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For those who make me smile



ABSTRACT:

JOHANNA KINKEL’S LIEDER COMPOSITIONS AS A
SOCIO-POLITICAL AND CULTURAL MIRROR OF HER
TIME:

A REFLECTIVE INTERPRETATION

Johanna Kinkel’s (1810-1858, née Mockel, then Mathieux, then Kinkel) biography
combines both an unusually strong cultural and socio-political engagement on the one
hand and the self-perception of a typical nineteenth-century mother on the other. This
dissertation seeks to examine the relationship between Johanna Kinkel’s artistic and
theoretical oeuvre and her unconventional personality, her biography as a wife to the
German revolutionary Gottfried Kinkel (1815-1882), and her strong socio-political
engagement.

By focusing on Kinkel’s seventy-eight Lieder publications, this dissertation
examines Kinkel’s published musical output under the consideration of her
unconventional biography on the one hand and her ambition to enrich, and yet conform
to nineteenth-century thematic and compositional aesthetics on the other. Major
findings are the following: Johanna Kinkel’s love songs can be considered
autobiographically anchored and thus provide valuable insight into Kinkel’s emotional
states of mind. Kinkel’s political settings reflect the socio-political climate of the time;
however, they also took an active role in shaping the cultural identity of the
Maikaferbund and, more generally, the democratic movement of the 1840s. Besides
political and love songs, Kinkel also set a number of songs in praise of nature, all of
which reflect different aspects of nineteenth-century Romanticism. Comparing Kinkel’s
compositional aesthetics with those of her contemporaries, it is striking that Kinkel’s
compositional style is diverse and cannot easily be pigeonholed, an aspect which points
to the blurring of such dichotomies as the public and the private domain,
professionalism and amateurism, and ‘masculine’ and ‘feminine’ styles. These
dichotomies are research tools, but they do not fully reflect the nineteenth-century
reality. Finally, in accordance with Nicholas Cook’s concept of musical scores as social
scripts, Kinkel’s multifarious biography is reflected in her Lieder, but both her
biography and her Lieder are also a significant part of nineteenth-century history and
thus shape this part of history rather than only passively reflecting it.
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ABBREVIATIONS

A. Abbreviations in the body of the text, footnotes, bibliography, and
discography

All. fer. Allegro feroce

D major D major chord

D major’ dominant seventh chord with the note D in the root
D minor D minor chord

ex. example

n. d. no date

n. p. no pagination

n. publ. no publisher

ULB Universitats- und Landesbibliothek Bonn

B. Abbreviations in tables, figures and musical examples

D D major 1t6 Italian augmented sixth chord
d D minor LH Piano left hand
Db D-flat major postl. postlude
D# D-sharp major prel. prelude
D’ dominant seventh chord with the | rep. repetition
note D as the root
dam diminished seventh chord with the | RH Piano right hand
note D as the root
Dm(inex.) D minor 2 upbeat to bar 2
Ger6 German augmented sixth chord

C. Pitch notation abbreviations

The following system of notation is used when register is specified

o
o _
9 —_ —_
""“ [@ ]
~V
D))
2 3 4
CC C c ct c c c
=
> - [®)

el

efill
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INTRODUCTION

1 Background

The title of this dissertation suggests a number of presuppositions. Firstly, the
significance of Johanna Kinkel as a nineteenth-century female composer, pianist, poet,
music pedagogue, writer, journalist, mother to four children, and wife of the German
revolutionary, poet, and professor, Gottfried Kinkel, deserves special attention. Johanna
Kinkel published seventy-eight Lieder during a period of thirteen years from 1838 to
1851. Her unusual socio-political standing was elaborated impressively by Kinkel’s
most recent biographer, Monica Klaus.! Although this thesis suggests a focus on
Kinkel’s Lieder, the context within which those Lieder were composed, performed,
reviewed and received is an important avenue through which those compositions shall
be examined. Katharine Ellis, in her unpublished lecture ‘Music Criticism, Generic
Contracts, and Speech Acts’, interprets genre as a ‘generic contract’, which ‘develops a
predictive capacity’ and establishes a code of social behaviour and expectations by the
audience.? Considering Kinkel’s socio-cultural frame of mind, it should be insightful to
examine the generic contract between her Lieder and their audience.

The second presupposition of this dissertation, to borrow Nicholas Cook’s
words, is that ‘music is both a reflection and generator of social meaning’, and therefore
‘music becomes a resource for understanding society’.3 In a similar way to Cook, Susan

McClary states that:

! Monica Klaus, Johanna Kinkel: Romantik und Revolution (Cologne, Weimar, Vienna: Béhlau, 2008).
Hereafter referred to as Klaus, Johanna Kinkel.

2 Katharine Ellis, ‘Music Criticism, Generic Contracts, and Speech Acts’ (unpublished paper, conference
Nineteenth-Century Music Criticism, Lucca, 10-12 November 2015).

¥ Nicholas Cook, ‘Between Process and Product: Music and/ as Performance’, The Online Journal of the
Society for Music Theory: Music Theory Online, 7.2 (2001), 1-31 (p. 31)
<http://www.mtosmt.org/issues/mto.01.7.2/mto.01.7.2.cook.html> [accessed 12 June 2016]. Hereafter
referred to as Cook, ‘Between Process and Product’.
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Music does not just passively reflect society; it also serves as a public forum within which
various models of gender organisation (along with many other aspects of social life) are asserted,
adopted, contested, and negotiated.*

Benjamin Binder suggests that, while a score-based interpretation offers great insight,
the frame of reference should be opened, as the performance context can be as
important as the score.> Cook defines scores as ‘choreographing a series of real-time,
social interactions between players’ and argues that ‘performance is not the
reproduction of texts but a cultural practice prompted by scripts’.6 He concludes that ‘to
call music a performing art, then, is not just to say that we perform it; it is to say that
music performs meaning’.” If there are no actual recordings or performances available
for examination, Cook encourages an analysis of music through the lens of a
performer.? In a similar way, Barthes bemoans that music history is mostly based on
pheno-song, i.e. ‘everything which, in the performance, is at the service of
communication, of representation, of expression’, rather than geno-song, i.e. the diction
of a language, to which he refers as the ‘grain of the voice’.® Like Cook, he advocates
an approach geared to the listener’s and performer’s experiences rather than a
composer- or author-based examination of music. Johanna Kinkel’s music was
performed among her friends and her more distant acquaintances and contemporaries,
an aspect which increases both the significance of Kinkel’s oeuvre and the
questionability of her underrepresentation within the musical and musicological

research and performance canons.

* Susan McClary, Feminine Endings: Music, Gender, and Sexuality (Minnesota: University of Minnesota
Press, 2002), p. 8. Hereafter referred to as McClary, Feminine Endings.

® Benjamin Binder, ‘The Lied from the Inside Out’, in ‘Colloquy: Studying the Lied: Hermeneutic
Traditions and the Challenge of Performance’, convened by Jennifer Ronyak, Journal of the American
Musicological Society, 67.2 (2014), 543-82 (pp. 553-55). The entire colloquy is hereafter referred to as
Ronyak, ‘Colloquy’.

® Cook, ‘Between Process and Product’, pp. 15-16.

" Ibid., p. 31.

% Ibid., p. 30.

9 Roland Barthes, ‘The Grain of the Voice’, in The Responsibility of Forms: Critical Essays on Music,
Art, and Representation, ed. by Roland Barthes, transl. by Richard Howard (New York: Hill and Wang,
1985), pp. 267-77 (pp. 270-73). Italics in original. The volume The Responsibility of Forms: Critical
Essays on Music, Art, and Representation is hereafter referred to as The Responsibility of Forms.
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A third presupposition is that the term ‘mirror’ as suggested in my title calls for
clarification. The potential of music to ‘reflect and generate’ social meaning as stated by
Cook stresses the interpretative perspective in the sense of both performance and
musical historiography. At the same time, Cook’s idea of the script implies a reciprocal
relationship between music and society. If music is strongly influenced by societal
factors, those societal paradigms may also be shaped by the music which performs
social meaning. In his monograph The Lied: Mirror of Late Romanticism, Edward F.
Kravitt explains that ‘the Lied clearly mirrors the influence of dominant trends of the fin
de siécle through its music and texts’ and also ‘reflects the social aspirations that unified
fin-de-siécle Germany’'®. | propose that Johanna Kinkel’s Lieder serve as a mirror of
their own time and that I, as their interpreter, draw on their reflections in relation to their
potential as a social script to exhibit, evoke, and contribute to the creation of nineteenth-
century socio-political and cultural paradigms. Thus, the term ‘mirror’ suggests that my
study is an interpretative examination of Kinkel’s Lieder and her time, and that the

relationship between the nineteenth-century Lied and its time is a reciprocal one.

2 Aims

This study pursues three general aims. Firstly, this dissertation aims to introduce
Johanna Kinkel and her Lieder to an international audience. Johanna Kinkel’s biography
includes many aspects which are unknown to the international musicological and socio-
cultural research community. Her middle-class social standing in combination with her
strong will to further develop her chance to be accepted within her social stratum, her
marriages, her engagement with politics, her musical activities in Berlin and Bonn, her
involvement as a journalist, her emigration to London, and the constant balancing of

family on the one hand and publicity on the other hand bear witness to a diverse

0 Edward F. Kravitt, The Lied: Mirror of Late Romanticism (New Haven/ London: Yale University
Press, 1996), p. vii.
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lifestyle and point to a rather untypical allocation of gender roles, an aspect which calls
for consideration also in relation to Kinkel’s songs. Secondly, a close reading of
Johanna Kinkel’s Lieder promises a deeper understanding of her life and her socio-
political and cultural circumstances. 1 consider Johanna Kinkel’s compositions an
important resource of her own and her contemporaries’ ideas, because her Lieder may
carry autobiographical information that is linked to Kinkel’s social environment.
Thirdly, a contextualisation through a comparative analysis of a selection of Kinkel’s
Lieder with other composers’ settings of the same words will assert more clearly
Kinkel’s compositional and music-biographical personality within the larger context.
Examining Kinkel’s Lieder and biography in isolation may be fascinating, as her
biography boasts many unusual facets and her Lieder are aesthetically diverse.
However, a contextualisation of Kinkel’s songs within her own time promises to reveal

compositional-aesthetic insight which would otherwise remain unconsidered.

3 Research questions

Kinkel’s rather progressive biography along with the autobiographical note of her works
lead to the central research question of this thesis: can Johanna Kinkel’s Lieder be
considered a socio-political and cultural mirror of her time? By focusing on different
thematic and aesthetic aspects, | ask the following sub-questions. In terms of Kinkel’s
biographical background, in how far can Kinkel be considered a woman of her own
time? Which poets did Kinkel set, who performed her music and in what kind of venues
and socio-cultural contexts were Kinkel’s songs performed? Are Kinkel’s songs
autobiographical and if so, on which levels? Do Kinkel’s political songs carry political
information and to what extent can this content be considered influential in relation to
the formation of cultural identity? Furthermore, | ask in what way Kinkel’s nature

settings reflect typical Romanticist thought. Moreover, | consider the question as to how
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far Kinkel’s compositional style set itself apart from her contemporaries’ styles, and
whether the differences between Kinkel’s and her contemporaries’ musical languages
can be explained by means of both Kinkel’s biography, and the socio-political and
cultural circumstances of the time. Finally, I ask to what extent Kinkel’s reception is
and/ or was typical within the nineteenth- and twenty-first-century reception contexts

and what we may learn from this observation.

4 Rationale for the study

Although there is some literature dealing with Johanna Kinkel as a revolutionary
available in the German language, there are only a few English publications about
Kinkel and there is no English monograph on her at all. In the preface to Monica
Klaus’s Kinkel biography Johanna Kinkel: Romantik und Revolution, Annette
Kreutziger-Herr calls for a consideration of female composers’ biographies within
musical historiography.'! This task has been completed by Monica Klaus. As a next
step, | suggest an in-depth examination of Kinkel’s Lieder and a contextualisation of her
Lieder oeuvre within the nineteenth-century socio-cultural discourse, an approach which
will contribute to Kinkel studies, Lieder research, and, more generally, the study of

nineteenth-century socio-cultural history.

5 Delimitations of the study

This study does not take into account Kinkel’s unpublished Lieder and duets, Scottish
songs, and Singspiele. There is a box of sixty-seven sheets of manuscript scores

archived in the Stadtarchiv Bonn. The manuscripts include twelve Scottish songs, six

1 Klaus, Johanna Kinkel, p. x.
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duets without piano accompaniment, and parts of the Singspiel Die Assassinen.? I also
found parts of an unpublished Lied (‘Vineta’ by Wilhelm Miiller) on an autograph
archived in Berlin, which proves that Kinkel must have composed more Lieder than she
published.® Furthermore, there is a fragment of a Lieder collection archived at ULB,
which includes a few transcriptions of other composers’ songs and some of Kinkel’s
compositions; it originates from Kinkel’s own hand and is dated 1856/57.* Some of the
Lieder included in Kinkel’s Singspiele were published as part of Lieder opus numbers
and these individual songs are included in this study. Moreover, the selection of
composers (and settings) in Chapter I1.5 is rather arbitrary; it reflects the current archive
situation in Berlin. Many of the compositions planned to be taken into account initially
were impossible to access due to war damage, a hurdle with which many scholars in
German studies will be familiar. Finally, 1 approach Kinkel’s Lieder from the
perspective of a musicologist, enriched by such other disciplines as literary studies,
cultural and gender studies, media studies, and history. While it would be highly
interesting to conduct a study of song and meaning through the lens of psychoanalysis, |

echo Jonathan Dunsby’s regret that:

Psychoanalysis has barely touched it [song] in the past hundred years, although ‘song’, say, is
such an obvious candidate for the psychoanalytical mill in the sense that some supposedly
structured entity (music) can be accessed via drives and meanings evident in narratives (poems,
for example, not unlike life stories and, of course, especially recollected dreams); one may be
impressed by psychoanalysis as a discipline for having largely stayed away from this elusive

territory”.*®
This dissertation does not consider possible psychoanalytical aspects in the sense of

scientific psychoanalysis, although it touches on the potential of both poetry and song to

12 Bonn, Stadtarchiv, SN 098
<http://www.archive.nrw.de/LAV_NRW/jsp/findbuch.jsp?archivNr=20&klassld=20&tektld=115&id=29
6&expandld=18> [accessed 26 November 2015].

13 Berlin, Staatsbibliothek zu Berlin, PreuRischer Kulturbesitz, Musikabteilung mit Mendelssohn-Archiv,
Mus.ms.autogr. Kinkel, J. 1 M.

14 Johanna Kinkel, Fragment eines Liederbuchs, ULB E 4' 756/6 Rara:15.

15 Jonathan Dunsby, Making Words Sing: Nineteenth- and Twentieth-Century Song (Cambridge:
Cambridge University Press, 2004), p. 26. Hereafter referred to as Dunsby, Making Words Sing.
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express, record, and evoke feelings and emotions;*® the relationship between meaning
and interpretation of poetry;'” and Darryl Jones and Stephen Matterson’s idea that the
‘purpose of art is to impart the sensation of things as they are perceived and not as they

are known’.®

6 Methodology

6.1 Author’s position

Peter J. Rabinowitz states that ‘what you hear and experience is largely dependent upon
the presuppositions with which you approach it’.** According to Rabinowitz, there are
two levels of reading/ listening: the technical level, and the attributive level, both of

which ‘allow the listener to turn the raw material of sound into a musical experience’.”’

Therefore, Rabinowitz explains that:

[H]istorical reconstruction has less to do with determining the number, pitch, and type of
instruments that produced the sounds at the premiere, or even with determining the practices that
governed their performance, than with discovering the attributive screens through which they

were processed by their intended listeners.?
In line with Rabinowitz, | endeavour to explore the context within which Kinkel’s
Lieder were received during her lifetime. At the same time, however, | am aware of my
own biases. Firstly, | examine Kinkel’s life and work in retrospect with a huge pool of
both primary and secondary sources available to me. Secondly, | am aware that my own

gender and nationality will inevitably influence my thinking about Kinkel. Thirdly, my

TS, Eliot, On Poetry and Poets (London: Faber & Faber, 1956), p. 19; Tom Furniss and Michael Bath,
Reading Poetry: An Introduction, 2nd edn (Harlow: Pearson Education, 2007), p. 6.

" Edward Cone, ‘Words into Music: The Composer’s Approach to the Text’, in Sound and Poetry:
English Institute Essays 1956, ed. by Northrop Frye (New York: Columbia University Press, 1956), pp.
3-15 (p. 9). The entire volume is hereafter referred to as Frye, English Institute Essays 1956.

'8 Darryl Jones and Stephen Matterson, Studying Poetry (London: Bloomsbury, 2011), p.38. Italics in
original.

19 Peter J. Rabinowitz, ‘Chord and Discourse: Listening through the Written Word’, in Music and Text:
Critical Inquiries, ed. by Paul Scher (Cambridge: Cambridge University Press, 1992), pp. 38-56 (p. 39).
The entire volume is hereafter referred to as Scher, Music and Text.

2 Ibid., p. 40.

2! Ibid., p. 55.
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academic background as a musicologist and media researcher will surface in this work
as my perspective on media, journalism, and newspaper reviews has clearly been shaped
by such concepts as agenda setting (McCombs/ Shaw); the uses and gratifications
approach (Blumler/ McQuail; Blumler/ Gurevitch/ Haas/ McQuail/ Katz); Siegfried
Weischenberg’s theory of influences on the journalist; and Winfried Schulz’s concept of
news factors and news value. Fourthly, my writing for a musicological audience might
have influenced my approach and my selection of information
(Erwartungserwartungen, Luhmann).?? Fifthly, such linguistic phenomena as the lack
of expressive simultaneousness and the dichotomy between thought concepts and
written language are worth noting.?® | value Lann Hornscheidt’s call for a more
politically correct approach to language geared to gender differentiation. However, my
work, although it demonstrates gender awareness, addresses a target group which is not
primarily anchored within the field of gender studies and therefore does not explore

language to the extent of new word formations or other non-standard linguistic means.

6.2 Song analysis and musical meaning

In his essay ‘Theory and Practice in the Analysis of the Nineteenth-Century Lied’, Kofi
Agawu depicts four models of song analysis: firstly, the ‘assimilation model’, which
constitutes that ‘music swallows the words’; secondly, a model based on the assumption
that words and music are in an irreducible relationship, whose analytical applicability is
questionable as it does not identify the nature of the relationship; thirdly, the ‘pyramid
model’, according to which the words provide the meaning and the music (only)

supports the significance of the text; and fourthly, a model which I will call the circle

22 A good overview of media usage and media effect theories is given in Michael Kunczik and Astrid
Zipfel, Publizistik: Ein Studienhandbuch, 2nd edn (Cologne: Béhlau, 2005).

2 See Lann Hornscheidt, feministische w_orte: ein lern-, denk- und handlungsbuch zu sprache und
diskriminierung, gender studies und feministischer linguistik (Frankfurt/ Main: Brandes & Apsel, 2012);
Lann Hornscheidt, Was tun? Sprachhandeln — aber wie? W_Ortungen statt Tatenlosigkeit: Anregungen
zum antidiskriminierenden Sprachhandeln, 2nd edn (Berlin: AG Feministisch Sprachhandeln, 2015).
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model’. This model shows that there is an essence of song different to its ingredients,
but which, like the second model, does not identify this essence (Fig. 1a).** Agawu
criticises all four models for their dependency on ad hoc reasoning and their text-to-
music approach, which assumes that the text was there first and the music was
composed accordingly.?® As a solution Agawu suggests a taxonomy in which the music
comes first, but Lawrence Kramer holds against this point that ‘at least since the
Renaissance, solo song has defined itself as a means of expression tied to the words it
enunciates’.?® | agree with Kramer, but I also see Agawu’s concern of ignoring the
music when taking a text-to-music approach. In a similar way to Agawu, Jiirgen Thym
and Ann C. Fehn bemoan that many analyses interpret the music on the basis of the
words’ content.?” They advocate an analysis of song geared to structural features (e.g.
metric, rthythmic, and formal dimensions) in order to ‘extend the traditional analysis of
relations between poetic imagery and musical form to a more differentiated
investigation of poetic and musical structure as they relate to ideas and images’ rather
than musical form and poetic content alone.?® This idea is supported by Northrop Frye
in his 1956 essay ‘Lexis and Melos’, in which he points to the structural parallels of
music and poetry, and, more recently, Rufus Hallmark, who calls for an analysis of

structural commonalities of music and poetry.” Like Fehn and Thym, Frye, and,

? Kofi Agawu, ‘Theory and Practice in the Analysis of the Nineteenth-Century “Lied”, Music Analysis,
11.1 (1992), 3-36 (pp. 5-7). Hereafter referred to as Agawu, ‘Theory and Practice’.

% Ibid., pp. 8-10.

% Lawrence Kramer, ‘Beyond Words and Music: An Essay on Songfulness’, in Musical Meaning:
Toward a Critical History, ed. by Lawrence Kramer (Berkeley/ Los Angeles/ London: University of
California Press, 2002), pp. 51-67 (p. 63). Hereafter referred to as Kramer, ‘Beyond Words and Music’.
The volume Musical Meaning: Toward a Critical History is hereafter referred to as Musical Meaning.
2" Ann C. Fehn and Jiirgen Thym, ‘Repetition as Structure in the German Lied: The Ghazal’,
Comparative Literature, 41.1 (Winter 1989), 35-52 (p. 33).

% Ibid., p. 52.

% Northrop Frye, ‘Introduction: Lexis and Melos’, in Frye, Sound and Poetry: English Institute Essays
1956, pp. ix—xxvii (pp. X—xi); Rufus Hallmark, ‘On Schubert Reading Poetry: A Primer in the Rhythm of
Poetry and Music’, in Of Poetry and Song: Approaches to the Nineteenth-Century Lied, ed. by Jirgen
Thym (Rochester: University of Rochester Press, 2010), pp. 3-36 (p. 7).
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Hallmark, literary critic Terry Eagleton stresses that poetic content and poetic form are
inseparable.*

In terms of methodology, Agawu points out that ‘song analysis is a boundless
activity’ and therefore ‘we need to isolate certain dimensions’ in the end.*! In light of
this, it is my aim to apply a combination of both Agawu’s fourth model, enriched by a
fourth circle (‘context’) (Fig. 1b), and a music-to-text approach (e.g. in relation to the
lengthy Heine ballad ‘Don Ramiro’ and the comparative musical analysis in Chapter
11.5). Where possible, I take on board Agawu’s suggestion that ‘the connections drawn
between words and music are ad hoc and provisional, and should ideally be set against
s 32

other connections’.

Fig. 1a: ‘Circle model’ of song analysis® Fig. 1b: Modified ‘circle model’

music > < words

music >

Thus, T refer to song as an individual artwork (rather than a ‘text with music’ or a
‘music with text’), but what is my understanding of musical meaning? Lawrence

Kramer explains that:

Musical meaning is understood as communicative action and therefore as embedded in a
continuous texture of psychological, social, and cultural relations. [...] The form taken by
musical meaning is the construction of modes of subjectivity implicating and ‘condensing’ larger

dramas of social and cultural identity.**

| portrayed this aspect in my modified circle model with the large circle labelled

‘context’. However, how does music signify meaning? Based on the concepts of

% Terry Eagleton, How to Read a Poem (Malden: Blackwell, 2007), p. 66.
31 Agawu, ‘Theory and Practice’, p. 13.

%2 Ibid., p. 30.

* Ibid., p. 8.

