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“Even the writing of simple phrases involves the invention and use of motives,  

though perhaps unconsciously. Consciously used, the motive should produce unity, 

relationship, coherence, logic, comprehensibility and fluency … A motive appears 

constantly throughout a piece: it is repeated. Repetition alone often gives rise to 

monotony. Monotony can only be overcome by variation.” — Arnold Schoenberg 
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ABSTRACT 

This thesis comprises a detailed motivic analysis of Schubert’s song cycle Winterreise. 

It consists of eight chapters. The introduction explains the rationale underlying the 

thesis; although numerous songs from Winterreise have been previously analysed in 

detail and found to have considerable motivic coherence, no clear tonal or motivic plan 

to the cycle as a whole has yet been identified. In contrast, numerous authorities have 

identified a high level of motivic coherence and unity in many of Schubert’s other 

major songs and instrumental works.  The thesis investigates whether such a structure 

exists for the whole of Winterreise rather than only in individual songs. 

The introduction also briefly explains the methodology to be used. Chapter 2 provides 

background on what actually defines a set of songs as being a cycle and also discusses 

existing scholarly research undertaken on Schubert’s other major cycle Die Schöne 

Müllerin, composed four years prior to Winterreise. In addition, the motivic unity of 

some other significant works by Schubert, both vocal and instrumental, is investigated. 

Chapter 3 comprises a literature review of existing material relating to Winterreise.  

Chapter 4 defines in detail the analytical methodology to be used, which incorporates 

existing ideas from significant music theorists such as Arnold Schoenberg, Rudolph 

Reti, and Heinrich Schenker.  

Chapter 5 identifies six motivic figures present in the piano introduction of ‘Gute 

Nacht’, the first song of Winterreise.  The chapter then goes on to observe the frequent 

appearance of these motives throughout the first twelve songs of Winterreise. Chapter 6 

continues this motivic investigation for the second twelve songs, while Chapter 7 

comprises a more detailed analysis of two highly significant songs from the cycle, Der 

Lindenbaum and Im Dorfe.  

Chapter 8, the final chapter, brings together the results of the research undertaken, and 

finds that, contrary to the belief of many scholars, the cycle as a whole is in fact more 

highly unified motivically than has previously been recognised. In addition, a detailed 

investigation of ‘Auf dem Flusse’, one of the most frequently analysed songs in the 

cycle, is provided in order to demonstrate the insights that motivic analysis can provide 

as distinct to those offered by alternative analytical approaches.   
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Example 5.72: Notes marked with x show the clear shape of M1F also in this phrase before the scalic 

ascent in bar 12. 158 

Example 5.73: Vocal part of ‘Rückblick’, bars 17 – 18, showing an occurrence of M1A in D minor.  The 

shape of M4A (A – D – A) is also present in the structure. 158 

Example 5.74: Rückblick, bars 19 – 20, showing a similar version of M1 which ends on the tonic D.  Its 

shape this time is defined as M1F. 158 

Example 5.75: Gute Nacht, vocal part, bars 64 – 65, showing the similarity of these bars to the above 

examples from Rückblick. 159 

Example 5.76: Vocal part of ‘Rückblick’, bars 25–26, showing the occurrence of M1J, with M4A 

occurring simultaneously. This figure occurs again towards the end of the song, in G major. 159 

Example 5.77: ‘Rückblick’, bars 28 – 29, showing the close resemblance of the vocal line to a form of 

M1, and an appearance of M1 in the left hand. This is a new note order designated as M1K. 160 

Example 5.78: ‘Rückblick’, vocal line, bars 63 – 65, showing the occurrence of M1J and M4A, this time 

in the tonic major, G major. M4A is highlighted by the longer high G in bars 63 – 64. 160 

Example 5.79: ‘Rückblick’, vocal part, bars 66 – 69, showing M3 in the key of G major. 161 

