context of historiogra-
phy, Johanna Kinkel’s reception in and her reaction.te reviews of the contemporary print
media has at least been noted, although it has never been discussed at depth.! However,
very little effort has been made to apply within the context of musicology more recent
theories originating from the fields of cultural and historical media studies - addressing
both female and male composers and musicians.

How much do we know about the aesthetic preferences that ruled Toméa3ek’s soc1a1 en-
vironment? Is it possible that Tomagek (perhaps subconsciously) applied mechanisms of
self-censorship on account of his expectations to his audience, his employer, his reviewers,
Goethe (whom he met in person), or his musical successors? In other words, do we know
whether or not Toméagek’s compositional style might have been (partly) influenced by
some (unknown or, at least, un-recognised) instance other than his own imagination?
In order to find possible answers to these questions, we would like to encourage an ex-
ploration of Tomasek’s Lieder within the larger context of their personal, historical and
compositional-aesthetic background. Not only would such an interdisciplinary approach
enrich the research canon being concerned with Vaclav Jan Tomadek, but it would also
contribute to the overall socio-cultural history of the Lied. TomaSek’s Lieder, representing
the transition from the Classical to the Romantic period by applying stylistic features
of both eras, might serve as an excellent - but so far underrated - cornerstone for such
- a large-scale undertaking.

& Monica Klaus (Johanna Kinkel: Romantik und Revolution [Cologne, 2008]) and Hermann Résch
Sondermann (“Johanna Kinkel. Emanzipation und Revolution einer Bonnerin”, in Bonn. 54 Kapitel
Stadigeschichte, ed. by Joseph Matzerath [Bonn: Bouvier, 1989], p. 179-188) allude to Kinkel’s role
as a female composer and musician in their book and article, respectively.
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Viclav Jan Tomagek (1774-1850): A Versatile Lieder Composer?
A Comparative Analysis of Selected Goethe Settings
by Carl Friedrich Zelter, Viclay Jan TomaSek and Joharma Kinkel

Abstract

Carl Friedrich Zelter (1758- 1832), Vaclav Jan Tomadek (1774~ 1850) and Johanna Kinkel
(1810-1858) share at least two commonalities: firstly, they produced a great deal of vocal
music, particularly Lieder, so that their compositions influenced the development of the
nineteenth-century Lied in one way or the other. Secondly, all three composers set to
music Goethe’s poems although their (personal) relationships to Goethe differed from
each other. Zelter, a very close friend of Goethe’s, paid extraordinary attention to the
poet’s work and its musical potential which is recognisable by means of both the great
number of Goethe-Lieder produced by Zelter and the rich musical discussions inctuded
in Goethe and Zelter’s correspondence. Unlike Zelter, Tomasek met Goethe only a few
times and his bequeathed correspondence with Goethe is fairly small. Although Goethe
praised Tomasek’s settings of his poems on several occasions, Tomasek’s Goethe-Lieder
are rather unknown. Johanna Kinkel never met Goethe in person; yet Goethe's poetry
takes a significant place within her Lieder (Euvre. Especially her early Lieder composi-
tions, which were published in 1838 and 1839 and which include four Goethe settings,
were received with great enthusiasm by the contemporary musical print media.

By means of comparative analysis, this article aims to shed light on a selection of
Zelter’s, Tomagek’s and Kinkel's Goethe settings. As a transitional musical character be-
tween the Classical and the Romantic periods, Viclav Jan Tomé3ek applied compositional
features originating from both eras and his compositions thereby serve as a link between
the rather Classically-oriented composer Zelter and Kinkel whose compositional style
reflects typical Romantic features. Using as an analytical pasis the two Goeihe-Lieder
An den Mond and Nachgefiihl, this article depicts differences and similarities between all
three composers’ compositional styles as well as between the two Lieder of each individual
composer. The aim of this article is to place Tomasek’s compositional versatility within
its own context and, as a result, to suggest possible directions for future examinations of
Tomégek's (and other composers’) (Goethe)-Lieder.
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Vaclay Jan Tomések (1774-1850): Viestranny pisiiovy skladatel?
Komparativni analyza vybranych kudebnich zpracovani Goethovych basni
od Carla Friedricha Zeltera, Viclava Jana Tomaska and Johanny Kinkelové

Abstrakt

Carl Friedrich Zelter (1758-1832), Viclav Jan Tomagek {1774~1850) 2 Johanna Kinke-
lova (1810-1858) se shodujf nejméné ve dvou skutednostech: zkomponovali velké mnoZ-
stvi vokalni hudby, zv145té pisni, jeZ urGitym zplisobem ovlivnily vyvoj pisné 19. stoleti.
Tito tfi skladatel¢ taktéZ zhudebnili Goethovy béasné, agkoliv se jejich (osobni) vztah
ke Goethemu od sebe ligil. Zelter, Goethfiv velmi blizky pitel, vénoval mimofddnou po-
zornost basnikovu dilu a jeho hudebnimu potenciélu, coZ je zfejmé z velkého mnoZstvi
zhudebnénych Goethovych basni pravé Zelterem a hojnosti hudebnich diskusi reflekto-
vanych v korespondenci obou umélcil. Tomasek se na rozdil od Zeltera setkal s Goethem
jen parkrat a jejich vzdjemna dochovana korespondence je pom&rné skromna. I kdyz se
Goethe nékolikrat pochvalné vyjadfil o Tomaskove zhudebnéni jeho bésni, Tomé4skovy
pisné na Goethovy néméty jsou spide neznamé. Johanna Kinkelova se s Goethem nikdy
nesetkala; nicméné Goethova poezie zabird vyznadné misto v jeji pisfiové tvorbé. ZvIasts
jeji rané pisné, publikovany v letech 1838 a 1839, zahrnujici &tyii zhudebnéni Goethovych
basni, byly dobovym hudebnim tiskem pFijaty s velkym entusiasmern.

Prostfednictvim srovnavacich analytickych metod si tato studie dala za cil osvétlit
vybrané pisné na Goethovy texty zkomponované Zelterem, Tomaskem a Kinkelovou.
Viéclav Jan Toméasek, jehoZ tvorbu miiZeme povaZovat za pfechod mezi hudebnim klasi-
cismem a romantismem, uZival kompozi€ni prvky obou obdobi, a proto slou# jako idedlni
propojeni mezi spise klasicky orientovanym Zelterem a Kinkelovou, jejiZ kompoziéni styl
obsahuje typicky romantickeé rysy. Na podklad2 analyzy dvou zhudebnénych Goethovich
basni An den Mond a Nachgefiihl tato studie zobrazuje odlidnosti a podobnosti mezi té-
mito tfemi skiadatelskymi kompoziénimi styly, stejnd jako mezi dvéma pisndmi kazdého
ze skladateld. Cilem tohoto &lanku je naznagit Tomaskovu kompoziéni mnohostrannost
& navrhnout moZné sméry budouciho vyzkumu Tomaskovych pisni (na Goethovy texty),
ale i pisni dal¥ich skladateli.
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