3 Lawrence Kramer, ‘Introduction’, in Musical Meaning, pp. 1-10 (p. 7).
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semantics (‘the order of discourse no unit of which signifies in itself’) and semiotics
(‘the order of articulated signs each of which has a meaning”), Roland Barthes explains
that music has both a semantic and syntactical dimension but no semiotics.* Lawrence
Kramer takes this idea further and asserts that the linguistic concepts of syntax and
semantics correspond with the ‘duality of purely formal patterns [combinatory features]
and external meaning [connotative features]’.*® In light of this, Kramer depicts that
‘song is a form of meaningful utterance that varies between two modes of presentation’,
namely the ‘vernacular mode’ and the ‘cultivated mode’, which implies that music
responds to the meaning of an ‘independent, usually pre-existent text’.®” Kramer
therefore sees in such phenomena as ‘songfulness’ and ‘overvocalisation’ a ‘purposeful
effacement of text by voice’ associated with ‘emotional and metaphysical extremes,
blurrings of ego boundaries, and [instability] of identity’, in short, a loss of meaning.*®
Contrary to Kramer and in line with Agawu, however, | argue that such musical
representations of ‘emotional and metaphysical extremes, blurrings of ego boundaries,
and [instability] of identity’ have the potential to generate rather than lose meaning, so |
regard those features as especially interesting within song studies. In line with Agawu’s

ascertainment of music’s potential for ad hoc reasoning, Kramer argues that:

The music of a song is a composition before it is a setting, and it never ceases to radiate a tacit
richness of implication, to insist on the paradoxical blend of particularity and indefiniteness that

belongs to music alone.*
Therefore, Kramer proposes that ‘voice is what matters, not the poem’.40 Based on this
observation, Kramer defines song as a ‘transmemberment of speech’, a compound
derived from ‘transformation’ and ‘dismemberment’, from which he concludes that the

‘rhetorical mode of music is an extreme metonymy, and that the language of song

% Roland Barthes, ““Rasch™, in The Responsibility of Forms, pp. 299-312.

% Lawrence Kramer, Music and Poetry: The Nineteenth Century and After (Berkeley/ Los Angeles/
London: University of California Press, 1984), p. 5. Hereafter referred to as Kramer, Music and Poetry.
%" Kramer, ‘Beyond Words and Music’, p. 63.

% Ibid., p. 63.

% Kramer, Music and Poetry, pp. 169-70.

“0 Ibid., p. 126.
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constantly tries to reinstate the imagery that the music of the song displaces and
elides’.*! Referring to the potential of poetry to record, express, and evoke emotions and
feelings, Lawrence Kramer poses the question whether ‘song [is] so intensely [...]
expressive because it comes exquisitely close to intoning all those things that we forbid
ourselves to say’.*” There is no room for further elaborations on psychoanalysis and
psychology here, but Kramer’s observation that song has the potential to bypass or
overcome self-censorship encourages an examination of Kinkel’s songs in so far that,
considering Kinkel’s socio-cultural background, Kinkel’s songs might reveal aspects of
her psychobiography which do not surface to the same extent in her non-musical output.

Methodologically, Jonathan Dunsby voices doubts whether song can be
analysed as an individual entity or an ‘idealised fourth language’; he advocates a music-
analytical approach to hermeneutics.*® While I concur respectfully with Dunsby that it is
practically impossible to analyse song as a ‘fourth language’ without breaking it up into
its ingredients, poetry, music, and context, as | suggested in the modified circle model
(Fig. 1b), I propose that a combination of musical, literary, and contextual analysis
might do song more justice than a purely music-analytical approach which only
considers musical form, i.e. harmony, melody, structure, and rhythm. Furthermore,
Dunsby argues that if we were to examine the vocality of the Lied, ‘it will be important
to continue to explore it as a performed experience’.** Thus, | suggest that, in order to
scrutinise whether Kinkel’s Lieder can be considered a mirror of Kinkel’s time, I shall
take into consideration music- and literary-analytical features as well as nineteenth-

century reviews of Kinkel’s compositions and performances.

* Ibid., pp. 125 and 169-70.

*2 |bid., p. 170. ltalics in original.

* Dunshy, Making Words Sing, p. 6.

# Jonathan Dunsby, ‘The Lied Itself’, in Ronyak, ‘Colloquy’, p. 575.
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6. 3 Thesis Structure

My thesis is divided into two volumes. Volume one includes the introduction, part I,
and the first two chapters of part Il of my dissertation; volume two includes the final
three chapters of part Il, the conclusion, appendices, and the bibliography. Part |
contextualises Johanna Kinkel’s biography, her music-pedagogical work and writings,
and her private and public reception. Part Il is devoted to a close reading of Kinkel’s
Lieder and is divided into five chapters. Following a brief overview of Kinkel’s
productivity, the poets she set, and performers/ performance venues (11.1, Volume 1),
there are four analytical chapters, divided by means of thematic categories of Kinkel’s
Lieder. This division is a methodological step and should not be understood as an
attempt to pigeonhole Kinkel’s Lieder into certain thematic classifications without
allowing the merge of these categories. Firstly, | explore the autobiographical scope of
Kinkel’s love songs (I11.2, Volume 1). Secondly, | elaborate on the possibility of
Kinkel’s political songs having contributed to the cultural identity of the Maikéaferbund,
and more generally the democratic movement of the 1840s (11.3, Volume 11). Thirdly, |
examine in what way Kinkel’s nature songs reflect Romanticism and how these
phenomena relate to the aspects of autobiography and socio-political meaning (11.4,
Volume II). Fourthly, by way of comparative analysis, | contextualise Kinkel’s

compositional style among her contemporaries (11.5, Volume 11).

7 Literature Overview

Most of the primary sources related to Johanna Kinkel are archived at the ULB, an
aspect which made my research far easier than expected initially. An important tool for

the uncovering of archival material is Ulrike Brandt-Schwarze’s Findbuch, which lists
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all documents related to Johanna and Gottfried Kinkel archived at the ULB.*
Furthermore, Ulrike Brandt-Schwarze and her colleagues’ edition of all Maikéafer
journals is an excellent source as it records Kinkel’s literary activities with the
Maikaferbund.”® As regards Johanna and Gottfried Kinkel’s correspondence, Monica
Klaus and Norbert SchloBmacher’s three-volume edition of letters is an incredibly
valuable publication, which includes many meticulously researched annotations and
explanations.*’ In 2015, the inventory of the Bonn Stadtarchiv was reviewed and
updated, a step through which more manuscripts and documents related to Kinkel
emerged.”® Further useful primary sources include letter editions of Kinkel’s
contemporaries; Kinkel’s memoirs, published by Kinkel’s son Gottfried Kinkel (junior);
as well as the Lieder, novellas, poems, and short stories published by Johanna Kinkel
during her lifetime and posthumously. Finally, 1 examined a number of nineteenth-
century newspapers and music journals during two research trips to Berlin in August
2014 and March 2015.

In terms of secondary sources, Johanna Kinkel has been considered an important
figure of nineteenth-century German politics for a long time. Anna Blos included
Kinkel in her selection of ten outstanding women of the 1848 German revolution as
early as 1928; J. F. Schulte wrote a short Kinkel biography using her letters and
personal legacy in 1908.*° Johanna Kinkel’s daughter Adelheid von Asten-Kinkel also

contributed to the literary canon on Kinkel as she published several articles in the

** Ulrike Brandt-Schwarze, Nachlass Gottfried und Johanna Kinkel: Findbuch (Bonn: n. pub., 2001)
<https://www.ulb.uni-bonn.de/die-ulb/publikationen/findbuecher-inhaltslisten/kinkel> [accessed 25
November 2015].

*® Der Maikéfer: Zeitschrift fiir Nichtphilister, ed. by Ulrike Brandt-Schwarze and others, 4 vols (Bonn:
Stadtarchiv, 1982-85). Hereafter referred to as Brandt-Schwarze and others, Der Maikafer.

*7 Johanna and Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!: Der Briefwechsel zwischen
Gottfried und Johanna Kinkel: 1840-1858, ed. by Norbert SchloBmacher, compiled by Monica Klaus, 3
vols (Bonn: Stadtarchiv und Stadthistorische Bibliothek, 2008). Hereafter referred to as Johanna and
Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!.

* Among the materials archived at the Stadtarchiv Bonn are Paul Kaufmann’s legacy and the Kinkel-
Sammlung. I am grateful to the Bonn City Archive for sending me a pdf file of Paul Kaufmann’s
Findbuch which | was unable to find online.

** Anna Blos, Frauen der deutschen Revolution 1948: Zehn Lebensbilder (Dresden: Kaden, 1928); J. F.
Schulte, Johanna Kinkel: Nach ihren Briefen und Erinnerungsblattern (Munster: Schéningh, 1908).
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Deutsche Revue in 1901 and 1902.>° Furthermore, the early endeavor to make Kinkel
known to the public is represented by Marie Goslich, Max Pahncke, and Paul
Kaufmann, all of whom published selected parts of Kinkel’s correspondence in the
Preuische Jahrbiicher.®® It needs to be noted that Paul Kaufmann’s, Marie Goslich’s
and Adelheid von Asten-Kinkel’s accounts may have been subject to bias due to family
relations.>* Moreover, the tone of some of the annotations in these early publications
does not conform to twenty-first-century research standards. The same observation is
true for Else Thalheimer’s 1922 account of ‘Johanna Kinkel als Musikerin’ (Johanna
Kinkel as a Musician), a PhD dissertation which undertakes a musical analysis of
selected Lieder and offers a flavour of early twentieth-century music-analytical and
historical practices.™

In the second half of the twentieth century, we are presented with a number of
survey publications which, following early feminist attempts to write women into
history, include essays mostly dealing with the revolutionary aspects of Kinkel’s life.>*

The latest contribution of such a kind is Marion Freund’s examination of female authors

%0 Adelheid von Asten-Kinkel, ‘Johanna Kinkel in London’, Deutsche Revue, 26.1 (1901), 65-80 and
178-91; Adelheid von Asten-Kinkel, ‘Johanna Kinkels Glaubensbekenntnis’, Deutsche Revue, 27.4
(1902), 45-66.

> Marie Goslich, ‘Biefe von Johanna Kinkel’, PreuBische Jahrbiicher, 97 (1899), 185-222, hereafter
referred to as Goslich, ‘Briefe von Johanna Kinkel’; Marie Goslich, ‘Briefe von Johanna Kinkel: Schluf’,
PreuRische Jahrblcher, 97 (1899), 398433, hereafter referred to as Goslich, ‘Schluf’; Max Pahncke,
‘Briefe von Johanna Kinkel an Willibald Beyschlag’, Preufische Jahrblcher, 122 (1905), 77-112; Paul
Kaufmann, ‘Johanna Kinkel: Neue Beitrage zu ihrem Lebensbild’, Preulische Jahrbiicher, 221 (1930),
290-304, hereafter referred to as Kaufmann, ‘Johanna Kinkel: Neue Beitrdge zu ihrem Lebensbild’; Paul
Kaufmann, ‘Johanna Kinkel: Neue Beitrdge zu ihrem Lebensbild: Schluf3’, PreuRische Jahrbiicher, 222
(1930), 48-67, hereafter referred to as Kaufmann, ‘Johanna Kinkel: Schluff’; Paul Kaufmann, ‘Noch
einmal auf Johanna Kinkels Spuren’, PreuBische Jahrbiicher, 229 (1932), 263-68.

°2 Adelheid von Asten-Kinkel was Kinkel’s daughter; Paul Kaufmann was related to Kinkel’s friends
Leopold and Alexander Kaufmann. Marie Goslich received the letters from Kinkel’s friend Emilie von
Henning’s daughter Laura von Henning; it is likely that they were friendly with each other.

>3 Else Thalheimer, ‘Johanna Kinkel als Musikerin’ (unpublished PhD dissertation, University of Bonn,
1922). Hereafter referred to as Thalheimer, ‘Johanna Kinkel als Musikerin’.

% Carola Lipp, ed., Schimpfende Weiber und patriotische Jungfrauen: Frauen im Vormarz und in der
Berliner Revolution 1848/49 (Baden-Baden: Nomos, 1998); Hilde Kathrein and Rita Herbig, Meine Seele
will Freiheit: Frauen setzen sich durch (Heilbronn: Eugen Salzer Verlag, 1992); Rachel McNicholl and
Kerstin Wilhelms, ‘Liebe, Kunst und Politik: Zur 1848er Revolution in Texten deutscher
Schriftstellerinnen im 19. Jahrhundert’, in Die Marseillaise der Weiber, ed. by Inge Stephan and Sigrid
Weigel (Hamburg: Argument, 1989), pp. 104-27.
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during 1848 and 1849, published in 2004.>° Further early feminist studies on Kinkel
include Ruth-Ellen Boetcher Joeres’s and Carrol Diethe’s insightful works on Kinkel as
a political writer and publisher, and more recently, Ruth Whittle and Debbie Pinfold’s
study on political writing by women.® In his double biography Gerechtigkeit — das Brot
des Volkes: Johanna und Gottfried Kinkel, Klaus Schmidt scrutinises Johanna and
Gottfried Kinkel’s political views within their socio-political context.>” Being the first
Kinkel monograph of the second half of the twentieth century, this book deserves
attention in so far as it recognises the Kinkels’ socio-political significance within the
nineteenth-century discourse. However, the balance between Gottfried and Johanna
leans slightly towards Gottfried’s political biography and calls for a more in-depth
consideration of Johanna Kinkel’s influence on both her husband and the socio-political
circumstances of her time.

Whereas there have been several attempts at placing Johanna Kinkel into her
literary and socio-cultural context, only very few publications focus on her musical
personality. The inclusion of Kinkel in the second editions of Die Musik in Geschichte
und Gegenwart and The New Grove Dictionary of Music and Musicians are important
milestones; furthermore, Bettina Brand’s and Ann Willison Lemke’s elaborations of

Kinkel as a composer are valuable surveys of Kinkel’s compositional biography.®® Eva

% Marion Freund, ‘Mag der Thron in Flammen gliihn!’: Schrifistellerinnen und die Revolution von
1848/49 (Konigstein: Helmer, 2004).

% Ruth-Ellen Boetcher Joeres, ‘German Women in Text and Context of the 18" and 19" Centuries; A
Review Essay of Feminist Criticism’, Internationales Archiv, 11 (1986), 232—63; Ruth-Ellen Boetcher
Joeres, Respectability and Deviance: Nineteenth-Century German Women Writers and the Ambiguity of
Representation (Chicago: University of Chicago Press, 1998); Carol Diethe, Towards Emancipation:
German Women Writers of the Nineteenth Century (Oxford: Berghahn, 1998); Ruth Whittle and Debbie
Pinfold, Voices of Rebellion: Political Writings by Malwida von Meysenbug, Fanny Lewald, Johanna
Kinkel and Louise Aston (Bern: Peter Lang, 2005), hereafter referred to as Whittle and Pinfold, Voices of
Rebellion.

> Klaus Schmidt, Gerechtigkeit — das Brot des Volkes: Johanna und Gottfried Kinkel (Stuttgart: Radius,
1996).

% Bettina Brand, ‘Johanna Kinkel (1810—1858)’, in Komponistinnen in Berlin, ed. by Bettina Brand and
others (Berlin: Bender Schnelldruck GmbH, 1987), pp. 74-95, this volume is hereafter referred to as
Brand and others, Komponistinnen in Berlin; Ann Willison Lemke, ‘“Alles Schaffen ist wohl eine
Wechselwirkung von Inspiration und Willen”: Johanna Kinkel als Komponistin’, in Anndherung IX —an
sieben Komponistinnen: Mit Berichten, Interviews und Selbstdarstellungen, ed. by Clara Mayer (Kassel:
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Weissweiler takes an inspiring music-analytical approach to Kinkel’s Heine settings and
depicts certain parallels between Heinrich Heine (1797-1856) and Johanna Kinkel.>®
However, Weissweiler’s claim that Kinkel published her work under pseudonyms, most
notably the pseudonym ‘Julius Stern’, is questionable, as there are no hints of such
pseudonyms in any of Kinkel’s legacy.® Nevertheless, it was Eva Weissweiler who first
referred to Kinkel’s compositional activity during the 1980s.

There are a few studies dealing with Johanna Kinkel’s music-pedagogical
writings, most notably Marianne Brdcker’s and Linda Siegel’s journal articles and
Barbara J. Tritten’s and Melanie Ayaydin’s unpublished MA dissertations.®* Apart from
my own journal articles dealing with a small selection of Kinkel’s Lieder as well as an

MA dissertation by Marie Sophie Catherine GroR from Kunstuniversitidt Graz, Kinkel’s

Lieder have been underrepresented so far.®? Linda Siegel includes close readings of

Furore, 1998), pp. 53-70, hereafter referred to as Willison Lemke, ‘“Alles Schaffen ist wohl eine
Wechselwirkung von Inspiration und Willen’.

% Eva Weissweiler, ‘Die stille Opposition: Heine-Vertonungen von Frauen — Am Beispiel von Johanna
Kinkel und Clara Schumann’, in Brand and others, Komponistinnen in Berlin, pp. 96-106, hereafter
referred to as Weissweiler, ‘Die stille Opposition’. Sanna litti, in her book The Feminine in German Song,
also includes a very brief section on Kinkel’s Lied ‘Die Lorelei’, see Chapter 11.3.

% Eva Weissweiler, Ausgemerzt!: Das Lexikon der Juden in der Musik und seine mérderischen Folgen
(Cologne: Dittrich, 1999), p. 109; for further details see my own article ‘Johanna Kinkel’s Trinklied fir
Mannerchor: A Reactive Response to Nineteenth-Century Music Criticism’, The Musicology Review, 9
(forthcoming).

®! Marianne Brocker, ‘Johanna Kinkels schriftstellerische und musikpadagogische Titigkeit’, Bonner
Geschichtsbléatter, 29 (1977), 3748, hereafter referred to as Brocker, ‘Johanna Kinkels schriftstellerische
und musikpéddagogische Tatigkeit’; Linda Siegel, ‘Johanna Kinkel’s “Chopin als Komponist” and Other
Musical Writings: Untapped Source Readings in the History of Romantic Music Author(s)’, College
Music Symposium, 43 (2003), 105-25, hereafter referred to as Siegel, ‘Johanna Kinkel’s “Chopin als
Komponist” and Other Musical Writings’; Melanie Ayaydin, ‘Johanna Kinkel: Reflexionen zum
Musikleben ihrer Zeit’ (unpublished Diplomarbeit, University of Vienna, 2013)
<http://othes.univie.ac.at/26218/> [accessed 25 November 2015]; Barbara J. Tritten, “The Teaching
Method of Johanna Kinkel as Reflected in Anleitung zum Singen’ (unpublished MA thesis, University of
Alaska, 1992). See also my own article ‘Johanna Kinkel’s Pedagogical Approaches as a Socio-Political
Mirror of her Time’, Musicological Explorations, 14 (2014), 27-58, hereafter referred to as Bunzel,
‘Johanna Kinkel’s Pedagogical Approaches’.

%2 Marie Sophie Catherine GroB’s MA dissertation is listed on the website of Kunstuniversitat Graz and is
titled ‘Frauen komponieren Lieder: Ein Beitrag zur Musikgeschichte des 19. Jahrhunderts: Johanna
Kinkel (1810-1858): Komponistin, Pidagogin, Hausfrau, Revolutiondrin’ (unpublished MA dissertation,
Kunstuniversitat Graz, 2015). My own articles in which | analyse Kinkel’s Lieder are: Anja Bunzel,
‘Johanna Kinkel’s Thurm und Fluth (Opus 19, No. 6): Revolutionary Ideas and Political Optimism in a
19th-Century Art Song’, in The National Element in Music: Conference Proceedings: Athens, 18-20
January 2013, ed. by Nikos Maliaras (Athens: Athens University, 2014), pp. 18-25
<http://www.mmb.org.gr/page/default.asp?la=1&id=6844> [accessed 16 May 2016], hereafter referred to
as Bunzel, ‘Johanna Kinkel’s Thurm und Fluth’; Anja Bunzel, ‘Johanna Kinkel’s Political Art Songs as a
Contribution to the Socio-Cultural Identity of the German Democratic Movement during the Late 1840s’,
Focus on German Studies, 22 (2015), 1-20, hereafter referred to as Bunzel, ‘Johanna Kinkel’s Political
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selected Lieder in the programme notes to her two edited volumes of a selection of
Kinkel’s Lieder.®® The most notable current contributors to Kinkel research are Monica
Klaus and Daniela Glahn. Besides Klaus’s letter edition, her edition of selected literary
works of Kinkel’s (published together with Ingrid Bodsch) and her essay on Kinkel’s
first published opus, Die Vogelkantate, Monica Klaus’s first and only Johanna Kinkel
biography is a significant resource.®* Based on a multitude of personal letters,
manuscripts, and nineteenth-century print media, this monograph refers to Kinkel’s life
within the three geographical domains of Bonn, Berlin, and London, and offers a
concise perspective on Kinkel’s (psycho)biography. Furthermore, Klaus places some of
Kinkel’s compositions in context, an approach which sheds light on the socio-cultural
circumstances under which Kinkel’s works were composed, performed, published, and
reviewed.

Daniela Glahn’s 2015 doctoral thesis, ‘Johanna Kinkel — Bilder einer
Autorschaft’, in which Johanna Kinkel’s oeuvre is scrutinised through the lens of
authorship, includes analyses of selected music-pedagogical publications, a few of
Kinkel’s love songs and politically motivated Lieder, and the Vogelkantate.®® In her
dissertation, Glahn portrays Kinkel as an aesthetically diverse composer who was
concerned with the fashionability and marketability of her artistic output, and she
concludes that it would be up to readers to dismiss her work, regard it as an ‘objective’

examination, or consider it an inspiration for their own research and the establishment

Art Songs as a Contribution to the Socio-Cultural Identity’; Anja Bunzel and Barbora Kubeckova,
“Véclav Jan Tomasek (1774-1850): A Versatile Lieder Composer?: A Comparative Analysis of Selected
Goethe Settings by Carl Friedrich Zelter, Vaclav Jan Tomasek and Johanna Kinkel’, Musicologica
Olomucensia, 20 (2014), 15-36. Linda Siegel presented a paper on harmony in Kinkel’s Lieder at the
College Music Symposium’s National Conference in 2004; attempts to find her contact details have been
unsuccessful.

% Linda Siegel, ed., programme notes to Johanna Kinkel: Lieder, 2 vols (Mount Airy: Hildegard
Publishing, 2002-03). Hereafter referred to as Siegel, Johanna Kinkel.

% Monica Klaus and Ingrid Bodsch, eds, Johanna Kinkel: Eine Auswahl aus ihrem literarischen Werk
(Bonn: Verlag StadtMuseum, 2010), hereafter referred to as Klaus and Bodsch, Auswahl; Monica Klaus,
““Die Nachtigall hat etwas detoniert!”: Johanna Kinkels Vogelkantate — eine Komposition und ihre
Geschichte’, Bonner Geschichtsbléatter, 53/54 (2004), 289-300; Klaus, Johanna Kinkel.

% Daniela Glahn, ‘Johanna Kinkel — Bilder einer Autorschaft’ (unpublished doctoral thesis, University of
Paderborn, 2015). Hereafter referred to as Glahn, ‘Johanna Kinkel’.
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of slightly different or even contrary constructs of authorship.® I place myself in the
third category, a step which reaffirms my impression of both Kinkel as an extremely
diverse, perhaps even ambiguous figure, and Kinkel scholarship as an exciting, friendly
and exceptionally collegial research field. I gratefully acknowledge Glahn’s generosity
in sharing with me her unpublished thesis in July 2016, during my own final steps of
writing up my dissertation.

Klaus’s study serves as an excellent starting point for this dissertation. Primarily
taking the perspective of a musicologist rather than a historian or biographer, it is the
aim of this study to add to the existing Kinkel research canon an exhaustive close
reading of Kinkel’s published Lieder. At this point, | also wish to acknowledge the great
enthusiasm with which Kinkel’s music is being performed and recorded all over the
world. A discography is included at the end of my dissertation; Monica Klaus and
Sibylle Wagner continue to revive Kinkel’s music by way of concerts and recitals in the
Bonn area; it should also be noted that Kinkel’s Lieder form part of performance
repertoires overseas, encouraged by such scholars and musicians as Harald and Sharon
Krebs (Victoria, Canada), Tammy Hensrud and Korliss Uecker (New York, USA), and
the US-based project Sophie: A Digital Library of Works by German-Speaking Women,

to name but a few.