Example 5.80: ‘Irrlicht’, piano introduction, bars 1 – 4, showing the various appearances of M4B, with 

the E to B figure in bar 4 clearly derived from M4. 162 

Example 5.81: ‘Irrlicht’, bars 5 – 8, showing M1L, in E minor over the underlying B-minor harmony. The 

piano part continues with material from the introduction, thus reinforcing M4B, this motive 

being slightly hidden through occurring an octave higher in bars 7–8.  Although not marked, the 

piano top line F♯ – G – F♯ in bars 5 – 6 forms M3 in the tonic key of B minor, and is repeated at 

bars 17 – 18 and also in the piano postlude, at bars 40 – 41. 162 



16 

 
 

Example 5.82: ‘Irrlicht’, bars 17 – 20, showing the presence of M1* and M1F over the same piano part 

as in bars 5 – 8. A form of M6 is also present at bar 19 (B – A♯ – B). The occurrence of M6 in this 

song is discussed in more detail below. 163 

Example 5.83:‘Irrlicht’, sketch of bars 5 – 36, showing continued appearance of M6 (B – A♯ – B) 

throughout the song. M6 also occurs in the Neapolitan key, C major (C – B – C). 164 

Example 5.84: ‘Irrlicht’, piano introduction, bars 1 – 4. The boxed notes indicate the presence of M6, 

as well as the previously noted M4A. If the B – A♯ – B figure were not repeated so much 

throughout the song, its presence in the introduction could be considered incidental. This 

phrase is repeated almost identically in bars 41 – 44 to conclude the song. 164 

Example 5.85: ‘Rast’, first vocal entry, bars 6 – 15, showing the various motivic figures which are 

present. 166 

Example 5.86: ‘Rast’, vocal line, bars 21 – 27, showing M5 and M6 in the vocal part, in the tonic key of 

C minor. 166 

Example 5.87:  Ms 5 and 6 as they occur in the piano introduction of ‘Gute Nacht’, transposed to C 

minor. The similarity to the above example from ‘Rast’ is striking. 166 

Example 5.88: ‘Rast’, bars 28 –31, with piano accompaniment, showing further forms of M6. The B to 

C in the piano part at the end of the phrase seems to connect with the earlier C – B – C figures in 

the vocal part. M3 is also shown in the piano bass line (A♭♭♭♭ – G). The beginning G for this 

neighbour-note figure, though not shown here, occurs at bar 24; the A♭♭♭♭ is present from bar 25, 

resolving to G in bar 30. 166 

Example 5.89: ‘Frühlingstraum’, piano introduction, bars 1 – 4, showing the presence M1F. M3 also 

occurs within it.  This figure is repeated as the first vocal entry in bars 5 – 6. 167 

Example 5.90: ‘Frühlingstraum’, bars 5 – 8, showing the presence of M1F in the vocal part and a new 

form of M1 in bars 6 – 7, M1M. The note order of M1M is capable of other interpretations, but 

here, according to the rule generally used, it is considered A – B – E – C♯ (1 – 2 – 5 – 3), with the 

neighbour–note F♯ marked x forming M3 once more within this statement of M1. 168 

Example 5.91: ‘Frühlingstraum’, vocal part, bars 32 – 34, showing the appearance of M1 in the form of 

a slightly altered version of M1A. The C♯ marked x, while still being a note from M1, 

momentarily interrupts the descent to the A and E of M1A. Apart from this it is an exact form of 

M1A, and is designated this form here. 169 

Example 5.92: ‘Frühlingstraum’, bars 28 – 42, illustrating the presence of M1 and M6, M6 being 

chromatically changed at the end of the section. The notes marked ‘x’ indicate M1A, as noted 

above. 170 

Example 5.93: The complete Langsam section of ‘Frühlingstaum’, bars 27 – 43. Except for a C♯ in bar 

32, the inner left hand piano part consists entirely of the A – G♯   –A of M6 in A major. 170 
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Example 5.94: ‘Einsamkeit’, vocal part, bars 6 – 10, showing multiple motivic occurrences: M3 (F♯ – G 

– F♯) is clearly present and marked x, while the phrase is centred around three of the notes from 