8 Difficulties

Despite the concentration of Kinkeliana in Bonn, the archive and library landscape in
Germany is diverse. Some of Kinkel’s scores and some parts of her correspondence are
spread all over Germany and beyond. Therefore, | acquired some of the relevant

materials from abroad through digitalisation and photocopying services provided by the

% Ibid., p. 306. ‘Letztlich bleibt es jedoch in den Handen meiner Rezipientinnen, wie sie mit dieser Arbeit
umgehen: Ob sie sie ablehnen, ob sie sie als »objektive« Darstellung betrachten oder ob sie sie tatsachlich
als AnstoB fir die eigene Forschung und die Erstellung von eigenen, vielleicht abweichenden oder gar
kontréren (Autor-)Konstrukten annehmen’.
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corresponding archives, a rather pricy and time-consuming undertaking. Another
difficulty was the problem of war damage/ loss at the Staatsbibliothek zu Berlin so that
my selection of works for my comparative analysis was affected by accessibility issues.
Furthermore, | encountered the issue of readability of some of the primary sources.
Depending on individual cases, nineteenth-century German handwriting can be rather
hard to decipher. While Johanna Kinkel’s handwriting is quite neat, Gottfried Kinkel’s
handwriting is characterised by a very small size. Monica Klaus’s edition of the
Kinkels’ correspondence in its entirety proved extremely helpful and time-saving for

my own research.

9 Future Research

This dissertation may inspire examinations of Kinkel’s unpublished Singspiele and
Scottish songs, none of which have been analysed in any published work so far. In
addition to this, the interdisciplinary approach encouraged in this dissertation might
inspire future investigations based on cross-references and conclusions between
different areas of the humanities, notably musicology, literary studies, cultural studies,
and media studies. Furthermore, other composers whose selected Lieder are examined
in chapter 1.5 may attract further interest. Compositions by such composers as Julius
Becker (1811-1859), Charlotte von Bulow (1817-1908), Joachim Raff (1822-1882),
Elise Schmezer (1810-1856), or Friedrich Hieronymus Truhn (1811-1886) might
provide further insight into their own time and the rather arbitrary canonisation of
nineteenth-century Lieder. To this effect, this dissertation encourages a re-consideration
of the current performance repertoire and academic curriculum in favour of a broader
variety of nineteenth-century Lieder, a side effect which ties in with current discussions
of the composers and music pedagogues currently taught in both secondary school

education and the academy.
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10 Note to the reader

Johanna Kinkel’s surname changed three times over the course of her life. She was born
as Johanna Mockel and got married to Johann Mathieux in 1832. After her divorce in
1840, she adopted her maiden name again. It was not until 1843, when she got married
to Gottfried Kinkel, that her name changed to Johanna Kinkel. | refer to her as Johanna
Kinkel throughout this dissertation, although her earlier works were published (and
reviewed) under the name Johanna Mathieux. Secondly, all primary sources are quoted
in the original language. | chose not to adapt these nineteenth-century sources to the
orthographic and grammatical corpus of the twenty-first century in order to keep my
quotations as authentic as possible. While | kept also the original spelling in the music
examples, | followed modern editorial practices for the scores as | hope to encourage
the performance of Kinkel’s Lieder and yet give an impression of their original
appearance. If significant changes to the nineteenth-century original publications have
been made based on common compositional and aesthetic practice, those changes are
footnoted. This dissertation includes both the original as well as the translated versions
of each quoted source, as | did not want to unfold my argument in English at the
expense of the German originals. For the same reason, this dissertation also provides
translations of all poems discussed. As a result of the numerousness of translations the
overall word count of my dissertation exceeds the recommended word count of 80,000—
100,000 words suggested by the Maynooth University and Music Department’s
Postgraduate Handbooks, although the English-language content, considered in
isolation, would not exceed this recommended word count. Finally, this dissertation is

formatted according to the Modern Humanities Research Association style guide.®’

7 MHRA Style Guide, ed. by Modern Humanities Research Association, 3rd edn (London: MHRA, 2013).
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—PART |-

JOHANNA KINKEL:
BIOGRAPHY AND RECEPTION



CHAPTER 1:
JOHANNA KINKEL’S PRIVATE LIFE

The political and cultural paradigms of nineteenth-century Germany influenced Johanna
Kinkel’s life, works and thinking to a great extent. Being born into a Catholic middle-
class family, Kinkel’s objectives, traditionally, would not have exceeded a basic artistic
education including needlework and music, and an upbringing mainly concerned with
the maintenance of the home and the care of a hard-working husband, and numerous
children.! In contrast to other middle-class girls of her time, however, Kinkel was
granted the opportunity to satisfy her hunger for knowledge by reading the books of her
father, who was a teacher and whose library included literature on music, history,
literature, theology, and philosophy. Raised in the Rhineland, Kinkel was also fluent in
French, which surfaces in many of her novellas, and had some knowledge of the
English language, which she picked up from English tourists and her English piano
students. Kinkel’s education, however, was not planned and organised. Rather, it was

rather random and the result of her own eagerness to learn.

1.1 First marriage: 1832

Kinkel faced the peculiarities of German convention when, in order to satisfy her
mother’s expectations, she defected from musical composition and teaching and took up
an apprenticeship as a chef before she got married in 1832.2 In exchange for the time
and effort expected by her parents, Johanna was allowed to continue playing the piano

and even teach others at the Mockels® (Kinkel’s) house.? The friendly get-togethers with

! See Donald J. Grout, J. Peter Burkholder and Claude Palisca, A History of Western Music, 7th edn (New
York: W. W. Norton & Company, 2006), pp. 597-98, hereafter referred to as Grout and others, A History
of Western Music; Klaus, Johanna Kinkel, p. 5.

2 Klaus, Johanna Kinkel, p. 7.

* Ibid., p. 8.



like-minded people initiated the foundation of a musical circle, led by Kinkel’s piano
teacher Franz Ries (1755-1846), which was the incubator of the Bonner Gesangverein.
Kinkel’s first composition, Vogelkantate (Birds’ Cantata, op. 1), was performed by the
musical circle in 1829; it was received with great enthusiasm by both performers and
audience.* As Monica Klaus points out, Kinkel would have been a happy person, had
her ‘unfeminine behaviour’ not caused many disputes at home.” In 1832, as a
compromising response to numerous arguments, Kinkel married Johann Paul
Mathieux, an educated Catholic book seller and music dealer. The marriage, however,
emerged as a psychological nightmare for Johanna, as Mathieux expected Johanna to
look after the household, to attend church three times a day and to get involved in
voluntary work in the community.® Although the Mathieuxs attended Peter Miilhens’s
regular musical circles, Mathieux forbid Johanna to play the piano, which caused a
“fierce illness’ and prompted Johanna’s parents to take her back to their house.’ Johanna
Kinkel decided to fight for a divorce, which was subject to both the man’s and woman’s
agreements at the time, and she resumed her musical activities with the Bonn musical
circle.® When Mathieux still had not agreed to a divorce by 1836, Johanna followed the
invitation of a friend of the family, Mrs. Goullet, to Frankfurt/ Main where she met
Felix Mendelssohn (1809-1847) and Georg Brentano (1775-1851). Equipped with
references from Brentano and Mendelssohn, Johanna travelled to Berlin.? Bearing in
mind the Catholic opposition to mixed marriages in the Rhineland provinces, Kinkel’s
visit to Berlin offered various opportunities. As Berlin was traditionally a Protestant

region, Kinkel’s social environment was more open-minded than in Bonn; she also

* Ibid., p. 14.
® Ibid., p. 14.
® Ibid., p. 15.
" Ibid., p. 17.
® Ibid., p. 18.
® Ibid., p. 21.



improved her artistic education as she was introduced to a great number of musical and

literary luminaries of Berlin’s rich cultural life.™

1.2 Berlin: 1836-39

Shortly after she had moved to Berlin, Kinkel met and lived with Bettina von Arnim
(1785-1859). Von Arnim introduced Kinkel to the house of Friedrich Carl von Savigny
(1779-1861), where she played the piano at regular gatherings of upper-class society.™
Johanna had re-arranged her Vogelkantate on the occasion of Savigny’s birthday, which
was published by the Berlin publisher Trautwein in 1838 as Kinkel’s op. 1.% It was
received positively by the reviewers of the time, who especially praised the piece for its
humour and its folk-like tone.*® The Vienna music journal Allgemeiner Musikalischer
Anzeiger begins a review with an appraisal reflecting the strong gender biases of the

time. Nonetheless, its positive criticism of Kinkel’s work is noteworthy:

The Vogel-Kantate was not produced by a [male] composer, but, as was reported previously if
we are not mistaken, by a [female] composer, who employs in this delicious domestic
amusement a kind of humour and a very effective tone painting, the former of which is usually

found rather rarely among this sentimental [feminine] sex."
The domestic atmosphere mentioned in this review points to the small-scale
performance context of the Vogelkantate, in which the boundaries between the private

and the public were merged and which places Kinkel and her oeuvre within typical

19 Gottfried Kinkel (jun.), ed., ‘Aus Johanna Kinkels Memoiren’, Internationales Jahrbuch der Bettina
von Arnim-Gesellschaft, 8/9 (1996/97), 239-71 (p. 241). Hereafter referred to as Kinkel (jun.), ed., ‘Aus
Johanna Kinkels Memoiren’.

2 1bid., p. 242.

12 Monica Klaus (Johanna Kinkel, p. 50) depicts the publication date as 1838; Hofmeister announces the
publication in January 1839 <http://anno.onb.ac.at/cgi-content/anno-
buch?apm=0&aid=1000001&bd=0001839&teil=0203&seite=00000010&zoom=1> [accessed 4 June
2016].

13 Kinkel (jun.), ed., ‘Aus Johanna Kinkels Memoiren’, pp. 262—63.

¥ TAnon.], review of Johanna Mathieux, Die Vogelkantate (1838), Allgemeiner Musikalischer Anzeiger,
17 September 1840, pp. 149-50. ‘Die Vogel-Kantate stammt eigentlich von keinem Verfasser, sondern,
wie schon friiher, wenn wir nicht irren, berichtet wurde, von einer Verfasserin, welche hier, in diesem
ergotzlichen Hausspal3, einen bey dem zarten Geschlechte in der Regel meist etwas selten sich
vorfindenden Humor, und die Gabe einer drastisch wirksamen Tonmalerey entwickelt’. This work was
also reviewed by Ludwig Rellstab in Iris im Gebiete der Tonkunst on 4 January 1839 (pp. 2-3) and in the
Leipzig journal Allgemeine Musikalische Zeitung on 1 May 1839 (pp. 346-47).



nineteenth-century salon culture. Besides the musical enjoyments Kinkel experienced at
Sayigny’s, Savigny, being a renowned jurist, also showed understanding for Kinkel’s
desire to get divorced and promised to help her as much as possible.*> However, he was
not able to push a prompt divorce, so Kinkel stayed in Berlin until Mathieux agreed to
get divorced in 1839. Besides Bettina von Arnim and Savigny, Kinkel met many other
musicians, such as Fanny Hensel (1805-1847), whose Sonntagsmusiken she attended
with great enthusiasm. She was taught by Wilhelm Taubert (1811-1891) and Karl
Bohmer (1799-1884), and she befriended Emilie von Henning (1805-1853), a
neighbour of Johanna’s friend Nanny Miiller (1800—?) and former singer of Zelter’s
Singakademie. Emanuel Geibel (1815-1884) became a close friend of Kinkel’s, and
Adelbert von Chamisso (1781-1838), whose emigrant biography fascinated Johanna,
also crossed her Berlin path.16 In 1837, Kinkel left von Arnims’s house and moved into
her own residence, a decision which increased Kinkel’s independence and
compositional productivity. Having gained a reputation as a pianist at Fanny Hensel’s
Sonntagsmusiken and at Savigny’s weekly gatherings Kinkel was able to make a living
from teaching.!” Lorraine Byrne Bodley points to the blurring of private and public in
Fanny Hensel’s Sonntagsmusiken and Hensel’s ‘ideal synthesis of art and life’.*® This
aspect raises the question whether all of the Sunday musicales and other gatherings at
Hensel’s house were recorded precisely, especially as some of them were of a rather
spontaneous nature. According to Kinkel herself, she visited Fanny Hensel regularly;
however, there is no other evidence as to exactly how often she performed there.

Kinkel’s friendship with the Mendelssohns proved to be of great help, as it was Fanny’s

> Kinkel (jun.), ed., ‘Aus Johanna Kinkels Memoiren’, pp. 242—43.

18 Klaus, Johanna Kinkel, p. 49.

" Theodor Anton Henseler, Das musikalische Bonn im 19. Jahrhundert (=Bonner Geschichtsblatter, 13)
(Bonn: Universitats-Buchdruckerei, 1959), p. 143. Hereafter referred to as Henseler, Das musikalische
Bonn im 19. Jahrhundert.

18 Lorraine Byrne Bodley, ‘In Pursuit of a Single Flame: Fanny Hensel’s “Musical Salon™, in Women
and the Nineteenth-Century Lied, ed. by Aisling Kenny and Susan Wollenberg (Farnham: Ashgate, 2015),
pp. 45-59 (p. 59). The whole volume is hereafter referred to as Kenny and Wollenberg, Women and the
Nineteenth-Century Lied.



sister Rebecka (1811-1858, later Rebecka Dirichlet), who lodged the money for
Gottfried Kinkel’s escape from prison in 1850." The real nature of Fanny Hensel and
Johanna Kinkel’s friendship, however, remains obscure, as Fanny Hensel’s
correspondence and diary entries do not confirm Kinkel’s enthusiastic appraisals of
their acquaintanceship.

Kinkel’s compositions were reviewed positively by such renowned music
journals as the Allgemeine Musikalische Zeitung, Iris im Gebiete der Tonkunst and the
Neue Zeitschrift fir Musik, which attracted public interest and caused follow-up orders
from the music publisher Trautwein.?® In relation to Kinkel’s Berlin years, Monica
Klaus summarises that ‘while Johanna found her intellectual challenge at Bettina von
Arnim’s and Savigny’s, she found her musical home at the Mendelssohns and her
human refuge at the Hennings’.?" Kinkel’s life in Berlin seemed happy and complete,
which is also reflected in numerous exuberant letters to her Bonn friend Angela
Oppenhoff.? In a letter to Angela Oppenhoff on 10 December 1837, Kinkel enthuses
about “c. thirty societies which | visit, almost every house of which has a different circle
of visitors’.?® On 10 November 1838, Kinkel writes to Oppenhoff that ‘the circles,
which I usually visit here [in Berlin] are a conglomerate of all social ranks and
nations’.?* Although these accounts seem exaggerated, Kinkel’s letters bear witness to
her own impression of Berlin as a vibrant and welcoming cultural centre. Nevertheless,

Kinkel must have been overwhelmed when her parents informed her about Mathieux’s

acceptance of a divorce in 1839. Kinkel left Berlin in the springtime of 1839, being sure

9 Klaus, Johanna Kinkel, p. 234.

20 See all of Johanna Kinkel’s letters to her friend Angela Oppenhoff, cited in Kaufmann, ‘Johanna
Kinkel: Neue Beitrage zu ihrem Lebensbild’.

2! Klaus, Johanna Kinkel, p. 51.

22 Kaufmann, ‘Johanna Kinkel: Neue Beitrage zu ihrem Lebensbild’, the full article.

2 Kinkel cited in Kaufmann, ‘Johanna Kinkel: Schluf’, p. 52. ‘Ich z4hle ungefahr 30 Hauser, die ich
besuche, jedes hat fast einen anderen Kreis von Gésten’.

 Ibid., p. 57. ‘Die Zirkel, die ich meist hier besuche, sind das bunteste Gemisch aller Stande und
Nationen’.



to return soon after her successful divorce.?® The official divorce, however, took longer

than expected, as did Kinkel’s return to Berlin.

1.3 Return to Bonn

Back in Bonn, Kinkel was confronted with the desperateness she had faced three years
before: her divorce had not progressed as far as she would have wished, her parents had
become remarkably old, and Kinkel had to get used to the Bonn bourgeoisie, which
differed from the Berlin societies of which she had become part.® Due to its huge
population, Berlin was much more anonymous than Bonn, where Johanna felt that her
lifestyle did not please the provincial public. Furthermore, Berlin’s cultural life was
more diverse with a great number of literary and musical societies as well as such
cultural institutions as museums and concert venues. Kinkel engaged in social activities
as much as possible, through which she met Gottfried Kinkel (1815-1882) on 4 May
1839. A former student of Johanna’s father, Gottfried had been known to Johanna as a
child, as he lived at the Mockels’ house for a little while; however, as a result of the
difference of age, their relationship at that time was characterised by childlike curiosity
and uncertainty.?’” Referring to Richard Sander’s edition of Gottfried Kinkel’s
autobiography, Monica Klaus believes that Johanna must have made quite an
impression on Gottfried, as he remembered how ‘for the first time I found a woman
who was not only familiar with all areas of education, but who was also a virtuoso and a
creator within an area of human knowledge and capability, namely music’.?® From the
first meeting on, Gottfried and Johanna met regularly at mutual friends’ societies and

literary circles. Returning from Berlin, Johanna’s reputation as a teacher was excellent;

% Klaus, Johanna Kinkel, p. 55.

% K laus, Johanna Kinkel, p. 56.

" Ibid., p. 57.

%8 Sander’s edition of Kinkel’s autobiography, cited in Klaus, Johanna Kinkel, pp. 57-58. ‘Zum ersten
Mal fand ich ein Weib, das nicht allein in allen Reichen der Bildung einheimisch, sondern in Einem
Gebiet des menschlichen Wissens und Vermdgens, der Musik, virtuos und schopferisch war’.
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many upper-class families sent their sons and daughters to her.?® Despite her success as
a teacher and her positive prospects with Gottfried Kinkel, the slow proceedings of the
divorce and her longing for the metropolitan societies in Berlin took its toll on her
emotional well-being. When Johanna shared her desperate situation with Gottfried
Kinkel, he adopted the mission of rescuing her, thinking that ‘he could treat her with
unselfconsciousness, nourish [her] with friendship and intellectual understanding’, as he
was engaged to Sophie Boegehold (dates unknown) and Johanna was still married.*
The successful completion of Johanna’s divorce on 22 May 1840 along with Gottfried’s
increasing distance to Sophie Boegehold paved the way for a more passionate
relationship between Gottfried and Johanna, which was finally settled by a tragic
accident on the river Rhine in the summer of 1840.' A big steam boat had overrun
Johanna, Gottfried, and their friend Andreas Simons (1823-1900), who had been
rowing in a small punt on the river Rhine at night time. When the ship hit the punt,
Gottfried grabbed Johanna and dove underneath the ship until the danger was over.* In
1841, Gottfried dissolved his engagement with Sophie Boegehold and decided to devote
himself fully to Johanna.*® This decision cost him his job as a teacher at the
Thormann’sche Institute and his position as an assistant sermoniser in Cologne. It
caused the loss of many friends who disapproved of Johanna and Gottfried’s
CourtShip.34 The Kinkels’ struggle to keep friends of different religious views mirrors
Hugh McLeod’s and René Rémond’s observations that religion played a crucial part in

the formation of socio-cultural identity during the first half of the nineteenth century

 Ibid., p. 61.

% Ibid., p. 69. ‘Deshalb glaubte er, unbefangen mit Johanna umgehen zu kénnen, frei von Zwéngen,
beseelt nur von Freundschaft, geistigem Verstehen und der Mission, sie zu retten und zum Christentum
zuriickzufiihren’.

L Ibid., p. 71.

%2 See letter from Johanna Kinkel to Leopold von Henning dated 11 October 1842, cited in Goslich,
‘Briefe von Johanna Kinkel’, pp. 212-15.

% Johanna and Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!, 1, p. 127.

% Klaus, Johanna Kinkel, pp. 87-97.



and therefore influenced people’s individual judgements to a great extent.*® As Frank
Eyck points out, religious education was more widespread than political education.® In
line with the formation of different political movements, McLeod identifies three —
rather than two — kinds of religion in nineteenth-century Western Europe: Catholicism,
Protestantism, and the ‘religion of humanity’ or the ‘religion of liberty’.*” All three
paradigms play a significant role in the Kinkels’ joint biography. Johanna’s conversion
to the Protestant faith in 1842 enabled her and Gottfried to get married on 22 May
1843.% Although Johanna and Gottfried had faced disappointments in faithless friends
and professional burdens, the following years encouraged a diverse cultural life with a
remarkable artistic output by both Johanna and Gottfried Kinkel and an increasing

engagement with politics, which finally overshadowed all cultural activities.

1.4 Kinkel’s political involvement

In 1840, when Johanna’s morning concerts at the Mockels’ house had become a popular
platform for the exchange of recent poetic and prosaic works, Johanna and Gottfried
decided to establish the literary association Maik&aferbund (May Beetle Association),
which, according to Monica Klaus, was also ‘a first political, but still humorous critique
of the situation in the country and at the university’.*® This critical approach is
supported by Johanna’s add-on to the title of the Maikafer’s journal Maikéfer:

Zeitschrift fur Nichtphilister (Journal for Non-Philistines). The first volume of the

% René Rémond, Religion and Society in Modern Europe (Oxford: Blackwell, 1999), pp. 35 and 84;
Hugh McLeod, Religion and the People of Western Europe: 1789-1989 (Oxford: Oxford University
Press, 1997), p. 36, hereafter referred to as McLeod, Religion and the People of Western Europe; David
G. Williamson, Germany since 1815: A Nation Forged and Renewed (New York: Palgrave Macmillan,
2005), p. 32, hereafter referred to as Williamson, Germany since 1815.

% Frank Eyck, The Revolutions of 1848-49 (Edinburgh: Longman, 1972), p. 6

%" McLeod, Religion and the People of Western Europe, p. 36; Benedetto Croce, History of Europe in the
Nineteenth Century, trans. by Henry Furst (New York: Harcourt Press, 1933; repr. 1963), p. 18; James C.
Kennedy, ‘Religion, Nation and European Representations of the Past’, in The Contested Nation:
Ethnicity, Class, Religion, and Gender in National Histories, ed. by Stefan Berger and Chris Lorenz
(Basingstoke: Palgrave Macmillan, 2011), pp. 104-34 (p. 105); Alexander Dru, The Church in the
Nineteenth Century: Germany 1800-1918 (London: Burns & Oates, 1963).

% Klaus, Johanna Kinkel, pp. 123-24.

* Ibid., p. 100. ‘Es war eine erste politische, aber humorvolle Kritik an den Zustanden im Land und an
der Universitit’.



journal was issued on 25 June 1840. The members were predominantly male; indeed,
Johanna was the only female member throughout the group’s history, although Emilie
von Binzer (1801-1891) visited the Maikéafer occasionally without joining the
association officially.”> The popularity of the Maikafer is reflected especially by the
foundation of the Filialmau in 1842 in Berlin, established by the former Maikafer
members Jacob Burckhardt (1818-1897), Albrecht Wolters (1822—-1878), and Willibald
Beyschlag (1823-1900), who moved to Berlin in order to complete their studies. At an
artistic level, both Johanna (referred to as ‘Directrix” or ‘Konigin’, Queen, by the other
members) and Gottfried (referred to as ‘Minister’ or ‘Urmaikdfer’/ ‘Urmau’, Primary
May Beetle) increased their productivity with the Maikéafer, as the regular meetings
motivated the members to create new works and enabled a vivid exchange of thoughts.
In light of this, it is not surprising that, during the 1840s, Johanna set a great number of
poems originating from Maikafer members. Willibald Beyschlag’s account of his
Maikafer experience reveals that Johanna Kinkel also performed her Lieder to the

Maikafer audience:

When she sang her Lieder, the most beautiful, harmonious songs of Geibel or Kinkel, — not with

an outstanding voice, but presented in a most thoughtful and soulful performance, then,

surrounded by the twilight of the intimate room, she looked youthful and beautiful.**

Besides a great deal of Lieder, Johanna Kinkel also produced many of her novellas,
which were published alongside some of Gottfried’s narratives with Cotta in 1849, as

well as her first theoretical writings on contemporary music with the Maikéafer.*?

0 Ibid., p. 105. Kinkel’s friendship to Emilie von Binzer is reflected in a letter from Johanna to Gottfried
on 8 April 1841, in which Johanna talks about visiting von Binzer in Cologne. Johanna and Gottfried
Kinkel, Liebe treue Johanna! Liebster Gottit!, 1, p. 169.

*! Willibald Beyschlag, Aus meinem Leben: Erinnerungen und Erfahrungen der jiingeren Jahre (Halle/
Saale: Strien, 1896), pp. 114-15. ‘Wenn sie ihre Lieder sang, die in Wohlklang verklérten schonsten
Lieder von Geibel oder von Kinkel, — nicht mit bedeutender Stimme, aber im durchgebildetsten
seelenvollen Vortrag, dann im Dammerlichte des traulichen Zimmers wurde sie jung und schén’.

2 Among them were D& Hond on dat Eechhorn, a story for children, written in Bonn dialect (Brandt-
Schwarze and others, Der Maikafer, 1, pp. 51-53, 62-64, 69-71); Lebenslauf des Johannisfiinkchens, von
ihm selbst verfat, a short biography of a glow worm which is used as an allegory for the political tension
between the aristocracy (the spider) and the people (the small beetles including the glow worm) (Brandt-
Schwarze and others, Der Maikafer, 1, pp. 493-99), Der Musikant, a short story about a bourgeois
musician who is annoyed by his neighbours who, being of aristocratic origin, play their instrument very

10



At a political level, the explosiveness of the Maikéafer association is reflected especially
in the yearbook Vom Rhein: Leben, Kunst und Dichtung (About the Rhine: Life, Arts
and Poetry), edited by Gottfried Kinkel and published in 1847. Vom Rhein is a
compilation of the most remarkable works originating from (former) Maik&afer members
and was concluded with Gottfried Kinkel’s ‘Mannerlied’, with which, according to
Monica Klaus, he pointed into a revolutionary direction: ‘the contemplative Romantic
era was now over, and so were intimate friendships and bourgeois peace’.** The
political situation of the late 1840s divided the Maikafer group into two parties and
finally led to the closing of the community; some members’ works became politically
controversial, other members did not want to be associated with democratic, or even
republican, mind sets.** The yearbook, however, not only marked the end of the
Maikafer, but it also alludes to the general political direction of the Kinkels. Gottfried
Kinkel’s ‘Mé&nnerlied’ put off many friends and bondsmen, who were indignant over
Kinkel’s renunciation of Protestantism.”> Table 1.1.1 shows Kinkel’s various

involvements with politics.

badly and thereby distract the musician from his compositional activity (Brandt-Schwarze and others, Der
Maikéfer, 1v, pp. 46-48, 82-83, 89, 115-16, 122-23, 143-53); Musikalische Orthodoxie, a novella
dealing with musical gender conventions, teaching and the superficiality of the aristocracy (Brandt-
Schwarze and others, Der Maikéfer, 111, pp. 45976, Iv, pp. 416-52); ‘Uber die modernen
Liederkomponisten” (About the Modern Lieder Composers, Brandt-Schwarze and others, Der Maikéfer,
I, pp. 28-37, hereafter referred to as Kinkel, ‘Uber die modernen Liederkomponisten’); ‘Das moderne
Klavierspiel’ (‘The Modern Piano Playing’, Brandt-Schwarze and others, Der Maikéfer, 111, pp. 249-50,
271-72, 283-85, 305-08).

* Klaus, Johanna Kinkel, p. 115. ‘Es war nun vorbei mit der beschaulichen Romantik, den innigen
Freundschaften und der Biirgerruhe’.

* Ibid., p. 115. The first decades of the nineteenth century brought forward a number of political
movements: the liberal branch, which advocated such goals as equality before the law, tax laws, freedom
of thought and worship, civil marriage, easier divorce laws, and universal state education; the closely-
related nationalist movements, which mainly developed among students; left-wing socialist or radical
democratic movements, which aimed for a revolution and a new regime of equality and which was taken
over and further developed by Karl Marx during the 1840s; and, as a counterpart, the conservative branch,
which aimed for a monarchical constitution, and the stabilisation of the Catholic Church. David G.
Williamson, Germany since 1815, pp. 29-30; Ernest John Knapton and Thomas Kingston Derry, Europe
1815-1914 (Norwich: Jarrold & Sons, 1965), pp. 40-45; Brian E. Vick, Defining Germany: The 1848
Frankfurt Parliamentarians and National Identity (Cambridge: Harvard University Press, 2002), p. 205;
Jerrold Seigel, Modernity and Bourgeois Life: Society, Politics, and Culture in England, France, and
Germany since 1750 (Cambridge: Cambridge University Press, 2012), p. 114, hereafter referred to as
Seigel, Modernity and Bourgeois Life.

** Klaus, Johanna Kinkel, pp. 144 and 148.
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Table 1.1.1: Chronology of Gottfried Kinkel’s political activities

Date Event

1848

February In a presentation on the history of arts, Kinkel advocates a ‘state in which the people’s
will is respected and rules everyone’s everyday life’.*

20 March Kinkel’s first democratic speech at Bonn City Hall

27 March Establishment of a Central-Burgerversammlung (Central Assembly of the Citizens),
including three political branches: Rhine Catholics, Constitutionals, and Democrats,
among which Gottfried Kinkel takes leadership

19 April Kinkel’s petition for craftsmen

28 May Kinkel establishes the Handwerkerbildungsverein (Craftsmen’s Educational
Association)

31 May Kinkel establishes the Demokratischen Verein (Democratic Association)

August Kinkel publishes his work Handwerk, errette dich! (Trade, Rescue Yourself!)

6 August Kinkel becomes editor of the Bonner Zeitung

15 November  Kinkel’s public appeal for tax refusal

November Interruption of Johanna Kinkel’s piano lessons by soldier Rosenkranz; he is relocated

6 December Johanna Kinkel publishes her ‘Demokratenlied’ in the Bonner Zeitung

16 December
1849

22 January-5
February
1849

24 February
February

8 March
18 March

30 March
12 April
3 May
May

10 May
20 May
12 July
20 June

2 July
3 July

July
4 August
12 August

30 September
8 October
1850

12 April 1850
29  April-2
May

6 November
1851

23 January
1851

Johanna Kinkel’s ‘Demokratenlied’ is published by Sulzbach

Elections for Second Chamber of Prussian Diet; Kinkel is elected

Kinkel leaves Bonn in order to join the Prussian Diet in Berlin

Carl Schurz, alongside Johanna Kinkel, becomes the leading editor of the Bonner
Zeitung

Kinkel’s first Parliament speech which is published by the Bonner Zeitung on 15 March
1849

First Anniversary of Berlin March Revolution: Bonner Zeitung publishes Kinkel’s
article describing a journey to the graves of the dead soldiers of the March revolution
Kinkel’s suspension from Bonn University

Johanna Kinkel and the children follow their hushand and father to Berlin

Gottfried and Johanna Kinkel, and the four children move back to Bonn

Prussian Diet (Berlin) and German National Assembly (Frankfurt) are dissolved
Siegburger Zeughaussturm, Gottfried Kinkel escapes from military

Johanna Kinkel takes editorship of the Bonner Zeitung

Kinkel is unseated as a professor

Kinkel joins the Companie Besangon and joins the revolutionaries on the battlefield in
Baden

Kinkel is injured during a battle in Klippenheim, near Rastatt, and is arrested

Johanna Kinkel visits Kinkel in Rastatt; she writes the Lied ‘Der gefangene
Freischarler’

several appeals for clemencies in favour of Kinkel

Kinkel’s trial at court; sentence is declared invalid on 12 August 1849

Johanna meets Gottfried in order to discuss guardianship of children; Johanna is
appointed the sole guardian; Johanna’s father and the friends Hermann Schauenburg
and Carl Fresenius, or Hermann Velten, should the non-Prussian Carl Fresenius not be
eligible, are appointed guardians, too

Official sentence: lifelong imprisonment in a penitentiary, not in a civil prison

Kinkel arrives in Naugard penitentiary

Kinkel is brought to Cologne for a trial on Siegburger Zeughaussturm

Kinkel’s trial; sentence: acquittal for Siegburger Zeughaussturm, on the way back
Gottfried Kinkel tries to escape, but is caught and relocated to Spandau

Kinkel’s escape from Spandau to London

Johanna Kinkel and the children arrive in London

*® Ibid., p. 152. ‘Eine Staatsform, in welcher der Wille des Volkes zur Geltung kommt und zum
lebensbeherrschenden Gesetze wird’.
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As Kinkel mainly gathered craftsmen, traders and students around him in the
Demokratischen Verein (Democratic Society, founded on 31 May 1848), the social
distance between him and his original class grew. Kinkel’s public advocacy for the
lower class caused new social challenges with former friends who did not approve of
the Kinkels” socialist turn.*” Along with Carl Schurz (1829-1906), a republican student,
Kinkel joined the radical left-wing democrats. Kinkel’s political career took furher
shape when he appealed publically for tax refusal on 15 November 1848 in Bonn. The
Bonn mayor Oppenhoff, who had joined Gottfried Kinkel in an enthusiastic speech
favouring a united Germany on 20 March 1848 shortly after the Berlin March
Revolution and whose daughter Angela Oppenhoff had been one of Johanna’s closest
friends until she got married to Gottfried, made a report to the prosecution and wanted
to arrest Kinkel. Kinkel’s political significance attracted the officials’ attention. The
academic senate and rector asked for Kinkel’s punishment based on his fanatical
instigation of the lower class. The report, which was sent to the Konigliche Ministerium
fir Unterricht (Royal Ministry for Education) on 9 December 1848, also stated that the

Bonner Zeitung, under Kinkel’s editorship since 6 August 1848, was:

an inexhaustible storehouse of attacks on the government, of aspersions, derisive
misrepresentations, and encomia of the red republic, as the highest aim of the human race, of
more or less hidden incitements to disobedience, resistance and rebellion against the official

forces.*®
So far Johanna Kinkel had supported the revolution only passively by looking after the
household and the four children, born on 11 July 1844 (Gottfried), 8 August 1845
(Johanna), 12 August 1846 (Adelheid), and 29 July 1848 (Hermann). When Johanna
gave birth to her fourth child, Hermann, Gottfried Kinkel was supposed to attend a

discussion with the craftsmen and traders. His absence from this discussion was

*" Ibid., p. 158.

*8 Ibid., p. 165. “Es ist ein unerschopfliches Magazin von Angriffen auf die Regierung, von
Verleumdungen, hdmischen VVerdrehungen und Entstellungen von Lobpreisungen der rothen Republik,
als des hochsten Ziels der Menschheit, von bald mehr, bald weniger versteckten Aufforderungen zu
Ungehorsam, zur Widersetzlichkeit, zur Emporung gegen die gesetzlichen Gewalten’.
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received with understanding. However, only a few days later, he left his wife and
attended the Demokratenkongress fir Rheinland und Westfalen (Democrats” Congress
of the Rhineland and Westphalia), at which he met Karl Marx (1818-1883) for the first
time; a disappointing encounter for both Kinkel and Schurz as they disliked Marx’s
arrogance and unwillingness to compromise.*® Johanna had stepped back in favour of
her husband’s educational and political travels, although she mentioned her longing for
more intellectual activity in numerous letters to her friends.>® The political tone of the
time also sounded in the Kinkels’ home. Hermann Hiiffer (1830-1905), Johanna
Kinkel’s friend Julie Hiiffer’s (1809—1879) son, who visited Bonn in 1848 and received
piano and singing lessons from Johanna, recalled that Kinkel’s children sang the
Marseillaise at home. According to Monica Klaus, Johanna Kinkel’s composition ‘Von
der Birgerwache’ (About the Vigilance Committee) was not only sung by her own
children, but became a popular tune of the Bonn middle class.®® Johanna Kinkel’s
involvement with politics, however, assumed new dimensions when numerous intrigues
and aspersions had caused the loss of all her piano students.’ On 6 December 1848 she
published her ‘Demokratenlied’ (Democrats’ Song), which advocates the fight for a
republic, in the Bonner Zeitung; shortly after, on 16 December 1848, her song was
published by Sulzbach, ready for prompt distribution. At the beginning of 1849,
Gottfried Kinkel was elected as a representative to join the Zweite Kammer of the
PreuRischen Landtag (Second Chamber of the Prussian Diet). He left Bonn on 24

February 1849, as a result of which Johanna Kinkel expanded her journalistic activity

** Ibid., pp. 160-61.

% Ihid., p. 134.

*! Ibid., p. 164. Johanna Kinkel, “Von der Biirgerwache’ is included in Anleitung zum Singen (Mainz:
Schott, 1849), hereafter referred to as Kinkel, Anleitung zum Singen. It tells the story of a man going out
to war from his son’s point of view. The son, who still likes sitting on the mother’s knee, promises to
himself that, ‘once he is grown-up, he will fly the flag in black, gold and red and die for the sake of
freedom’. ‘Jetzt sitz’ ich gern noch auf dem Schol3, doch das wird anders bin ich einmal groR, dann
schwing’ ich hoch die Fahne schwarzgoldroth und fiir die Freiheit geh ich in den Tod".

52 Ibid., pp. 165-66.
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with the Bonner Zeitung.”® Johanna acted as a correspondent between Berlin and Bonn
and published many of Gottfried’s writings in the Bonner Zeitung. In April 1849,
Johanna, along with the four children and the two housemaids, followed her husband to
Berlin.>* However, the Kinkels moved back to Bonn when the Prussian Diet was closed
on 3 May 1843 following a gunfight. Out of disappointment about the failure of the left
wing in both Frankfurt National Assembly and Prussian Diet, the democrats, including
Gottfried Kinkel and Carl Schurz, met on 9 May 1849 and prepared the Siegburger
Zeughaussturm, which took place on 10 May 1849 and failed due to a bad strategy of
the revolutionaries. Gottfried Kinkel escaped from the Prussian troops and never
returned home. In a letter from 11 May 1849, Gottfried begged Johanna for her love and
her respect.”® Johanna, who, on 20 May 1849 had taken over the editorship of the
Bonner Zeitung since Carl Schurz’s departure on 9 May, tried to make a living by
writing for different newspapers such as the Cologne paper Wéachter am Rhein, and by
publishing some of her own and Gottfried’s novellas and poems as well as her singing
school for children.®® Despite the increasing disapproval of her parents, Johanna
engaged in politics very actively and used the Bonner Zeitung as her vehicle in order to
respond to public aspersions, in which she was described as a ‘spectre’ contaminating
her husband.®” Johanna’s increasing courage in taking a public political position is also
reflected by numerous critical articles in which she suggested a new dictionary of

political terms as well as two paragraphs of the new constitution, namely ‘§ 1. The King

%3 This was not Johanna Kinkel’s first journalistic endeavour as she, according to Paul Kaufmann
(Johanna Kinkel: Neue Beitrage zu ihrem Lebensbild’, p. 292), created the Endenicher Wochenblatt, a
weekly magazine including short literary works, as early as 1830. She also wrote two Endenicher
Modejournale (Stadtarchiv Bonn, SN 94/253); journals containing small pencil drawings and humorous
literary works, in July 1835 and 1839, respectively. Like the Maikafer journals, those journals are
handwritten and should therefore be considered semi-public as they were not circulated among the public.
> See Johanna and Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!, 1, p. 495.

> lbid., 1, p. 503. ‘DaB du mir deine Liebe nicht entziehst, weiR ich, aber laR auch deine Achtung nicht
sinken: mein Fehler war, dal} ich meinem Volk einen Funken von Ehrgefuhl zutraute, und dieser Fehler
ist, [...] vergebenswiirdig’.

% See Klaus, Johanna Kinkel, p. 183. In 1849, Cotta published the novellas in Erzahlungen von Gottfried
und Johanna Kinkel and the poems in Gedichte von Gottfried Kinkel; Sulzbach published Johanna’s
children’s story D& Hond on dat Eechhorn — & Verzellcher fir Blahge.

% Ibid., p. 186.
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orders. § 2. The people obey’.”® As the revolutionary movement was about to get
stopped by the military, Gottfried Kinkel joined the militia, Companie Besangon, on 20
June 1849 in order to fight on the battlefield, a decision which brought a prompt end to
Kinkel’s escape from the Prussian troops.”® On 2 July 1849, Kinkel was injured and
caught in a fight in Kippenheim near Rastatt, where he had fought alongside Friedrich
Engels (1829-1895).°° On 3 July Johanna visited Gottfried Kinkel in prison in
Karlsruhe, after which she composed her Lied ‘Der gefangene Freischarler’ (The
Imprisoned Voluntary Soldier).®* When Kinkel’s imprisonment was discussed publicly
in various newspapers, numerous friends and associations advocated an appeal for
clemency, to be signed and sent to the Prince of Prussia.®” Also Johanna wrote a petition
in which she reminded the Princess of Prussia of their first encounter ten years earlier,
when Kinkel had entertained the young princess with piano music while her portrait was
being painted.®® On 4 August 1849 Gottfried Kinkel’s trial was opened. On 11 August
1849, he was sentenced to lifelong imprisonment and was transferred to a different
prison building which granted him better living conditions. In a letter to Johanna dated
12 August 1849, Gottfried expressed his happiness about his transfer to ‘a bright room
in the Bastion 30°, and the ‘pleasure to sleep in linen and to sit on a chair at a table’.®*
On the same day, Johanna was allowed to visit Gottfried in order to arrange the

children’s guardianship. As the sentence from 12 August was declared not valid once it

was approved by the officials in Berlin, a new sentence was voiced by the Berlin

*% Ibid., p. 186.

> Johanna and Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!, 1, p. 552.

% See Klaus, Johanna Kinkel, p. 192.

%1 Johanna Kinkel shared this poem with Gottfried in a letter dated 7 July 1849. Johanna and Gottfried
Kinkel, Liebe treue Johanna! Liebster Gottit!, 11, pp. 264-65. A score manuscript is not included in
Kinkel’s legacy.

62 See Klaus, Johanna Kinkel, pp. 192-93.

63 Johanna Kinkel, Gesuch an die Prinzessin von PreuRen, 4 July 1849, ULB 2407.

84 Johanna and Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!, 11, p. 584. ‘Mein gestriger
Geburtstag brachte mir drei Freuden auf einmal. Erstlich wurde ich [...] in ein helles Zimmer auf der
Bastion 30 versetzt, und hatte [...] den GenuB, in Leintiichern zu schlafen und auf einem Stuhl an einem
Tisch zu sitzen’.
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authorities on 30 September 1849.%° It scheduled life imprisonment in a penitentiary
rather than in a civil jail, which meant Gottfried Kinkel’s transfer to Naugard in
Pomerania, where he arrived on 8 October 1849.% The Kinkels® fate had evoked a great
deal of sympathy among the Bonn public including the Handwerkerbildungsverein
(Craftsmen’s Educational Association), which helped Johanna, and, more importantly,

her children.®’

As Monica Klaus points out, Johanna Kinkel’s friendships with
emancipated women such as Kathinka Zitz (1801-1877) and Malwida von Meysenbug
(1816-1903) were of great moral value for Johanna.?® In an important step towards a
return to every-day life, Johanna Kinkel started teaching again in November 1849,
which enabled her to make a living less dependent on donations and funds. On 6
November 1849, Johanna wrote to Gottfried that ‘besides the childcare, the return to my
profession as a teacher has brightened up my days’. When Johanna took on teaching
hours in Cologne, her methods gained popularity, which brought back many of her old
Bonn pupils.®® At the same time, Johanna developed plans to free her husband. These
plans surfaced already in her first letter to Gottfried, in which she used a secret codified

language. She used nicknames and included hints at dramatic performances which

covered hidden messages:

According to my calculations, the Millenbim’sche matter should be fine; now that | have
received Cotta’s honorarium, I should be able to get the loan. I am currently undertaking

research in order to make sure that the money will be beneficial to the old man himself rather

% Klaus, Johanna Kinkel, p. 199.

% On 11 October 1849, Gottfried stressed that he is now in a penitentiary rather than a jail, which meant a
much harder treatment. Johanna and Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!, 11, pp. 612—
13. “Ich schreibe dir nicht aus dem Gefangnisse, sondern aus dem Zuchthause. [...] Demnoch wurde mir
[...] Haar und Bart geschoren, meine Kleidung genommen, und die Ziichtlingskleidung angelegt. [...]
Man nahm mir alle meine Sachen, das Harteste war die Wegnahme deines Traurings, den ich noch durch
alle Chancen mir gerettet hatte’. Underline in original.

%7 See Klaus, Johanna Kinkel, p. 206. In a letter dated 7 July 1849, Johanna informed Gottfried that
‘[their] children are now being showered with caresses’. Johanna and Gottfried Kinkel, Liebe treue
Johannal! Liebster Gottit!, 11, p. 564. ‘Jetzt gar Uiberschiittet man unsere Kinder mit Liebkosungen. Vor ein
paar Tagen schickte der Klempner H. (dein Vertrauensmann) ihnen viel schéne Spielsachen zum
Geschenk’.

%8 Klaus, Johanna Kinkel, p. 205.

% Johanna and Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!, 11, p. 642 ‘AuRer der Kinderpflege
ist mir eine trostliche Tageszeit dadurch geworden, daR ich wieder zu meinem Lehrerberuf zuriickgekehrt
bin. Seit es ruchbar wurde, daf ich nach Céln berufen war, um Stunden zu geben, beeilten sich in Bonn
wieder viele Leute, um mich hier zu halten’.
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than his greedy creditors. [...] Recently | was at Wohlstadt’s beneficiary concert: “Moliere, oder
das Leben eines Schauspielers.” [...] Muuz played the rejected petitioner [...]. Muuz has my full

support. It is also smart of him to adapt to any role. That’s the best way of disarming the

direction, if they try to victimise him.®

Millenbim was the nickname of Gottfried and Johanna’s son; Muuz was Gottfried’s
nickname. Johanna tried to tell Gottfried in this message that she had saved enough
money for the escape and that he should not offer resistance to the officials in order not
to arouse suspicion. Johanna also made contact with Carl Schurz, who had managed to
escape to Switzerland in July 1849 and who agreed to help her free Gottfried.”* Johanna
was sent a sketch of the prison so that she knew about possible escapes, but she had also
planned to visit Gottfried in Naugard in April 1850.”” This visit, however, did not
happen as Gottfried was called to the Cologne Court in relation to his involvement with
the Siegburger Zeughaussturm.” He arrived in Cologne on 13 April 1850 and met
Johanna on 19 April, ten days before the trial was opened, which concluded with an
acquittal for all participants at the rebellion.”* When Gottfried was transferred back to
Naugard, he tried to escape, but the attempt failed because, unexpectedly, he was
brought to a prison in Spandau rather than back to Naugard.” Johanna’s attempt to visit
Spandau also failed, because the prison director Jeserich did not grant her permission to
see Gottfried.”® Upon a second request, Johanna’s Berlin friend Leopold von Henning

sent a letter to the Minister Otto Theodor Freiherr von Manteuffel (1805-1882), in

" |bid., p. 785-88. ‘Meiner Berechnung nach, muf jetzt, wo das Cotta’sche Honorar in meinen Handen
ist, durch ein leicht zu beschaffendes Darlehen die Summe sich herstellen lassen, die mir néthig scheint,
um die Millenbim’sche Sache zu ordnen. Um sicher zu sein, dal3 es dem Alten selber zu Gute kommt, und
nicht seinen wuchersuchtigen Glaubigern in die Hande féllt, bin ich eben im Begriffe die néthigen
Erkundigungen einzuziehn. [...] Neulich war ich in Wohlstadt’s Benefiz: ‘Moliere, oder das Leben eines
Schauspielers.’ [...] Muuz spielte den abgewiesenen Bittsteller [...] Muuz hat sehr meinen Beifall. Auch
ist es klug von ihm, daR er sich in jede Rolle schickt. Er entwaffnet damit am besten die Regie, wenn sie
ihn zu chikaniren denkt.’

™ Klaus, Johanna Kinkel, p. 214.

"2 Johanna and Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!, 11, pp. 903-05.

" See Gottfried’s letters to Johanna dated 12 April 1850, and 14 April 1850, Johanna and Gottfried
Kinkel, Liebe treue Johanna! Liebster Gottit!, 11, pp. 980 and 984.

™ Klaus, Johanna Kinkel, p. 218.

*See Gottfried’s letter to Johanna dated 20 May 1850, Johanna and Gottfried Kinkel, Liebe treue
Johanna! Liebster Gottit!, 11, p. 997.

7® See Johanna’s letter to Gottfried dated 4 June 1850, Johanna and Gottfried Kinkel, Liebe treue
Johannal! Liebster Gottit!, 11, p. 1002.
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which Kinkel’s bad treatment was outlined.”” Manteuffel’s urge to give an account of
Kinkel’s current situation resulted in even worse treatment, as Jeserich emphasised
Johanna’s evil influence on her husband and Gottfried’s unregenerate and unrepentant
attitude.”® During the following months, Johanna suffered a great deal from the
disgraceful treatment of her husband, although he tried to appease her in his letters.”
Many friends visited Johanna in order to support her psychologically and financially.
Marie von Bruiningk (1818-1853), who met Gottfried Kinkel in 1847 and had since
been fascinated by his political involvement, helped out financially; Kathinka Zitz,
Adolf Strodtmann (1829-1879) and Friedrich Althaus (1829-1897) visited in order to
help with the household and the children and to give Johanna moral support.?’ In
August 1850, Carl Schurz, equipped with money from Johanna, was sent off to Berlin in
order to free Gottfried. Schurz arrived in Berlin on 11 August 1850 and got in touch
with Johanna’s confederates. This is how he met the Spandau Gastwirth Kriger, in
whose tavern some of the prison guards used to socialise.* At the end of September
1850, Schurz met the Spandau prison guard Georg Brune, who agreed to help Schurz to
free Kinkel.%? Schurz collected the money which Johanna had sent to Rebecka Dirichlet
and on 6 November Carl Schurz, aka Heribert Jiissen, along with Georg Brune, freed
Gottfried Kinkel.®® The escape was conducted via Strelitz and Warnemiinde to Rostock,
from where Kinkel and Schurz took Moritz Wiggers’s ship, ‘Kleine Anna’ (Small
Anna) for Scotland on 17 November 1850. On 9 November 1850 Kinkel informed
Johanna about the good news: ‘Don’t be afraid. We are loaded with money’.®* Shortly

after, Johanna, who had spread the rumour that Gottfried had escaped to America, met

" Klaus, Johanna Kinkel, p. 223.

"8 See ibid., pp. 225-27.

" Ibid., p. 227.

% Ibid., p. 228.

81 Carl Schurz, Lebenserinnerungen bis zum Jahre 1852 (Berlin: Reimer, 1906/11), pp. 192-229.
Hereafter referred to as Schurz, Lebenserinnerungen.

% Ibid., p. 195.

% Ibid., p. 197.

8 Johanna and Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!, 111, p. 1079. ‘Bes net bang.
habemus geld wie heu’, Bonn dialect for ‘Sei nicht bange. Wir haben Geld wie Heu’.
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Schurz and Gottfried in Paris, where she could finally ‘feel like a wife’. She complained
that ‘here I have been the only man in the household’.% Back in Bonn on 21 December
1850, Johanna was confronted with four sick children and a mother who reproached her
for acting carelessly. Gottfried returned to London on 12 January 1851. Johanna
conducted a police questioning on 11 January 1851 without any inconvenient
consequence. She followed Gottfried on 19 January 1851, along with her four children
and Carl Schurz’s younger sister Toni Schurz.®® In a letter from 19 January 1851,
Gottfried Kinkel’s oldest son, Gottfried (jun.), writes: ‘Today we are coming. Your son
Gottfried’.®” The sailing took four days and Gottfried Kinkel greeted his happy but
exhausted family on 23 January at the London harbour.®

Whereas Johanna looked after the household, the four children and the visitors,
Gottfried turned toward politics again. On 13 March 1851, when a number of French
and German exiles, the European Democrats’ Central Committee, met in order to
discuss mutual revolutionary interests in London, Gottfried Kinkel, along with some
others, was disappointed at the French predominance at the gathering and founded the
Ausschuss fiir deutsche Angelegenheiten (Committee for German Affairs).®® This
committee discussed the possibility of a national loan, which set the ball rolling for
Gottfried Kinkel’s travels to the USA. Kinkel left London on 2 September 1851, leaving
behind Johanna with the household, which, according to Johanna ‘nearly turned to a
commission office for refugees seeking work’.®® Furthermore, she was ‘so busy dealing
with others’ affairs that my own issues are being left completely unconsidered’.*

Besides Kinkel’s voluntary work for friends, mutual friends or like-minded people sent

% Ibid., p. 1090. ‘Ach, aber das Mauschen wird im Himmel sein, wenn es sich an Deinem festen Herzen
wieder Weib fiihlen darf. Hier war ich langst der einzige Mann im Hause’.

% Ibid., p. 1132.

%7 Ibid., p. 1134. ‘Heute kommen wir. Dein Sohn Gottfried’.

8 Klaus, Johanna Kinkel, p. 247.

% Ibid., pp. 254-55.

% Kinkel cited after ibid., p. 259. ‘Dazu ist mein Haus fast zum Commissionsbureau arbeitssuchender
Fliichtlinge geworden’.

% Kinkel cited after ibid., p. 259. ‘Und ich bin so sehr mit fremden Angelegenheiten beschaftigt, daR die
eigenen dabei ganz unberiicksichtigt bleiben miissen’.
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by the party, she also gave singing classes and piano lessons in order to make a living,
which further restricted her spare time and thereby did not allow for any high-level
artistic activity.”® In a letter from 30 July 1851, Kinkel complained to Fanny Lewald
(1811-1889) that several visits ‘distract me from work and absorb all my energy’.*® In a
letter to Lewald dated 25 November 1851, Kinkel expressed her gratitude for being
sick, as that allowed her to stay in bed and write the letter rather than looking after the
household. She then regretted that she was ‘buried alive with all my talents, just like a
duty machine’.** While Gottfried was in America, trying to collect money for the party
and the revolution in Germany, Johanna struggled with money issues, caused by the
exuberant lifestyle of her friends and the people passing through her house.*® Her
friendship with Carl Schurz broke down completely when he played her Erard piano
without asking for permission.”® Carl and his sister Toni preferred the wealthy genteel
Marie von Bruiningk’s salon life, in which financial issues were unknown and which
was open for daily and nightly entertainment. Johanna’s social seclusion was received
with disappointment.®” Hoping to concentrate on the children’s education, Johanna

asked her husband to leave the political stage in favour of a more private life:

When you come home, is our house going to be like a marketplace again? Am | supposed to be a
clothes rail, to represent the Kinkel family on the couch, to entertain visitors on tenterhooks,

while such children are being neglected?*®

Furthermore, she reminded Gottfried several times of their children’s talents and

encouraged him to ‘ask your heart if it is allowed to distance itself from these children

% Ibid., p. 260.

% Fanny Lewald, Zwdlf Bilder nach dem Leben, Erinnerungen von Fanny Lewald (Berlin: Otto Janke,
1888), p. 12. ‘Die einzige Schattenseite sind die unzahligen Besuche, die uns an der Arbeit hindern und
die Krifte verzehren’. Hereafter referred to as Lewald, Zwolf Bilder.

* Ibid., p. 13. “Ich bin mit allen meinen Talenten lebendig begraben, nur noch eine Pflichtmaschine’.
% Klaus, Johanna Kinkel, p. 272.

% Johanna and Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!, 11, p. 1234.

% Klaus, Johanna Kinkel, p. 276.

% Johanna Kinkel in a letter to Gottfried Kinkel dated 10 January 1850, Johanna and Gottfried Kinkel,
Liebe treue Johanna! Liebster Gottit!, 111, p. 1245, Italics in original. “‘Wenn du wiederkehrst, soll dann
wieder unser Haus einem Marktplatz gleichen? Muf} ich wieder als Haubenstock dienen, auf dem Sofa
reprasentieren, auf gliihenden Kohlen Visiten unterhalten, wéhrend solche Kinder verwahrlosen?’.
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again’.*® It must have pleased Johanna that, when Gottfried returned to London on 8
March 1852, the party was quarrelling and many of her friends were about to emigrate
or had already emigrated to the USA as they feared a brutal ending of the revolutionary
plans after the defeat of the French revolutionaries on 2 December 1851.' As Monica
Klaus puts it, Johanna’s problem seemed to solve itself when Carl Schurz got married
on 7 July 1852 and moved to the USA shortly after, along with his sister and parents.'*
Now Johanna and Gottfried were able to enjoy family life. Gottfried taught the children
and, in April 1853, he was assigned six presentations on the history of art at the
university, which, besides the increasing number of Johanna’s piano and singing
students, also eased the Kinkels® financial situation.'® Johanna was now able to turn
toward London musical life, on which she commented in several of her writings, such
as Erziehungswesen in London, Musikalisches aus London, Briefe aus London and
Musikalische Zustdnde und deutsche Musiker in London, the latter of which
summarised the previous three essays and was published in the Augsburger Allgemeine

Zeitung in June 1853.% She also published the English version of her Anleitung zum

Singen (op. 22) in 1852.1%

1.5 London: 1851-58

Ferdinand Freiligrath (1810-1876) included the following verse in his burial poem for
Johanna Kinkel:

We lower you down to the grave
Like a comrade in arms;

You are lying on the strangers’ baulk,

% Johanna Kinkel in a letter to Gottfried Kinkel dated 10 January 1850, Johanna and Gottfried Kinkel,
Liebe treue Johanna! Liebster Gottit!, 111, p. 1245. ‘Und frage dann dein Herz, ob es sich von diesen
Kindern nochmals 16sen darf’.

100 gee Klaus, Johanna Kinkel, p. 278.

191 Ihid., p. 281.

192 1hid., pp. 284-85.

193 1hid., p. 286.

104 The year 1852 is stated on the original publication, Johanna Kinkel, Songs for Little Children: English
Words Adapted to Madame Kinkel’s German “Kindergesangsschule” (London: n. publ., 1852).
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As if shot by the enemy;
Exile, too, is a battlefield;

You have been killed in action.'®
What did Freiligrath mean when he spoke of exile as a ‘battlefield’? In addition to
Johanna Kinkel’s decline in health as a result of both physical and mental exhaustion,
the early London years were full of moral disappointments. The ever-lasting financial
issues, worries about piano students and increasing numbers of refugees seeking help
wore down Johanna’s nerves, a development which is also reflected in the Kinkels’
correspondence. Each summer, the Kinkels spent a few weeks’ holiday by the sea,
during which Johanna’s health improved and which were also used for literary
activities. The winters, however, and the general conditions of her life, turned Johanna
into a sick and desperate woman. Both physical weakness, caused by an increasingly
bad heart condition and heavy bronchitis, and mental distraction, effected by Johanna’s
sensitiveness to fatigue and neuritis from which she had never recovered after her first
marriage, robbed her of energy. In a letter to Gottfried dated 1 January 1852, Johanna
complained about adynamia, constant flus and fevers which resulted from financial
household issues. Despite the wet climate Johanna did not use the heating in order to
save money. She also abstained from a glass of red wine in the evenings, although the
doctor had recommended red wine for her recovery.'®® While Johanna only looked after
herself and the family in the summertime, numerous visitors stole her time and leisure
during the winters, her disapproval of which she mentioned in a letter to Gottfried on 5

February 1854

195 Ferdinand Freilighrath cited after Lewald, Zwolf Bilder, p. 32. ‘Wir senken in die Gruft dich ein | wie
einen Kampfgenossen | Du liegst auf diesem fremden Rain | wie jah vor’m Feind erschossen | Ein
Schlachtfeld auch ist das Exil | auf dem bist du gefallen’.

106 johanna and Gottfried Kinkel, Liebe treue Johanna! Liebster Gottit!, 111, p. 1232.

23



If 1 only had time to tarry a while to focus on myself! But now everything is urgent, everybody
who needs me is in a great rush. | speed up and force myself to please the other people, and this

only makes things worse.'%’
Furthermore, Gottfried’s numerous lecture tours to Manchester and Edinburgh, during
which he was admired and approached by young women, caused doubt and distrust
within the Kinkels’ relationship. Johanna Kinkel, however, remained silent about her
disappointment in her husband, which she voiced privately in some letters to
Gottfried.*® When, on 15 November 1858, Johanna Kinkel was found dead under the
widely-opened window of her bedroom, investigators concluded in haste that Johanna
must have committed suicide.'® This assumption, however, was revised by the doctor,
who stated that Johanna Kinkel did not suffer from any kind of insanity or depression.
The post-mortem showed that Johanna Kinkel’s heart was twice the normal size and the
official conclusion was that Kinkel was ‘killed by an accidental fall from a window
forty-eight feet high’.''° Nevertheless, some of Gottfried Kinkel’s political counterparts,
such as Friedrich Engels or Karl Marx, tried to connect Johanna Kinkel’s death with her

husband’s excessive lifestyle during the 1850s.™*

97 Ipid., p. 1334. ‘Hétte ich nur Zeit, einen Moment abzuwarten, mich zu sammeln! Aber nun dréngt

Alles, jeder Mensch hat die grote Eile, der mich eben braucht. Ich sporne, zwinge mich, es den Leuten

recht zu machen, und es wird nur schlimmer dadurch’.

198 K laus, Johanna Kinkel, pp. 296-99.

199 1pid., p. 324.

ii Certificate of Death of the General Register Office, England, cited after Klaus, Johanna Kinkel, p. 325.
Ibid., p. 326.
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CHAPTER 2:
JOHANNA KINKEL’S MUSIC-PEDAGOGICAL
ACTIVITIES

2.1 Kinkel and the Bonner Gesangverein

Following on from Johanna Kinkel’s family life, her willingness to step back in favour
of her husband’s political activity deserves special attention. However, Kinkel did not
completely give up her desire to engage in arts, particularly music. Her love of music is
reflected not only during the Berlin years, but also in her pursuit of a musical career in
Bonn, where she attended salon gatherings and the meetings of the Maikaferbund. The
most remarkable musical engagement in Bonn, however, is Kinkel’s activity as a
conductor of the Bonner Gesangverein, the diary of which Kinkel wrote down from
memory when she lived in London during the winter of 1851/52 — at least four years
after the singing association had been closed.! According to Kinkel, there is no evidence
of an official foundation of the Bonner Gesangverein.> At the beginning, only a few
people met for musical practice on an irregular basis. In 1827, the first initiative was
taken by Kinkel’s teacher Franz Ries, who invited some of his students, namely Johanna
Kinkel, Auguste Haskarl, and Valeria Schram, to his house in order to have them
perform pieces recently learned. Some families whose daughters were students of Ries’s
formed musical circles during which light ensemble pieces and operatic extracts were
performed. Ries was responsible for the selection and practice of the piano works,
whereas Johanna chose and rehearsed the vocal repertoire. After a while, Ries
participated only as an audience member, passing on criticism and remarks after each

performance. Kinkel became the leading director of the choir. The choir then met on

! See Klaus, Johanna Kinkel, pp. 285-86.
2 Johanna Kinkel, Notizen den Gesangverein betreffend, n. d., ULB S$2400, p. 22. Hereafter referred to as
Kinkel, Notizen den Gesangverein betreffend.
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Sunday mornings at Kinkel’s house. For a long time, it had been regretted that visiting
artists were rarely able to perform a decent concert as the support from local artists was
too small.® Kinkel aimed for a learned repertoire of operatic pieces for the Gesangverein
in order to have something to perform on occasional summer concerts. Whereas this
project did not really work because of differences of opinion between Kinkel and the
students’ parents, some other concerts supporting the Frauenverein (Women’s Society)
were performed with great enthusiasm by the Gesangverein. During Kinkel’s time in
Berlin (1836-39), the Verein held the meetings under the guidance of randomly selected
directors. When Kinkel returned from Berlin in 1839 she again took over the leadership.
In her notes on the Gesangverein, Kinkel complained that in 1848/49, ‘the revolutionary
conversations overshadowed all musical interests’, which finally led to the disbanding
of the choral association.* In her writings, Kinkel recalls that at the end of March 1848,
‘there has been more politicising than singing for some Saturdays’.” The last piece that
was planned to be performed was Louis Spohr’s opera Der Berggeist. Rehearsals started
on 2 October 1847, and the piano reduction was distributed in mid-February 1848. The
performance was scheduled for mid-February, too. It never took place. After the final

rehearsal of Der Berggeist, Kinkel decided to close down the choir:

In the last rehearsal of Der Berggeist the result of many members being absent led to fatally
insecure vocal entries and to a very shoddy performance in general. Most of the members
thought they would not need so many rehearsals, others hoped that the members who had
practiced ambitiously would carry them. [...] | issued a circular to soloists informing them that
the opportunity to perform depended upon punctual attendance at the final (private) solo
rehearsals. | asked them if they would be willing to show up at a certain time. All of them
pledged to do so. Nevertheless the first soprano cancelled shortly before the rehearsal because
she had just received an invitation for tea at 7pm. (Our rehearsal took place, however, between
3-5pm). This is only one example of the unreliability and indifference with which the majority

of the members have tried my patience. This is why | decided not only to abandon this

3 -

Ibid., p. 27.
* Ibid., p. 77. ‘Spéter Uberwucherten die Revolutionsgesprache alle musikalischen Interessen’.
% Ibid., p. 77. ‘Es wird mehr politisiert als gesungen seit einigen Samstagen’.
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performance, but to give up the whole choir as the results counterbalance the effort which I put

into keeping it together.6
The choir reached a total of 136 members over the course of twenty years. A remarkable
number of people joined in 1834, which could be related to an increasing social
relevance of the choir. However, while Kinkel was in Berlin the attendance shrank from
1836 to 1839 and the Verein was nearly decimated by the time Kinkel returned to Bonn.
In the choir’s notes, she complains that she could not even ‘form a vocal quartet as
every voice had already been engaged somewhere else’.” From then on, the choir
expanded more and more. One reason for this growth could be Johanna and Gottfried
Kinkel’s extra-musical activities with the Maikafer. Some of the Maikafer members,
such as Carl Fresenius (1818-1897), who joined the choir in 1839, or Jacob Burckhardt,
who was accepted in 1843, seemed to feel attracted by Johanna’s musical ambitions. In
1846, the choir consisted of thirty-three to thirty-four members, depending on which
piece was being performed.® A full list of members of the Bonner Gesangverein, as well
as each individual’s membership years can be found in appendix A at the end of volume
two of this thesis.

As appendix A shows, Valeria Schram, an alto singer, is the only founding
member who stayed to the very end; she also hosted a concert on 9 February 1836.

Despite her outstanding faith and reliability, she never performed a solo with the Verein.

® Ibid., pp. 79-81. Underline in original. ‘In der letzten Probe des Berggeist stellten sich die Folgen des
héaufigen Ausbleibens vieler Mitglieder durch eine fatale Unsicherheit im Einfallen, wie durch einen
Uberaus plumpen Vortrag heraus. Die meisten hatten sich eingebildet, sie bedurften nicht so viele Proben,
andre hofften, von denjenigen mit durchgeschleppt zu werden, die fleiRiger gelbt hatten als sie. [...] Ich
hatte ein Zirkular zu allen Solisten gesandt, darin mitgetheilt daf? von dem pulnktlichen Besuch der letzten
(Privat-)probestunden die Mdéglichkeit der Auffiihrung abhinge, und angefragt ob sie bereit seyen zur
bestimmten Stunde zu erscheinen. Alle verpflichteten sich durch ihre Unterschrift. Trotz dem liel kurz
vor der Probe die erste Sopranistin wieder absagen, weil sie eben eine Einladung auf 7 Uhr zum Thee
erhalten hatte. (Unsere Probe aber fand von 3 bis 5 Uhr statt.) Dies ist nur ein Beispiel von der
Unzuverlassigkeit und Gleichgultigkeit, mit der die Mehrzahl der Mitglieder seit langerer Zeit meine
Geduld ermiidet hatten. Ich beschlof? also, nicht blos diese eine Auffiihrung, sondern den Verein
Uberhaupt dran zu geben, da die Resultate desselben ferner in gar keinem Verhaltnis mehr zu den Opfern
stehn, mit denen ich ihn bisher zu erhalten strebte’.

" Ibid., p. 34. ‘Nicht einmal ein Gesangsquartett konnte ich im Sommer 1839 mehr zu Stande bringen, da
jede Stimme schon anderswo engagirt war’.

® Gottfried Kinkel, An die Mitglieder des Gesangvereins unter Leitung der Frau Kinkel, 1846, ULB
S2374, p. 2. Hereafter referred to as Kinkel, An die Mitglieder des Gesangvereins.
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A very good singer, who, at that time, was also one of Kinkel’s closest friends, was
Angela Oppenhoff, an alto singer who joined the choir in 1834 and did not leave until
the Verein was closed. No other singer was assigned as many solo roles as Angela
Oppenhoff. Perhaps as a proof of Kinkel’s affection for her, she referred to her by her
first name in the choir’s notes, and dedicated to her the Lieder op. 6 (published in 1839).
The Oppenhoffs also hosted two concerts in 1835 and 1836. When Johanna converted
to the Protestant faith and became engaged to Gottfried Kinkel, the relationship between
Johanna Kinkel and Angela Oppenhoff cooled down, as Oppenhoff did not show much
understanding for Kinkel.?

The male singers did not have as much stamina as the women. The longest
membership is assigned to the bass Karl Wilhelm Lucas who joined in 1829 and stayed
eleven years; he too occasionally hosted concerts and rehearsals. Later on Carl
Fresenius (bass) and Letellier (bass) appeared to have the most stamina. While
Fresenius never performed a solo, it seems that Letellier was a high-quality singer, as he
sang numerous soli and performed in small vocal ensembles. Finally, Kinkel herself
performed piano sonatas quite regularly, mostly by Beethoven. However, apart from the
first performances of the circle under Ries’s leadership, Kinkel performed very rarely as
a singer. She joined the choir as an alto singer for former member Luise Norner’s
funeral on 10 July 1847, which shows both Kinkel’s close relationship to the members
and her decency. Although Gottfried Kinkel never officially joined the choir as a singer
or a pianist, he read the dialogues of the Singspiel Otto der Schiitz in March 1842 and
he also played the piano reduction of Weber’s Oberon on 9 March 1845. However,
there is no record of him being an extraordinarily good pianist, and his lack of

musicality was mentioned by Johanna Kinkel on various occasions.°

% Klaus, Johanna Kinkel, p. 120.
19 See ibid., p. 107.
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At the beginning, performances were held in different venues, rotating among a
group of families who invited the choir to their houses. Besides the Mockels’ (Kinkel’s)
house, Auguste Haskarl, Valeria Schram and the Breuers offered their houses for these
occasions. In 1843, there were ten such family venues available for small performances

of the Verein.!!

When Johanna married Gottfried in 1843, she moved to the
Poppelsdorfer Schloss, where Gottfried had been resident. This new residence,
including the concert room of the Botanical Gardens behind the manor house, was much
bigger and enabled an expansion of both choir and audience. It was used for regular
performances of the Bonner Gesangverein until 10 October 1846. As the choir had
grown to a considerable number of members, big venues had to be used for the last two
public performances in 1847. Marschner’s opera Hans Heiling was performed in the
Oberer Rathaussaal and Héndel’s Israel in Egypt was carried out in the
Lesegesellschaftssaal.

The repertoire of the Gesangverein changed along with Johanna Kinkel’s
personal development. Appendix B provides an overview of the repertoire performed by
the Bonner Gesangverein.'? As can be seen in appendix B, the first couple of years were
filled with rather light music composed by Hummel, Ries, Auber, Boieldieu and Paer;
Kinkel refers to the performances of the latter three of these as ‘sins’.*® Furthermore, the
operas and oratorios of Beethoven, Mozart, Handel, and Carl Maria von Weber were
performed frequently throughout the choir’s history. Beethoven’s piano sonatas were
revived by Johanna Kinkel whenever there was an interval to be covered or when

rehearsals were attended too badly to enable a full choir rehearsal. In Kinkel’s novel

Musikalische Orthodoxie, the main protagonist Ida discovers a passion for Gluck, whom

1 The ten venues are: Mockel, Schram, Breuer, Haskarl, Freitag, Frowein, Lucas, Miiller, Quadt, and
Oppenhoff. Furthermore, there were such special concerts as the concerts supporting the Frauenverein in
1835 and 1836, for which such special venues as the Lesegesellschaftssaal or the Ermekeilsche Saal were
used.

12 Appendix B can be found at the end of volume two of this thesis.

13 Kinkel, Notizen den Gesangverein betreffend, p. 25. ‘Versiindigt haben wir uns ferner, indem wir
Compositionen von Auber, Boieldieu, Paer und andern dieses Gelichters einstudirten’.
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she tries to introduce to the musically uneducated Earl Selvar.'* This affection for Gluck
seems to be one of many aspects of the novel relating to Kinkel’s own biography, as
Gluck’s operas were an established part of the Bonner Gesangverein’s repertoire.
Another composer even more often performed was Kinkel’s contemporary Louis Spohr
(1784-1859). After the performance of Spohr’s Jessonda in 1844, Kinkel recalls in her
choir memoirs: ‘judgement of the majority with which | agree: in text and composition
the opera is one of the best operas that has ever been written’.*> Spohr’s operas mark
both the beginning and the end of the choir’s history. The first operatic extracts which
were ever performed were the second finale from Spohr’s Jessonda and the quintet from
Zemire und Azor — and Kinkel decided to close down the choir when the members
lacked discipline for rehearsals of Spohr’s Berggeist. Apart from Spohr, Kinkel did not
seem to support contemporary composers through the choir’s activities, as Mendelssohn
was only performed twice — on 13 November 1847, in ‘commemoration of Felix
Mendelssohn’, as it reads in Kinkel’s notes, and on 27 November 1847 when a rehearsal
was attended poorly.*® The reasons for bad attendance are diverse, as is proven by the
list of people who did not attend or arrived late at the final rehearsal of Israel in Egypt
on 30 July 1847 (Fig. 1.2.1). However, one day in particular, on 27 November 1847
many of the members stayed at home because they feared contracting scarlet fever. That
day only twelve members were present, and some Lieder by Franz Schubert (1797—
1828) and Fanny Hensel were sung.'” The performed vocal miniatures were Schubert’s
‘Gondelfahrer’ (private rehearsal on 27 November 1847), Hensel’s Gartenlieder

(performed twice within private rehearsals on 27 November and 11 December 1847),

14 Johanna Kinkel, ‘Musikalische Orthodoxie’, in Erzahlungen, ed. by Gottfried and Johanna Kinkel
(Stuttgart: Cotta, 1849), pp.303—-70 (p. 322). This volume is hereafter referred to as Gottfried and Johanna
Kinkel, Erzahlungen.
15 Kinkel, Notizen den Gesangverein betreffend, p. 45. <Urtheil der Mehrzahl, dem ich mich anschlieRe:
Die Oper ist in Text und Composition eine der besten, die je geschrieben wurden”.
16 |

Ibid., p. 75.
7 Ibid., p. 73.
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and one of Mendelssohn’s hymns.*® Kinkel did not mention Fanny Hensel’s death in her
notes on the Gesangverein; however, her Lecture on Mendelssohn, in which Kinkel
devotes a long paragraph to Fanny Hensel, ‘the greatest female musician [she] met in all
[her] life’, reveals Kinkel’s deep appreciation of Fanny Hensel as a person, musician,
and composer. In this lecture, Kinkel also elaborates on the close relationship between
Fanny Hensel and her brother Felix Mendelssohn, and on the tragic deaths of both
musicians.' It is not surprising, therefore, that Kinkel chose to rehearse some of Fanny
Hensel’s choral compositions shortly after Felix Mendelssohn’s death.

Fig. 1.2.1: List of people being absent or late for choir rehearsal on 30 July 1847%
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The Gesangverein performed Die drei Wunsche by Carl Loewe (1796-1869) in
the very early years of its history and never repeated this opera. Wagner’s Der fliegende
Hollander was discussed as potential material for performance in 1847, but it was never

practised as Kinkel could not get the score and some members had, according to Kinkel,

'8 Ibid., p. 75. Kinkel does not say which hymn was practised, but she speaks very well of the ‘Hymns for
Female Voices’ in her Lecture on Mendelssohn. It is possible that she practised one of the hymns for
female voices, possibly op. 96, with the Gesangverein during the summer when the basses and tenors
traditionally did not regularly attend rehearsals. Johanna Kinkel, Lecture on Mendelssohn, n. d., ULB
$2398, p. 36. Hereafter referred to as Kinkel, Lecture on Mendelssohn.

9 Kinkel, Lecture on Mendelssohn, p. 20.

2 Ibid., p. 56.
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remarked that the piece was ‘ineffective’.”* Franz Lachner’s (1803-1890) Catharina
Cornaro had also been proposed, but Kinkel protested against it as the choral voices
were all set in unison.?? In 1842 and 1843, Kinkel performed her two Singspiele Otto
der Schiitz and Die Assassinen with the choir. In her notes she expresses her deep
gratitude for the Gesangverein’s kindness, willingness and courtesy, which shows that
Kinkel did not take the typical role of a leader who made all decisions by herself. The
repertoire was discussed with the choir and if the majority was not in favour of a certain
work, they did not perform it.

Kinkel’s ambition to practise democracy is also recognisable through the way in
which she introduced new members to the choir. Kinkel seemed to fear disagreement
and personal discrepancies as she emphasised the carefulness with which new members
were selected several times in her writings. If someone new was suggested and a
member of the Verein considered this person pretentious or battlesome, the choir would
not accept him or her. Furthermore, Kinkel also shared the responsibility of selecting
the repertoire. She wanted to ‘emancipate the Verein’ as she considered the members to
possess a ‘remarkably high level of musical discernment, considering that they are
dilettantes’.”® From 1844, new pieces were suggested and discussed in regular meetings
and the choir held a vote deciding upon their performances. Kinkel’s notes on the
performance of Jessonda in 1844, in which she emphasises the pleasure with which
everybody sang this piece and the fact that ‘not a single member disliked this choice’,
support this observation.?* Kinkel gave the members the chance to be more responsible
for their own repertoire, which reflects the high level of fairness and trust within the

Verein. Also the decision to ‘raffle off’ the piano scores confirms a fairly democratic

2! Kinkel, Notizen den Gesangverein betreffend, p. 70. “War nicht zu haben. Einige Mitglieder die das
Stiick kennen, rathen davon ab, weil es wirkungslos sey’.

%2 |bid., pp. 70-71. ‘Hat zwei Tenorsoloparthien, und Chére im unisono. Gegen das Letztere habe ich ein
fiir allemal protestirt’. Underline in original.

% Ibid., pp. 43-44. “Von nun an diinkte es mir besser, einen Verein mehr zu emanzipieren, dessen
Mitglieder groRtentheils auf einer fiir Dilettanten bedeutenden Hohe musikalischen Urtheils sich
befinden’.

% Ibid., p. 45. ‘Nicht ein Mitglied, welches die Wahl des Stiicks misbilligte”.
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approach. The selection of the pianist by drawing lots in this way enabled Kinkel to
make sure that the accompaniment was played by people randomly selected rather than
prioritising the very few excellent pianists among the members. This method arranged
for as great an alternation and equality of opportunity as possible among all members
who wanted to play the score. Although Kinkel tried to be as democratic as possible and
to educate the singers to be responsible individuals, she also demanded discipline. After

the performance of Handel’s Israel in Egypt on 31 July 1847 Kinkel noted:

The piece was too long for the stamina of the singers, who asked for something new before the

difficulties of the current job were tackled. As long as the members are so impatient, we should

not select a piece of such volume and difficulty.?

Kinkel was unhappy with poor or inaccurate performances which she attributed to the
members’ unwillingness to attend rehearsals. Her worries about the lack of discipline
are reflected by a list of rules and a constitution included in her notes.?® Musically, the
choir was at an amateur level throughout its existence — Kinkel’s complaint about the
lack of stamina refers to a performance which took place in 1847, the same year in
which the choir was closed. On the other hand, the lack of stamina might also be
attributed to the increasing presence of political discussion during the late 1840s. In
general, Kinkel never referred explicitly to the artistic development of the choir and/ or
the musical quality of its performances. Perhaps artistic quality was not Kinkel’s first
priority, although she did not want to spoil the choir’s reputation through bad public
performances. Despite her focus on democracy, trust, and the choral experience as a
whole, Kinkel seemingly aimed to transfer her own discipline and personal ambition

onto the entire Verein.

% Ibid., pp. 57-58. ‘Das Stiick ist zu lang im Verhaltnis der geringen Ausdauer welche viele der Sanger
zeigten, die friiher nach etwas Neuem verlangten, als die Schwierigkeiten der gegenwartigen Aufgabe
Uberwunden waren. Solange diese Ungeduld unter den Mitgliedern herrscht, darf kein Stiick von so
grofRer Ausdehnung und Schwierigkeit mehr gewéhlt werden’.

% Ibid., pp. 60-69.
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Kinkel’s emphasis on discipline and the observance of rules is similar to Karl
Friedrich Zelter’s (1758-1832) attempt to increase order and seriousness when he took
over the leadership of the Singakademie zu Berlin from Carl Friedrich Christian Fasch
(1736-1800) in 1800.%" Zelter disliked the fashionable family circles of his time, in
which the sociable component was granted priority and music was considered a side
effect. Kinkel voiced similar disfavour in numerous writings, most clearly in her Acht
Briefe an eine Freundin tber Clavier-Unterricht (Eight Letters to a Friend on Piano
Teaching, published by Cotta in 1852). Here she criticised those salon visitors who
considered music ‘as a means to cover the pauses which can occur in conversation’.??
Kinkel’s emphasis on musical teamwork experiences rather than single performances
reflects another similarity to the Singakademie, which also focused on choir
performances.”® With his Singakademie, Zelter pursued such liberal aims as the ‘moral
education of the masses’, ‘bridging the gap between art and Volk’, and the proclamation
of class equality rather than individual special performances.*® However, James Garratt
argues that ‘the active self-realisation enjoyed by members of the Singkademie
remained the preserve of a select few’ as entry to the society was socially exclusive to
those ‘who possess the required level of moral and artistic cultivation’.** An alternative
model was introduced by Hans Georg Né&geli (1773-1836) in 1805. Né&geli, with his
Singinstitut in Zdrich, prioritised a universal pedagogical purpose over an artistic

purpose when he founded the Singinstitut.* Contrary to Zelter, who prioritised the

%7 See Gottfried Eberle, ‘Den feinsten Sinn bildsamer Menschen ergdtzen’, in Der Singemeister Karl
Friedrich Zelter, ed. by Christian Filips (Mainz: Schott 2009), pp. 104-11 (p. 104). Hereafter referred to
as Eberle, ‘Den feinsten Sinn bildsamer Menschen ergétzen’.

%8 Johanna Kinkel, Acht Briefe an eine Freundin tber Clavier-Unterricht (Stuttgart and Tibingen: Cotta,
1852), p. 10. Hereafter referred to as Kinkel, Acht Briefe. ‘Diejenigen, die noch eine Stufe tiefer stehen,
schwatzen zwischen der Musik Allotria, und betrachten sie in unbegreiflicher Rohheit nur als ein Mittel,
um die Pausen zu verdecken, die etwa im Gespréch entstehen konnten’.

% Eberle, ‘Den feinsten Sinn bildsamer Menschen ergétzen’, pp. 106-07.

%0 See James Garratt, Music, Culture and Social Reform in the Age of Wagner (Cambridge: Cambridge
University Press, 2012), p. 35. Hereafter referred to as Garratt, Music, Culture and Social Reform in the
Age of Wagner.

L lbid., pp. 36-37.

% Ibid., p. 38.
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performance of a group above individual performances, Né&geli, according to Garratt,
‘hints at a more radical form of equality and collective existence’ as he notes that
‘individual self-realisation and communal perfectibility fuse to create a unitary
subject’.®® One could get the impression that Kinkel tried to found a musical society
using as a model both the Singakademie zu Berlin and the Singinstitut in Zurich. Kinkel
never mentioned an active participation with the Singakademie, but she was friendly
with Fanny Hensel, who, having been taught by Zelter and also having sung in the
Singakademie, might have used principles similar to Zelter’s. During her time in Berlin,
Kinkel also met Emilie von Henning, who was a renowned alto singer of the
Singakademie and became a true friend of the Kinkels’.** Some of the Berlin salons
visited by Kinkel gave talented people of all different societal backgrounds the chance
to perform their music, a concept which she seemed to adapt to the Bonner
Gesangverein. This concept is also similar to Négeli’s approach to open access and
universal musical education. Contrary to Zelter, who aimed to train his singers
professionally, Kinkel highlighted the dilettante level” of the Verein in her writings.*
Furthermore, Kinkel and Zelter’s self-conception seemed to differ to a great extent. As a
symbol of Zelter’s loyalty towards the Prussian emperor, he founded the Liedertafel, a
musical organisation featuring twenty-four men and the Prussian King, in 1809, to
which Peter Nitsche refers as a ‘site of worship for the royal dynasty’.36 By no means
would Johanna Kinkel have aimed to worship the royal dynasty, as this did not conform
to the political convictions which she voiced during the 1840s. It seems that Kinkel,
with the Bonner Gesangverein, created a new concept of musical organisation by

combining Négeli’s pedagogical approach, namely the dilettante level and open-access

% Ibid., p. 40.

% Klaus, Johanna Kinkel, p. 30.

% Eberle, ‘Den feinsten Sinn bildsamer Menschen ergdtzen’, p. 106.

% peter Nitsche, ‘Die Liedertafel im System der Zelterschen Griindungen’, in Studien zur
Musikgeschichte Berlins im friihen 19. Jahrhundert, ed. by Carl Dahlhaus (Regensburg: Gustav Bosse,
1980), pp. 11-26 (p. 15). ‘Dem Konigshaus eine Stétte der Verehrung zu schaffen’.
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policy on the one hand, and Zelter’s discipline and the size of audience on the other.
According to Gottfried Kinkel, the audience of the Bonner Gesangverein’s concerts
sometimes comprised of 140 members.®” Furthermore, the Gesangverein’s repertoire
was very similar to Zelter’s, as Kinkel included great choral artworks and operas rather
than folk-like genres such as the unaccompanied strophic songs, rounds, and simple
two-part pieces preferred by Néageli.®® This aspect not only points to Kinkel’s musical
ambition with the Verein, but also reiterates her attempt not to engage her singers with
political issues. When the members of the Verein started discussing politics, Kinkel
complained about the music stepping into the background in favour of politics.
Although Kinkel performed her own Exoticist Singspiele Otto der Schiutz and Die
Assassinen with the choir, she did not comment on them politically in her choir records.
Leopold Kaufmann’s account of Die Assassinen reveals some political connotations, as
he used stereotypes in order to describe the Orient, and referred to the assassins as
pagans.®® However, there is no record of any political discussions which might have
taken place within the choir in relation to this Singspiel. As soon as Kinkel sensed a

strong political flavour during the choir’s meetings, she closed down the Verein.

2.2 Kinkel as a piano and singing teacher®

In contrast to this, Kinkel’s pedagogical approach outside of the Gesangverein is
marked with many political connotations, as is reflected in her pedagogical writings and
music-pedagogical opus numbers, most notably in her instructive exercises Anleitung

zum Singen (op. 20, published in 1849; the English version, Songs for little children was

¥ Kinkel, An die Mitglieder des Gesangvereins, p. 2.

% Garratt, Music, Culture and Social Reform in the Age of Wagner, p. 40.

% See Klaus, Johanna Kinkel, p. 127.

%0 Parts of this chapter were published as an article in Bunzel, ‘Johanna Kinkel’s Pedagogical
Approaches’.
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published in 1852).*" Her Tonleitern und Solfeggien (op. 22, published in 1852) do not
carry any political impact.*> Op. 20, published in 1849, was composed during 1848 and
includes twenty-six little pieces for children from three to seven years. As | state in my
article ‘Johanna Kinkel’s Pedagogical Approaches as a Socio-Political Mirror of her
Time’, Kinkel’s op. 20 ‘could be considered a cycle leading the young singers through
an entire calendar year, and covering such major festivities as Easter, Christmas,
seasonal specialities, and important dates in the Kinkels’ calendar such as relations’
birthdays’.** This opus is a musical record of typical political activities during the
summer of 1848, as is reflected by the Lied ‘Von der Birgerwache’ (About the
Vigilance Committee, op. 20, no. 10). Kinkel seemingly wanted to help the children of
the revolutionary middle class to process psychologically the political circumstances of
the time. In her preface, she suggests adjusting the names and places mentioned in the
songs in accordance with the personal circumstances of the student.** Furthermore,
Kinkel wanted to impart general knowledge about the seasons, nature and good
manners,* and she aimed to teach virtues, highlighting children’s willingness to respect
such superiors as parents, grandparents, and the doctor. Such didactic aspects seemed to
be more significant to Kinkel than the professional training of the voice, possibly
because this exercise book was recommended for very young children. Daniela Glahn’s

examination of this opus through the lens of authorship and the narrator’s point of view

*! The publication date for the English version, 1852, is printed on the original. The date January 1849 is
noted in the original German publication; Hofmeister announced the German version for September/
October 1849 <http://anno.onb.ac.at/cgi-content/anno-
buch?apm=0&aid=1000001&bd=0001849&teil=0203&seite=00000113&z0om=1> [accessed 1
December 2015].

*2 The publication date, 1852, is printed on the original; Hofmeister announced this opus in August 1853
<http://anno.onb.ac.at/cgi-content/anno-
buch?apm=0&aid=1000001&bd=0001853&teil=0203&seite=00000396&zoom=1> [accessed 1
December 2015].

*® Bunzel, ‘Johanna Kinkel’s Pedagogical Approaches’, pp. 30-31.

* Kinkel, Anleitung zum Singen, p. 1.

** A good example of Kinkel’s aim to advise the children to behave themselves is the song ‘Vom
Brummstélichen” (About the Grumblers’ Barn). Here, all bad children are kept separated from their
mothers until they stop mumbling.
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confirms the orientation of this opus towards the mother’s role within the context of
children’s education.*

When the work was published in 1849, shortly after Gottfried Kinkel’s
imprisonment, the Neue Zeitschrift flir Musik recommended the purchase and practice
of Kinkel’s method. The review stressed that ‘the widow of the unfortunate poet [...]
will now have to feed her family on her own’ and highlighted the suitable range of no
more than a sixth in any one song as well as the tasteful piano accompaniment.*” While
the Neue Zeitschrift fiir Musik mentions the songs dealing with the father, the mother,
Santa Claus, the hazelnuts, granddad, the pug, and the poodle, it does not refer to the
tune about the Vigilance Committee or the song ‘Vom Spektakel’ (About the Racket,
op. 20, no. 11), which encourages children to be loud and confident. The reviewer of the
Neue Zeitschrift flir Musik notes that ‘the melodies of these songs are, to a large extent,
derived from well-known operas or folk songs, among which Mozart and Weber
predominate’.*® Although Otto Lange, in the Neue Berliner Musikzeitung, criticises the
high standards of the exercises included before each song, he praises the opus for its
suitable vocal range. He asks the reader ‘not to be scared off by the melodies by Mozart,
Fr. Schubert, Donizetti, and others, as they are chosen felicitously’.49 Perhaps Kinkel
used passages from famous operas for her songs in order to teach children at a high
level of classical music education from an early age. Vera Lampert, in her essay on Béla

Bartok’s folk songs, suggests that Bartok set folk tunes in children’s songs in order to

*¢ Glahn, ‘Johanna Kinkel’, p. 192.

*"'C. G., ‘Gesangschulen’, Neue Zeitschrift fir Musik, 30 September 1849, p. 141. Hereafter referred to as
C. G., ‘Gesangschulen’, Neue Zeitschrift fir Musik. ‘Die Witwe des ungliicklichen Dichters, denn so darf
man sie nennen, wird nun die alleinige Erndhrung ihrer Familie bleiben, welches schon allein ein
hinreichender Grund wire, dieses Werk zu empfehlen’.

8 C. G., ‘Gesangschulen’, Neue Zeitschrift fir Musik, p. 141. ‘Die Melodien dieser Liedchen sind
groBtentheils bekannten Opern und Volksliedern entlehnt wobei Mozart und Weber hervorstechen’.

* Otto Lange, review of Johanna Kinkel, Anleitung zum Singen (1849), Neue Berliner Musikzeitung, 21
November 1849, p. 372. ‘Man erschrecke nicht, wenn wir sagen, dass hier Melodien von Mozart, Fr.
Schubert, Donizetti u.a. vorkommen, sie sind sehr hiibsch gewahlt und die allerliebsten Kindertexte
werden mit Lust und Liebe gesungen werden. Die Studien nach den italienischen Notennamen scheinen
mir hier und da etwas zu viel zu verlangen und selbst Uber den von uns angenommenen Standpunkt weit
hinaus zu gehen’.
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teach children at an early age to learn (about) their own ‘native musical tongue’.50
Daniela Glahn identifies in Kinkel’s op. 20 both adaptations of German folk tunes and
borrowed compositional material from Mozart’s, Donizetti’s, and Weber’s oeuvre.”!
Referring to Miriam Noa’s study Volkstimlichkeit und Nationbuilding, Glahn posits that
Kinkel used melodies which relate to the function of nation building.”® Thus, Glahn
suggests the possibility that Kinkel chose these melodies because of their political
significance even though Kinkel herself never explicitly mentioned this intention.>®
Kinkel might have aimed to use the children’s early motivation and good memory in
order to impart music-historical knowledge playfully, and in order to raise awareness of
significant composers and important music-aesthetic features of the time.

Kinkel’s op. 22 does not allude to any moral aspects but focuses on vocal
training through scales and solfeggios. In the preface to op. 22, Kinkel criticises overly
ambitious attempts, which might overstrain the singers’ voices and patience, and

favours a pedagogical approach aiming for slow progression:

There are many talented musical students, who, being very fond of Singing [sic.], though not

gifted with a strong voice, would be happy to commence vocal practise [sic.], if most Solfeggios

published till now, did not require too great an extension of voice.>*

This statement mirrors Kinkel’s business perspective as she was trying to make a living
from teaching when she published this singing school, during which time she resided in
London. According to her own notes, London was home to many unemployed teachers
and untalented but eager students.> The structure of the book is clearly comprehensible

(Table 1.2.1); each exercise consists of two parts: a scale and a solfeggio.

%0 Vera Lampert, ‘Nationalism, Exoticism, or Concessions to the Audience?: Motivations behind Bartok’s
Folksong Settings’, Studia Musicologica Academiae Scientiarium Hungaricae 47 (=Proceedings of the
International Conference Held by the Barték Archives, Budapest, 22—-24 March 2006), 337-43 (p. 340).
Hereafter referred to as Lampert, ‘Nationalism, Exoticism, or Concessions to the Audience?’.

51 Glahn, “Johanna Kinkel’, p. 202.

52 Ibid., p. 203.

53 Ibid., p. 203.

5 Johanna Kinkel, Opus 22: Tonleitern und Solfeggien fiir die Altstimme/ Solfeggios for Contralto-Voice
(London: Schott, 1852), p. 1. English quotation in original.

% Johanna Kinkel, Musikalisches aus London, n. d., ULB S 2391, pp. 6 and 17.
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Table 1.2.1: Overview of Johanna Kinkel’s op. 22

Title Melody Key Metre Didactic purpose  Tempo
Ex.[ercise] | Scale A 4/4 counterpoint, basso Sehr
s continuo langsam/
5] Very slow
3
g Solf.[eggio] | Scales and triads  F 2/4 singing triads and their  Allegretto
= with their inversions
inversions
Ex. Il Seconds Bb 4/4 dynamics, inversions
Solf. Il Seconds & d 3/4 dynamics, trills Adagio
Octaves
Ex. Il Thirds B 4/4 dynamics
Solf. 111 Thirds e 2/4 dotted rhythms, pace Allegretto
v EX IV Fourths C 4/4 basso continuo
©
S Solf. IV Fourths, Octaves  C 3/4 dotted rhythms, trills, Andante
% piano accompaniment
E (Alberti-bass)
©
g Ex. V Fifths Ab 4/4 dynamics
(5]
O Solf. vV Fifths and scales f 3/4 dynamics, trills, Moderato
quintuplets
Ex. VI Sixths F 4/4 broken triads
Solf. VI Cambiata F 6/8 syncopation, trills Allegretto
Ex. VII Sevenths A 4/4 pedal in piano Adagio
Solf. VII chromatic scales e 4/4 slow, dynamics, triads,  Larghetto
cresc., pace
Ex. VIII all intervals C 4/4 basso continuo
(ascending)
% Solf. VI scales, broken F 4/4 dynamics, accentuation ~ Moderato
> triads
8
S ExIX all intervals A 4/4 dynamics
= descendin
= ( 9)
Solf. IX all intervals Bb 6/8 range: minor 7, Allegretto
dynamics, trills
Solf. X developmentofa Eb 3/4 triads, distinct Allegro
motive development of motif
% Solf. XI all intervals f 3/8 triads, dynamics, Andante
S rhythm, long notes
(% (bars 37-40)
Solf. XII developmentofa C 2/4 rhythm, pace, stacc., Scherzando

motive

trills, dynamics, tempo
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Firstly, the singer is introduced to the major scale. The following section gets the singer
to practise all major intervals, each covered in a separate exercise and a corresponding
solfeggio. In a next step, all intervals are mixed, including both ascending and
descending melodic figures. This structure, which is organised around a gradual
increase of pedagogic complexity, could be interpreted as being based on a notion of
musical organicism as introduced by Adolf Bernhard Marx (1795-1866). However, |
agree with Scott Burnham that a morphological development of analytical and practical
thoughts, as applied by both Marx and Kinkel, might result from a systematic
pedagogical approach rather than the attempt to employ a complex philosophical
system.”® Because of its systematics, this singing treatise enables a very broad training
of musicality, focusing on correct pitching and introducing the student to different types
of melodic ornamentation, metres and rhythms, dynamics, accents, tempi, and pacing.
The exercises also enable the teacher to introduce the singer to different styles of piano
accompaniment and simple contrapuntal constructions, and to draw attention to several
harmonic characteristics.

Leon Botstein states that, in order to understand the socio-cultural context of a
certain period of time, it may prove helpful to elaborate on the (musical) literacy during
the era in question, because musical literacy would have influenced the approaches
taken by composers, listeners, and performers.>’ In relation to the nineteenth century, he
points to the expansion of the audience and the spread of musical education, which
brought forward an ‘explosive growth in writing about music’.*® While, according to
Botstein, the late eighteenth century is characterised by an increase of criticism,

aesthetic theory, and fiction centred on music, the nineteenth century, in addition, marks

% See Scott Burnham, ‘The Role of Sonata Form in A. B. Marx’s Theory of Form’, Journal of Music
Theory, 33.2 (1989), 24771 (p. 260). Hereafter referred to as Burnham, ‘The Role of Sonata Form in A.
B. Marx’s Theory of Form’.

%" Leon Botstein, ‘Listening through Reading: Musical Literacy and the Concert Audience’, 19"-Century
Music, 16.2 (1992), 129-45 (p. 130).

% Ibid., p. 131.
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the increasing popularity of guidebooks on concert repertoire, music-pedagogical self-

help, general histories and programme notes.*® Botstein argues that:

[In the nineteenth century,] to be able to listen and then talk intelligently about music became
sufficient for the use of music as a cultural good, either as an instrument of self-cultivation and

education or as a vehicle for the public display of social status.®
A similar observation is made by Roland Barthes in his essay ‘Musica Practica’, in
which he states that the perception (and consumption) of music changed from
‘performance’ (amateurism, piano playing etc.) to ‘interpretation’ (the ‘Romantic
voice’) to ‘technology’ (recordings, and passive music consumption).®* Although many
of Kinkel’s works focus on descriptive journeys through specific musical works and
take the shape of narrative guidebooks of repertoire and music-pedagogical self-help,
Kinkel also advocated music-theoretical education and smaller composition exercises in
her music treatises. Thus, Kinkel seemed to combine an approach anchored in
eighteenth-century music-pedagogical practice, which interpreted musical literacy as the
ability to understand music through writing with a nineteenth-century perspective on
music education, which aimed to nurture the ability to talk about music. In her Acht
Briefe an eine Freundin tber Clavier-Unterricht, she advises the teacher to ‘analyse an
excellent composition in front of the students from time to time in order to raise their
awareness of the inner structure of the composition’.> Although the theoretical view on
composition is highlighted as an important step towards a general musical
understanding, Kinkel, in her teaching instructions, reminds the teacher to include some
practical basso continuo exercises to be carried out at the piano. It is interesting that
Kinkel herself notated her ideas in general bass first before she completed the score, as

is evident in some of her unpublished Scottish Lieder.®® In her unpublished Notizen zum

% Ibid., p. 131.

% Ibid., p. 139.

%1 See Roland Barthes, ‘Musica Practica’, in The Responsibility of Forms, pp. 261-66 (p. 262).

62 Kinkel, Acht Briefe, p. 9. ‘Du muft von Zeit zu Zeit eine ganz vorziigliche Composition vor solchen
Schilern analysiren und sie néthigen, ihre Aufmerksamkeit auf deren innern Bau zu richten.’

%3 Bonn Stadtarchiv SN 98/ 95.
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Klavier- und Gesangsunterricht sowie zur Asthetik der Musik (Notes on Piano and
Vocal Teaching and Musical Aesthetics), Kinkel provides a list of suitable piano and
singing schools, which might be aimed at compensating for the lack of practical
examples in her own writings.** Akin to such contemporaries as Robert Schumann
(1810-1856), Kinkel had a rather negative opinion on virtuosity, as she states that ‘it is
more important to educate the student to become a really musical person rather than to
increase the number of piano virtuosos, because these are, after bravura singers, the
least musical people in the world’.%

Therefore, she dedicated a whole chapter to the necessity of teaching music
history and theory rather than focusing purely on technical advice. Given Kinkel’s anti-
virtuosic attitude, it is not surprising that she expressed her disfavour of the teaching
methods introduced by Carl Czerny (1791-1857). James Deaville points out that Czerny
‘believed that virtuosity could be attained through industry and practice, when
methodically pursued’, but Kinkel prioritised musical understanding and theoretical
knowledge over technical skills.®® In her novel Hans Ibeles in London, Czerny is
criticised for his automatism, as ‘his so-called “Dexterity of the Fingers” drives all

musical sense out of a player’s soul, and leaves only swift fingers’.®’” This conforms to

%4 Johanna Kinkel, Notizen zum Klavier- und Gesangsunterricht sowie zur Asthetik der Musik, n. d., ULB
S 2394, p. 1. Hereafter referred to as Kinkel, Notizen zum Klavier- und Gesangsunterricht.

% See Leon Plantinga, ‘The Piano and the Nineteenth Century’, in Nineteenth-Century Piano Music, ed.
by Larry Todd, 2nd edn (New York/ London: Routledge, 2004), pp. 1-15 (p. 9), hereafter referred to as
Plantinga, ‘The Piano and the Nineteenth Century’; Johanna Kinkel, Acht Briefe, p. 12. ‘IndeR bedenke,
daf3 es wichtiger ist, den Schuler zu einem wirklich musikalischen Menschen zu bilden, als die Zahl der
Claviervirtuosen zu vermehren, denn diese sind n&chst den Bravoursangern die unmusikalischsten
Personen auf der Welt’.

% James Deaville, ‘A Star is Born?: Czerny, Liszt, and the Pedagogy of Virtuosity’, in Beyond the Art of
Finger Dexterity: Reassessing Carl Czerny, ed. by David Gramit (New York: University of Rochester
Press, 2008), pp. 52-66 (p. 58). Hereafter referred to as Deaville, ‘A Star is Born?’. The entire volume is
hereafter referred to as Gramit, Beyond the Art of Finger Dexterity.

%7 Johanna Kinkel, Hans Ibeles in London, 2 vols (Stuttgart: Cotta, 1860), I, p. 364. ‘Seine sogenannte
“Schule der Geldufigkeit” treibt alles an musikalischem Gefiihl aus der Seele einer Spielerin, und lasst
nur geschwinde Finger tibrig’. This novel carries various autobiographical hints also in relation to such
issues as family, household, and gender roles; women’s involvement in politics; and cultural life in
London. Studies dealing with Hans Ibeles and its autobiographical implications were conducted by Ruth-
Ellen Boetcher Joeres, ‘“The Triumph of Women: Johanna Kinkel’s Hans Ibeles in London’, in
Euphorion, 70 (1976), 187-97; Helen Chambers, ‘Johanna Kinkel’s novel Hans Ibeles in London, a
German view of England’, in Exilanten und andere Deutsche in Fontanes London, ed. by Peter Alter and
Rudolf Muhs (Stuttgart: Akademischer Verlag, 1996), pp. 159-73; Clara G. Ervedosa, ‘Johanna Kinkel
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James Deaville’s observation that, in the 1840s, the expectations of a virtuoso were
subject to ‘fundamental transformation of the virtuoso from a technician to an
interpreter, [...], from a set of fingers to a personality’.®® Like Hans Ibeles, the main
protagonist in the novel, Johanna Kinkel recommends the study of basso continuo
exercises as an ‘antivenom’ to technical over-eagerness. Kinkel’s reminder of the
importance of discussing harmonic relationships within music with the student reveals a
typical nineteenth-century naturalist perspective on gender. In so doing, she stressed
that ‘everything mathematical naturally constitutes a special difficulty for women’,
which demanded extraordinary patience.®® Another interesting point raised by Kinkel is
that ‘the teacher must not disregard the incision that marriage makes in all women’s
learning’.”® Therefore, according to Kinkel, it seems necessary ‘to arrange certain
educational steps that enable dilettantes to consolidate their basic musical knowledge so
that they will never forget what they have learned in the course of their lives’.”* This
aspect was highlighted by the reviewer of the Neue Wiener Musik-Zeitung, who did not
give any critical account of the teaching instructions, but only cited two passages from
the original work.” Kinkel’s awareness of nineteenth-century gender roles is also
reflected in her explanation of the basic harmonic components in a sonata, in which she
uses the household as an allegory in order to illustrate humorously the role of the tonic

(i.e. the husband), dominant (i.e. housewife), subdominant (i.e. the son), the mediants

(1810-1858): Dorothea oder das Lob der Biirgerlichkeit: Die Frauenfrage im Roman “Hans Ibeles in
London™’, in Vom Salon zur Barrikade: Frauen der Heinezeit, ed. by Irina Hundt (Stuttgart: Metzler,
2002), pp. 323-35, hereafter referred to as Ervedosa, ‘Johanna Kinkel (1810-1858): Dorothea oder das
Lob der Biirgerlichkeit’. Irina Hundt’s volume is hereafter referred to as Hundt, Vom Salon zur
Barrikade.

% Deaville, ‘A Star is Born?’, p. 54.

% Kinkel, Acht Briefe, p. 13. ‘Alles Mathematische ist fiir die weibliche Natur mit einer besonderen
Schwierigkeit verkn(pft’.

" Ibid., p. 15. ‘Aber der Lehrer darf nicht auRer Acht lassen, welchen Schnitt in alles Lernen der Frauen
die Heirath macht’.

™ Ibid., p. 15. ‘Diese Riicksicht schon alleine macht es néthig, fir Dilettantinnen bestimmte Stufen
anzuordnen, auf denen es maglich ist, sich so festzustellen, daf sie im Laufe des Lebens das Erlernte
nicht mehr verlieren kénnen.’

"2 Anon.], review of Johanna Kinkel, Acht Briefe (1852), Neue Wiener Musik-Zeitung, 28 August 1856,
p. 152.
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(i.e. the daughters), and the seventh chords (i.e. the neighbours).” The socio-cultural
relevance of Kinkel’s Acht Briefe is also revealed when she warns the teacher not to
‘sacrifice a portion of the child’s lifetime for the sake of the mother’s addiction to
fashion, if the child has neither natural talent nor a great [musical] afﬁnity’.74 Here,
Kinkel referred to the fashion of music in the supposedly educated social forum, the
salon. In Kinkel’s opinion, musically untalented girls ‘turn us piano teachers into
martyrs of patience’.” Contrary to Czerny, who, according to Deanna C. Davis, in his
Letters on the Art of Playing the Pianoforte reminds his female readers of their role as a
female part of society, and who asks the young ladies not to neglect their duties in the
household for the sake of music, Kinkel seemed to criticise the gendered division of
male and female activities, and made fun of gender conventions.”® She expressed her
disapproval of such conventions on many occasions, especially after the successful
divorce of her first marriage.”” On a technical level, Kinkel stressed the importance of
patience with regard to physical training of the fingers and the voice, emotional, and
intellectual maturity. This is why Kinkel allowed a fair amount of time for the
acquisition of mechanical piano skills, namely correct finger position and the
understanding of the correct grammatical accent.”® As regards accentuation and the
classification of musical accents, Kinkel refers to Johann Philipp Kirnberger’s (1721—
1783) Akzenttheorie by dividing accents into three categories, namely the grammatical,

oratorical and expressive accent.” Kinkel deliberately used eighteenth-century theories

® Kinkel, Acht Briefe, p. 15.

" bid., p. 11. “Und ich méchte jede Mutter warnen, aus bloBer Modesucht einen Theil der Lebenszeit
ihres Kindes dem Erlenen derselben aufzuopfern, wenn es nicht naturliches Talent oder grof3e Vorliebe
daflr aulert’.

 Ibid., p. 9.

"® Deanna C. Davis, ‘The Veil of Fiction: Pedagogy and Rhetorical Strategies in Carl Czerny’s Letters on
the Art of Playing the Pianoforte’, in Gramit, Beyond the Art of Finger Dexterity, pp. 67-81 (p. 75).

" Marianne Brécker points to many comments in relation to gender issues and the role of women in
nineteenth-century Europe in Kinkel’s novel Hans Ibeles in London. Brocker, ‘Johanna Kinkels
schriftstellerische und musikpadagogische Tatigkeit’, pp. 40-41.

"8 Kinkel, Acht Briefe, p. 5.

¥See William E. Caplin, ‘Theories of musical rhythm in the eighteenth and nineteenth centuries’, in The
Cambridge History of Western Music Theory, ed. by Thomas Christensen (Cambridge: Cambridge
University Press, 2002), pp. 657-94 (p. 670).
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of rhythmic structure, and criticised the expanded Akzenttheorie incorporating the
Hegelian concept of thesis, antithesis and synthesis, as introduced by Kinkel’s
contemporary Moritz Hauptmann (1792-1862), as a ‘ridiculous confusion of
terminology’.*

Once a certain degree of emotional maturity has been acquired after a few years
of practice, the pianist will, according to Kinkel, be able to play contemporary music,
the majority of which ‘requires a subtle and soulful interpretation; the mechanical
challenges have for the most part been pushed into the background’.®* Kinkel concludes
her Acht Briefe with a short excursion into music history, and praises Mendelssohn,
Chopin, Adolf Henselt (1814-1889) and Sigismond Thalberg (1812-1871) for their
reformation of piano music towards an embrace of emotional expression. This
awareness, according to Linda Siegel, possibly turns the Acht Briefe into ‘the first piece
of musical literature to understand the importance of Mendelssohn's Songs without
Words to the history of piano music’.%? Even more than Mendelssohn, Chopin seemed
to impress Kinkel with his attempt to question the division of the tonal corpus by

semitones, with regard to which Kinkel remarks:

We, who have become accustomed to the established division in semitones, sense this innovation
as eerie and as mere noise; but the next or third generation, once it has ingested the strange

sounds with their mothers’ milk, might appreciate in it a fresh and doubly-rich art.®

8 Kinkel, Acht Briefe, p. 7. ‘lacherliche Wort- und Begriffsconfusion’. Moritz Hauptmann (1792—1868)
was a German composer and music theorist. He studied composition and violin with Louis Spohr, who
influenced Hauptmann’s professional career to a great extent. During his professional travels, he met such
famous contemporaries as Giacomo Meyerbeer, Carl Maria von Weber, Felix Mendelssohn, and Robert
Schumann. In 1843, he took up a teaching position for composition and music theory at Mendelssohn’s
conservatory in Leipzig. Among his students were Norbert Burgmdller, Karl Friedrich Curschmann, Otto
Kade, and Wilhelm Joseph von Wasiliewski. Besides his excellent pedagogical and theoretical reputation,
Hauptmann was best known for his choral compositions and Lieder, which, according to Peter
Rummenhéller, were an inherent part of bourgeois musical life. Rummenhéller observes in Hauptmann’s
compositions the orientation on Mendelssohn’s style, which ‘was never really achieved’. Peter
Rummenbhdller, ‘Hauptmann, Moritz’, in Die Musik in Geschichte und Gegenwart, ed. by Ludwig
Finscher and others, 2nd edn, 29 vols (Kassel: Barenreiter, 1994-2008), viii, Personenteil, pp. 872-75.
This encyclopaedia is hereafter referred to as Die Musik in Geschichte und Gegenwart, 2nd edn.

81 Kinkel, Acht Briefe, p. 16. ‘Die Mehrzahl der neuesten Claviercompositionen erfordert vor Allem einen
feinen und seelenvollen Vortrag; die mechanischen Schwierigkeiten sind so ziemlich in den Hintergrund
gedrangt worden’.

%2 Siegel, ‘Johanna Kinkel’s “Chopin als Komponist” and Other Musical Writings’, p. 110.

8 Kinkel, Acht Briefe, p. 18. <Aber uns, die wir an die langst bestandene Einteilung in halbe Tone
gewdhnt sind, wird die Neuerung schauerlich und wie ein bloRes Gerdusch klingen: doch vielleicht schon
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During the 1850s, Kinkel gave several public lectures on such composers as
Mendelssohn, Beethoven, Mozart and Chopin, on the latter of whom, according to
Marianne Brocker, she wrote the ‘most substantial and meaningful’ monograph.®*
Compared to her lecture on Beethoven’s early piano sonatas, which contains forty
pages, her lecture on Mendelssohn, which includes thirty-seven pages, and her lecture
on Mozart, which spans thirty-two pages, the work on Chopin, which contains 195
pages, is much more complex. It is structured by means of different musical genres in
Chopin’s oeuvre. The section on etudes reflects Kinkel’s personal musical development.
Whereas Kinkel recommends Herz’s exercises in her draft Notizen zum Klavier- und
Gesangsunterricht, she refers to the vacuity of this composer’s exercises in her lecture
on Chopin:

An etude, which we learn for the sake of its difficulty, should train the intellect to the same
extent as the fingers. It is insufferable to have to repeat unsubstantial scales and leaps more than
100 times, because the finger did not clearly hit a few of the notes. Czerny’s and Herz’s treatises
have supplied the most monstrous examples, and | believe that they must make those musicians

dull who devote their ears to the study of these and similar composers.®®
With regard to Chopin’s etudes, Kinkel compliments the ingenious melodic and
harmonic constitution, as ‘even when our fingers have technically mastered the most
difficult etude, our intellectual interest in the compositional structure will not be
exhausted for a long time yet’.®® Marianne Brocker highlights Kinkel’s practical

approach to music in her lecture on Chopin, which shows Kinkel’s experience as both a

begruRt die néchst- oder drittfolgende Generation, wenn sie erst mit der Muttermilch die fremden Klange
eingesogen hat, in ihnen eine frischerstandene, doppelt so reiche Kunst’.

8 Brocker, *Johanna Kinkels schriftstellerische und musikpadagogische Tatigkeit’, p. 42. Johanna Kinkel,
Lecture on Beethoven’s earliest Sonatas, incl. Opus 10, n. d., ULB 2397, n. p., hereafter referred to as
Kinkel, Lecture on Beethoven'’s earliest Sonatas; Johanna Kinkel, Lecture on Mozart, n.d., ULB S 2396;
Johanna Kinkel, Friedrich Chopin als Komponist, 1855, ULB S 2399, p. 119. Hereafter referred to as
Kinkel, Friedrich Chopin als Komponist.

8 Kinkel, Notizen zum Klavier- und Gesangsunterricht, p. 1; Kinkel, Friedrich Chopin als Komponist, p.
119. ‘Eine Etlde, die wir um der Schwierigkeit willen erlernen, sollte vor allem den Verstand in gleichem
Verhdltnis wie die Finger beschéftigen. Es ist unertraglich, ganz inhaltlose Laufe und Spriinge mehr als
hundertmal wiederholen zu mussen, weil der Finger ein paar Noten nicht rein trifft. Das Monstroseste auf
diesem Felde hat die Schule von Czerny und Herz getan, und ich glaube, da Musiker, welche ihre Ohren
zum Studium dieser und &hnlicher Komponisten hergeben, daran verdummen miissen’.

8 Kinkel, Friedrich Chopin als Komponist, p. 126. ‘Selbst wenn unsre Finger die miihsamste Etiide
technisch bezwungen haben, so ist das Interesse des Verstandes an ihrem Tonbau noch lange nicht
erschopft’.
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pianist and a pedagogue.®” Kinkel’s lectures on Mendelssohn and Mozart do not include
as much practical insight, but examine the music from a contemporary perspective,
geared to the history of compositional thought. This reflects Kinkel’s strong tendency to
try to examine critically compositional features and categorisations, an approach which
demands a complex understanding of compositional developments and specialities of
several musical epochs. Kinkel’s English-language draft lecture On Musical History
features a comprehensive examination of music history, including Egyptian and Greek
music, and such ancient figures as Pythagoras, Guido, Plinius, Boethius, Gregor the
Great, Carolus Magnus, Joannes de Fulda, Hucbaldus, and Franco of Cologne.?®
Kinkel’s critical thinking surfaces in both her Lecture on Musical History and her
Lecture on Harmony. In both lectures, Kinkel challenges the role of Palestrina within
the historical discourse of composition, which could be interpreted as revealing her
courage to question fashions of her time. The nineteenth-century ‘Palestrina
Renaissance’ and Baini and von Winterfeld’s first monographs on Palestrina, which
were published in 1828 and 1832, respectively, reflect an increased interest in

Palestrina.®® Yet Kinkel downgraded Palestrina, remarking that:

He wisely used his excellent position at the pontifical chapel to blaze the trail for the true church
style; but some of his lesser-known contemporaries produced works that are of equal, if not

superior, beauty to his own compositions.*

Kinkel’s observations, although ahead of her time, remained un-researched and un-

acknowledged. Jerome Roche opens his monograph on Palestrina, published in 1971,

87 Brocker, *Johanna Kinkels schriftstellerische und musikpadagogische Tatigkeit’, p. 43.

88 Johanna Kinkel, Musical History, n. d., ULB S 2393, no pagination. The cover of the notebook is dated
25 May 1853 by Johanna Kinkel.

8 See Peter Ackermann, ‘Palestrina’, in Die Musik in Geschichte und Gegenwart, 2nd edn, X111,
Personenteil, pp. 7-46 (p. 41); Giuseppe Baini, Memorie storico-critiche della vita e delle opere di G. P.
da Palestrina, 2 vols (Rome: Societa Tipogafica, 1828); Carl von Winterfeld, Johannes Pierluigi von
Palestrina. Seine Werke und deren Bedeutung fiir die Geschichte der Tonkunst: Mit Bezug auf Baini’s
neueste Forschungen (Wroclaw: Adelholz, 1832).

% johanna Kinkel, Zur Geschichte der Musik, n.d., ULB S 2393, p. 3. Hereafter referred to as Kinkel, Zur
Geschichte der Musik. ‘Er hat gewil die hervorragende Stellung die er an der pabstlichen [sic.] Capelle
besaR, mit weiser Einsicht beniitzt, um dem wahren Kirchenstyl die Bahn zu brechen; aber manche seiner
minder bekannten Zeitgenossen haben Werke geschaffen die den seinen in Schonheit gleich, wenn nicht
Uberlegen sind’.
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with the statement that ‘until recently, Palestrina was seen to stand alone in musical
history as the great culmination of the age of polyphony’.*! Roche also states that ‘even
the appearance of the Lassus and Victoria editions early in this [twentieth] century
failed to substitute a comparative historical approach for the isolated detachment of the
Palestrina revival’.*? Interestingly, Kinkel mentioned Orlando di Lasso as one of
Palestrina’s contemporaries whose compositions might have exceeded the beauty of
Palestrina’s works.*® Another example of Kinkel’s courage in contributing new ideas to
contemporary approaches is the way in which she organised musical history
chronologically by using the emancipation of dissonance as a determining parameter. In
contrast to Raphael Georg Kiesewetter (1773-1850), who organises history by means of
musical genres and styles in his 1832 Geschichte der europaisch-abendléndischen, oder
unsrer heutigen Musik, Kinkel added the evolution of the dissonance as an aspect
determining musical history.** Chronologically, Kinkel’s periodisation is the same as
Kiesewetter’s, but Kinkel’s approach is based on wider-ranging arguments, as is
reflected in the chapter on Monteverdi. Whereas Kiesewetter based his periodisation
solely on Monteverdi’s influence on the dramatic opera, Kinkel explained the inclusion
of Monteverdi as a historical landmark also by means of his perception that ‘the free
entry of dissonances is compatible with melodic beauty’.95

On a different note, it should also be remarked that, despite Kinkel’s progressive
approach to Palestrina’s reception and the periodisation of music history, her writings
reflect analytical, aesthetic and socio-political aspects typical of nineteenth-century

scholarship. In her analyses of Beethoven sonatas, Kinkel, like her contemporary

% Jerome Roche, Palestrina, (London: Oxford University Press, 1971), p. 7.

% Ibid., p. 7.

% Kinkel, Zur Geschichte der Musik, p. 3.

% See Thomas Hochradner, ‘Probleme der Periodisierung von Musikgeschichte’, Acta Musicologica, 67.1
(January—June 1995), 55-70 (p. 60); Herfried Kier, ‘Kiesewetter’, in Die Musik in Geschichte und
Gegenwart, 2nd edn, X, Personenteil, pp. 87-91 (p. 90).

% Kinkel, Zur Geschichte der Musik, p. 4. Underline in original. ‘Der nachste Reformator der den Muth
hatte einen Schritt weiter als alle VVorgénger zu gehen, war Montverde, der das freie Eintreten von
Dissonanzen mit der melodischen Schonheit fiir vereinbar hielt’.
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Wilhelm von Lenz (1809-1883), not only uses romanticised metaphors as a means of
musical characterisation, but employs the notion of a ‘general musical idea’ (ldee),
which, according to Scott Burnham, is also evident in Adolf Bernhard Marx’s critical
oeuvre.*® In the introduction to her analysis of Beethoven’s op. 10, no. 2, Kinkel
explains that ‘its motives are like the discourse of living beings, to whom we might
ascribe the manners of older or younger people, with either serious or playful
predictions’, which corresponds to Burnham’s interpretation of Marx’s notion that
‘Beethoven’s music represented [...] concrete external events’ and his theory of a
characteristic art.”” However, a close reading of Wilhelm von Lenz’s and Kinkel’s

analyses of Beethoven’s piano sonata op. 10, no. 2 confirms von Lenz’s conclusion that:

Music has achieved its purpose so long as it has kindled a poetic idea in its performer, in its
listener. The same music can quite easily arouse thoughts of sadness in one, thoughts of gaiety in
another; it is a matter of secondary circumstances, external to art, and this very vagueness is one

of the qualities by which music aspires to the infinite which is its soul.%®
Unlike Lenz, Kinkel’s interpretation includes connotations of family life and the
household in Beethoven’s sonata rather than allusions to nature or myths, an aspect
which shows how much Kinkel was preoccupied with household and family when she
wrote her Beethoven analysis. As regards socio-political awareness, Kinkel’s national
thinking surfaces in her lecture Zur Geschichte der Musik (About the History of Music,
which differs from Kinkel’s English-language Lecture on Musical History), in which
she praised the influence of the ‘fresh temperament of the national character’ on
composers.”® Furthermore, Kinkel’s fondness for Carl Maria von Weber (1786-1826)

supports this argument, as, according to Carl Dahlhaus, Weber is considered the first

% Kinkel, Lecture on Beethoven’s earliest Sonatas; Scott Burnham, ‘The Role of Sonata Form in A. B.
Marx’s Theory of Form’, p. 260.

% Kinkel, Lecture on Beethoven’s earliest Sonatas. Original citation in English; Burnham, ‘The Role of
Sonata Form in A. B. Marx’s Theory of Form’, p. 260.

% Lenz, cited after lan Bent, Music Analysis in the Nineteenth Century (New York: Cambridge University
Press, 1999), p. 73.

% Kinkel, Zur Geschichte der Musik, p. 1. ‘Durch die Erfindung des Notendrucks zu Anfang des 16ten
Jahrhunderts, horte die Musik auf, ein exclusives Eigenthum der Gelehrten zu sein, und der erfrischende
Sturm des Volksgeistes trat mit den Componisten in Wechselwirkung’.
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composer to have established a German Nationaloper.'® Kinkel praised Weber for his
‘imaginative melodies’, which explains why she chose melodies from Weber’s operas
for her Anleitung zum Singen.'® Excerpts from Weber’s operas were also an established
part of the Bonner Gesangverein’s repertoire.

Despite Kinkel’s diverse way of thinking and the recommendations of her
singing treatises in contemporary print media, she struggled to find students at several
points during her life, especially when her teaching was supposed to make up for
Gottfried Kinkel’s lost jobs due to his political activities. Linda Siegel argues that
Kinkel faced difficulties finding students because her pedagogical writings have merely
been published.'® However, Kinkel did publish her most comprehensive writing, Acht
Briefe an eine Freundin Uber Clavier-Unterricht in 1852, as well as her two singing
treatises in 1849, and 1852, respectively, in German and English; and she gave public
lectures in London. Nevertheless, these works did not enter the nineteenth- or twenty-
first-century music-pedagogical or -historical canon. Furthermore, Siegel argues that
‘Kinkel’s artistic reputation was not large enough to warrant an interest in her thoughts
about music, as was that of, say, Clara Schumann’.'® Siegel’s comparison refers to the
overall artistic reputation of Kinkel and Schumann, and her suggestion of linking this
artistic reputation with Kinkel’s pedagogical and music-historical ideas seems
problematic, because Clara Schumann did not produce any comparable theoretical
writings. Nevertheless, this comparison points to the interesting implication that the
general public was led primarily by Kinkel’s artistic reputation rather than by her ideas.
While it is certainly true that Kinkel’s pianistic skills were not as highly regarded as

those of Schumann, Carl Schurz and Malwida von Meysenbug praised Kinkel’s piano

100 gee Carl Dahlhaus, Die Musik des 19. Jahrhunderts (=Neues Handbuch der Musikwissenschaft, v1)
(Laaber: Laaber Verlag, 1996), p.52.

101 Kinkel, Notizen zum Klavier- und Gesangsunterricht, p. 16.

192 Sjegel, ‘Johanna Kinkel’s “Chopin als Komponist” and Other Musical Writings’, p. 105.

193 1hid., p. 105.

51



playing.'® Kinkel performed publicly only once, namely on 26 November 1838, in a
concert alongside Clara Novello (1818-1908) at the Konigliches Schauspielhaus Berlin.
According to the concert announcement, Kinkel played ‘several pieces by Chopin for
the piano’.'® The reviewer of the Vossische Zeitung missed the second part of the
concert and regretted to have missed Kinkel’s performance, who ‘had distinguished
herself in private circles as an excellent pianist but who has not yet shown her talent in
public’.’® The reviewer of Iris im Gebiete der Tonkunst remarks that ‘at the same time,
the respectful piano virtuoso Mad. Mathieux (whose compositions have also been
mentioned by Iris several times) performed for the first time’, but does not comment in
greater depth on Kinkel’s playing. Kinkel did not perform publicly a second time.*”’
Thus, Kinkel seems to have had a fairly positive artistic reputation during her time in
Berlin, even though she performed mainly in private circles. Besides this aspect, it
might have been Kinkel’s reputation as a politically oriented pedagogue which
prevented her from a more long-term (and posthumous) professional career as a teacher,
especially in Germany. The variety of socio-cultural phenomena covered in her writings
and in her op. 20 might have put off contemporary teachers, students, and parents.
Kinkel did not separate her personal view of the world from her profession as a teacher,
which is evident in her inclusion of humorous comments on gender roles and on the

preferred separation of the state and the church, as voiced in her Acht Briefe, as well as

104 Carl Schurz cited in Kaufmann, ‘Johanna Kinkel: Schluf’, p. 48. ‘Ich habe Beethovensche und
Chopinsche Kompositionen selten so vollendet wiedergegeben gehort wie von ihr’; Malwida von
Meysenbug, Gesammelte Werke, ed. by Berta Schleicher, 5 vols (Stuttgart: Deutsche Verlags-Anstalt,
1922), 11, p. 88. Hereafter referred to as von Meysenbug, Gesammelte Werke. ‘Kinkels verbrachten einen
Abend im Hause von Madame Schwabe, wo Johannas Spiel alle Welt entziickte’.

105 TAnon.], concert announcement, Vossische Zeitung, 24 November 1838, pp. 7-8. ‘verschiedene
Musikstiicke von Choppin [sic] fiir das Pianoforte’. This concert was also announced in the Vossische
Zeitung, 26 November 1838, p. 7.

106 TAnon.], concert review of a concert at Berlin Konigliches Schauspielhaus (26 November 1838),
Vossische Zeitung, 28 November 1838, p. 9. “die sich in Privatkreisen als ausgezeichnete Spielerin
vielfaltige Anerkennung erworben, jedoch ihr Talent noch nicht 6ffentlich geltend gemacht hat’.

97 TAnon.], concert review of a concert at Berlin Kénigliches Schauspielhaus (26 November 1838), Iris
im Gebiete der Tonkunst, 30 November 1838, p. 192. Zugleich lieR sich zum erstenmal hier 6ffentlich
die sehr achtungswerthe Virtuosin auf dem Pianoforte (deren auch als Componistin in der Iris mehrfaltig
gedacht ist) Mad. Mathieux horen’.
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her critical approach to contemporary fashions.’®® This, along with a number of such
intervening variables as competition and a disadvantageous address might have been
one of the main reasons why Kinkel’s pedagogical approach was received with
suspicion during some parts of her lifetime, especially when her reputation was

coloured by her husband’s and her own political activities.

2.3 Conclusion: Johanna Kinkel and Her World

Johanna Kinkel’s writings, both fictional and non-fictional, uncover her open and
honest Rhineland personality and her rather unbalanced emotional frame of mind, which
seemed to result in both overwhelming positivity and anxious desperation. All of her
writings are full of witty puns, humorous similes and inventive imagery. Reading her
letters to Gottfried and her friends, however, one is struck by Johanna Kinkel’s
seriousness and her uncertainty, especially as regards Gottfried’s many educational and
political travels, during which he left behind his wife and the four children. Johanna
reminded her husband several times of his responsibilities for his children, but her
reminders mostly remained unheard. Nevertheless, she granted him her full moral,
psychological and financial support for his political undertakings. She bore with all the
financial challenges in London while Gottfried travelled abroad, and, as an
Emigrantenmutter (Emigrés’ Mother), she supported more Germans who came over to
England, hoping for a better life. Johanna Kinkel’s practise of revolutionary ideas
surfaces in her support of her husband’s political activities, her own involvement with
politics as a journalist, as editor of the Bonner Zeitung, and as the co-founder of the
literary and political association Maikaferbund, in her pedagogical and fictional
writings, and in her own ethos as a conductor of the Bonner Gesangverein. Democracy,

fairness, equality and universal education were general doctrines advocated by the

198 Kinkel, Acht Briefe, p. 10. ‘Gesellschaft und Musik stehen jetzt wie Staat und Kirche; mit beiden kann
es nur besser werden, wenn sie scharf gesondert bleiben’.
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Kinkels, who themselves had experienced a great deal of unfairness from the public.
Kinkel’s divorce from her abusive first husband and her conversion to the Protestant
faith, and Gottfried Kinkel’s marriage to a divorced and converted woman caused major
issues, especially in relation to Gottfried Kinkel’s professional career. Nevertheless, the
couple challenged conventions, which created many restrictions for both of them. While
Gottfried gave up the chance to pursue a professional career as a theologian, Johanna
agreed to devote herself to the household and the children rather than to musical
teaching and composing alone. Whereas Johanna’s time in Berlin and the first years
with Gottfried were fruitful in terms of compositional productivity, the birth of the
children in 1844, 1845, 1846 and 1848, as well as the political excitement from 1848
on, did not allow much time for compositional activity. During the late 1830s and the
early 1840s, Kinkel was able to use her Lieder publications as a source of income, but
she focused on the publication of Gottfried’s writing and of her own literary works as
well as of her singing schools in the late 1840s.%° During her Berlin residency, Kinkel’s
compositions improved her musical reputation, which gained her more music students
and thereby had a great impact on her financial security. Later, however, Johanna
Kinkel’s artistic extraordinariness was clouded by her own and her husband’s rather
extreme political reputation. At that stage, financially, Kinkel’s compositions seemed to
be of minor importance. But they must have helped her psychologically, as she did not
stop composing although she was not able to make much money with her Lieder. This
development is also reflected in the themes and compositional features of Kinkel’s later
works. Both her early and her late Lieder, in which she showed her natural talent to
combine a musical and literary affinity with a critical and witty personality, may give an

account not only of nineteenth-century socio-cultural paradigms, but also of nineteenth-

199 johanna and Gottfried had numerous debates about which literary works should be included in
publications and whether or not Johanna should change politically controversial passages in specific
works before sending them to the publisher. See for example Johanna and Gottfried Kinkel, Liebe treue
Johannal! Liebster Gottit!, 11, pp. 566-67.
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century stylistic and aesthetic tendencies. Thus, Kinkel can be considered a woman of
her own time, although her biography also reflects her rather progressive mindset in

terms of gender roles, political participation, and musical education.
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CHAPTER 3:
RECEPTION HISTORY: FROM THE DEMONIC WIFE
TO THE ALL-ROUND ARTIST

3.1 Second half of the nineteenth century
3.1.1 Early dictionary entries

Considering the editorial circumstances of the time, it is noteworthy that Johanna
Kinkel was mentioned in encyclopaedias even during her lifetime. In the spirit of time,
infrastructure, and space, nineteenth-century encyclopaedias were often authored by a
single person or a small group of individuals.! Thus, their scope was reliant on these
few people’s areas of expertise and interest. While an exhaustive comparative content
analysis of selected nineteenth-century encyclopaedias with a view to song studies is
something which still needs to be undertaken by modern scholarship, it shall suffice for
this chapter to contextualise the four biggest German-language nineteenth-century
encyclopaedias, Herders Conversations-Lexikon, Pierer’s Universal-Lexikon, Meyers
Grolles Konversations-Lexikon, and Brockhaus’ Kleines Konversations-Lexikon. By
way of comparison, the single-gender Lexikon deutscher Frauen der Feder
(Encyclopaedia of German Women Writers) will also be considered. Created by
Bartholomdus Herder (1774-1839), Herders Conversations-Lexikon was designed to
provide an encyclopaedia from a Catholic viewpoint. Besides this general
encyclopaedia, Herder’s publishing house brought out special-interest books dealing
with such subjects as theology, politics, history, music, literature, philosophy, and
sciences. His catalogue included encyclopaedias, monographs, and textbooks, and his

attempt at highlighting Catholic works and mindsets was taken note of by himself and

! For further details on the fragmentary nature of knowledge presented in encyclopaedias and dictionaries,
see Daniele Besomi, ‘Introduction’, in Crises and Cycles in Economic Dictionaries and Encyclopaedias,
ed. by Daniele Besomi (London/New York: Routledge, 2012), pp. 3-26 (pp. 6-8).
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his contemporaries alike. According to Rudolf Schmidt, a reviewer of Herder’s
catalogue once remarked that:

Herder’s publishing house is a curious appearance of our cultural life. It is only the exhibition [of
the works published by Herder] at which one notices how elegantly, systematically, and
magnificently the Catholic Freiburg publisher manages to replace by way of surrogates all works
of non-Catholic scholarship, including encyclopaedia and textbook, as well as scholarly

representations of history and sciences.?

Herder confirms this view by stating that:

The only way through which the clergy or someone else may influence the indifferent and non-
Catholics is through publishing, and we can only make an impact through the press if our
publications are of such a high intellectual, scholarly, literary, and moral value that the non-

Catholics either read them, or drop behind this most advanced education of the time.?

The socio-political conviction underpinned in Meyers Grofes Konversations-
Lexikon is less obvious, although its founder, Joseph Meyer (1796-1856), placed
himself clearly among the opposition of the Vormarz. In his periodical, Der Volksfreund
(The People’s Friend), he advocated political education as well as freedom of opinion
and press. Der Volksfreund was banned in 1832, only two years after its foundation.*
However, the sixth edition of Meyers GrolRes Konversations-Lexikon, which | cite here,
is prefaced by way of a plea for objectivity, especially:

when it is about matters, which elude exact research, or which are in any way arguable. This

objectivity must be maintained especially in the most difficult of all relevant areas, politics. The

question of a conservative or liberal line must not come into consideration for a trustworthy

2 Rudolf Schmidt, Deutsche Buchhandler: Deutsche Buchdrucker, 3rd edn (Berlin/Eberswalde: Weber,
1905), pp. 420-425 (p. 423). ‘Der Herdersche Verlag ist eine merkwirdige Erscheinung unseres
Kulturlebens. Erst hier [...] erkennt man, wie geschickt, planméBig, groBartig der katholische Freiburger
Verleger alle Werke der nicht spezifisch katholischen Wissenschaft, Konversationslexikon und Schulbuch
ebenso wie die gelehrte Darstellung der Geschichte und Naturwissenschaft, durch entsprechende
Surrogate zu verdrangen weil3’.

% Ibid., p 423. ‘Der einzige Weg, auf welchem der Klerus oder sonst jemand auf die Masse der
Indifferenten und Akatholiken einwirken kann, ist jener der Presse, und wir kénnen eben durch die Presse
nur dann einwirken, wenn unsere Verdffentlichungen von einem so hohen geistigen, wissenschaftlichen,
litterarischen und sittlichen Werte sind, da die Akatholiken sie entweder lesen oder hinter der
fortgeschrittensten Bildung der Zeit zuriickbleiben miissen’.

* Werner Greiling, ‘Presse und Offentlichkeit in Sachsen-Meiningen als Vehikel der Moderne?’, in
Herzog Georg Il. von Sachsen-Meiningen (1826-1914): Kultur als Behauptungsstrategie?, ed. by Maren
Goltz, Werner Greiling and Johannes Motsch (Cologne: Béhlau, 2015), pp. 203-222 (p. 209).
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encyclopaedia for a politically largely divided people, and the Konversations-Lexikon must

refrain from taking any political side and must focus on the national interest only.’

While the question whether or not the editors of an encyclopaedia can be trusted when
they promise political objectivity in their own work remains unanswered, it is
noteworthy that the sixth edition of this compilation was put together by a large number
of contributors. Furthermore, the later years of publication, 1902-09, might point to a
slightly more neutral approach to the distribution of knowledge than the approach taken
in nineteenth-century encyclopaedias.

The eleventh edition of Brockhaus’ Kleines Konversations-Lexikon, which | use
here, was published in 1911. It was initiated by Friedrich Arnold Brockhaus
(1772-1823) and was continued by his sons, Friedrich (1800-1865) and Heinrich
(1804-1874), and later by Heinrich’s sons Eduard (1829-1914) and Rudolf (1838-1898),
the latter of whom was a national liberal member of the Deutscher Reichstag from 1871
to 1878. Eduard and Rudolf Brockhaus resigned in 1895, followed by their sons Albert
(1855-1901) and Rudolf jun. (1864-?) and, in 1905, by Albert’s brother Fritz (1874-?).°
It is unknown whether much of Rudolf’s national liberalism surfaced in his own and
subsequent editions of the encyclopaedia, and there is no preface included in this edition
which might point to possible biases.

By contrast, the preface to the fourth edition of Pierer’s Universal-Lexikon
offers valuable insight into the editor’s political awareness. The editor states that he was

afraid that a new, fully revised version of the whole work might be a risky undertaking

> Meyers GroBes Konversations-Lexikon, 20 vols, 6th edn (Leipzig: Bibliographisches Institut, 1902—09),
I, pp. 4-5. Hereafter referred to as Meyers GrofRles Konversations-Lexikon. ‘wenn es sich um Dinge
handelt, die sich der exakten Forschung entziehen, oder die noch in irgend einer Beziehung streitig sind.
Diese Objektivitat mul sich besonders dem schwierigsten aller in den Bereich des Konversations-Lexions
fallenden Wissensgebiete, der Politik, gegeniiber bewéhren. [...] [Die] Frage, ob konservativ oder liberal,
[kann] fur den Vertrauensmann eines politisch vielfach gespaltenen Volkes nicht in Betracht kommen,
[und] das Konversations-Lexikon [hat] sich vielmehr jeder politischen Parteinahme zu entschlagen und
als obersten Gesichtspunkt nur das nationale Interesse im Auge zu behalten’.

® Brockhaus’ Kleines Konversations-Lexikon, 12 vols, 5th edn (Leipzig: Bibliographisches Institut, 1911),
I, p. 270. Hereafter referred to as Brockhaus’ Kleines Konversations-Lexikon, 5th edn.
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during the unsteady times which ruled from March 1848 onwards.” Nevertheless, the
third edition of Pierer’s Universal-Lexikon appeared in 1852, followed by the fourth
edition between 1857 and 1865. In the preface of this fourth edition, the ‘scholarly
seriousness’, the ‘unbiased joy about the achievements in all areas of research’, and the
‘ambition to increase the standard of general education’ are emphasised as the basic
principles on which this encyclopaedia was initiated.® However, it is a difficult task to
judge whether the editor’s objectivity in the spirit of serious scholarship were preserved
throughout the encyclopaedia and excluded any possible biases.

In the light of Herder’s interest in Catholic matters, it is not surprising that the
earliest mention of Johanna Kinkel in a general German-language encyclopaedia
appeared in Herders Conversations-L