M1. 172 

Example 5.95: ‘Einsamkeit’, vocal part, bars 14 – 18, showing the D at bar 16 which now completes a 

middleground form of M1, in this instance in the retrograde form of M1D (F♯ – B – C♯ – D) which 

begin at bar 6. The D in bar 16 also occurs as part of M2, the dotted rhythm being significant in 

linking it to its first occurrence in the piano introduction of ‘Gute Nacht’. This phrase also shows 

the symmetry of the vocal line: the first F♯ at bar 14 can be seen as the beginning of M1F (F♯ – D 

– C♯ – B) while it is possible to see M1A (D – C♯ – B – F♯) descending from the D at the peak of 

the phrase at the beginning of bar 16. 173 

Example 5.96: ‘Einsamkeit’, vocal part, bars 6–10, the arrows showing the appearance of M4A and 

also its reversal F♯ – C♯ – F♯. 173 

Example 5.97: ‘Einsamkeit’, vocal part, bars 18 – 22, again showing the F♯ – C♯ – F♯ reversed version 

of M4A as the ‘A’ section of the song concludes. C♯ is the lowest note reached in the vocal line 

during the song. 174 

Example 5.98: ‘Einsamkeit’, bars 14 – 18, illustrating the presence of all six of the motivic figures, 

including M1F and M1A in middleground. Bars 18 – 22 are almost identical. 174 

Example 5.99: ‘Einsamkeit’, bars 23 – 25, showing the presence of a version of M2 in the vocal part. 

M3 (F – E) occurs in the second beat of the piano part and is particularly expressive as it is the 

minor form rather than the F♯ – E that would be more expected in the A major tonality. 175 

Example 5.100: ‘Einsamkeit’, bars 35 – 37, showing the presence of M1F in G major (D – B – A – G), the 

second A in the vocal phrase being considered to define it as this version of M1 in accordance 

with the commonly-used rule outlined at the beginning of this chapter. M3 is also present in the 

piano part of bar 37. 176 

Example 5.101: ‘Einsamkeit’, bars 45 – 48, showing a new form of M1 in the piano part, M1O. This 

form of M1 is also present in bars 33 – 34. The voicing of the final chords in bars 47 – 48 is the 

same as that of the chords of bar 7 of ‘Gute Nacht’ just before the first vocal entry. 176 

Example 5.102: Graph of ‘Einsamkeit’, featuring the background and middleground structure of M6.  

Important occurrences of M3 and M4 are also indicated. Bar numbers are indicated at the top of 

the example. 177 

Example 6.1: ‘Die Post’, bars 7 – 10, showing the appearance of M1P and M4C. 181 

Example 6.2: Comparison of piano voicings in the opening vocal phrases of ‘Die Post’, ‘Wasserflut’, 

and ‘Auf dem Flusse’. When viewed in this way, the similarities in note and voicing are clearly 

apparent. 182 

Example 6.3: Comparison of ‘Die Post’, bars 37 – 41, with ‘Einsamkeit’, first vocal entry, bars 6 – 10. 

Both phrases share a remarkably similar shape which encompasses M4A, while showing further 

examples of M4 as well as M3. 183 
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Example 6.4: ‘Der Greise Kopf’, piano introduction, bars 1 – 4 showing the presence of M1Q, M2 and 

M3. Although M1 is slightly hidden, the phrase clearly establishes the first three notes before 

moving to and stopping on the missing D. 184 

Example 6.5: Bars 13 – 14 and 38 – 39 of ‘Der greise Kopf’, showing the suggestion of M5 in bars 13 – 

14 and M5 and M6 in bars 38 – 39, the D in bar 39 providing a decoration. The even rhythm, in 

this case triplets, is reminiscent of the piano introduction of ‘Gute Nacht’. 185 

Example 6.6: ‘Der Greise Kopf’, bars 27 – 30, illustrating the presence of M1R (E♭♭♭♭ – D – G – C) in the 

piano part. It is largely doubled in the vocal part, creating a sparse, dark texture. 185 

Example 6.7: ‘Der Greise Kopf’, sketch of bars 1 – 30. The dotted minims show the presence of M1 as a 

middleground structure in the bass line of the piano (C – E♭♭♭♭ – D – G). Due to its very 

middleground structure, it is not provided with a letter name for identification. However, the 

notes C – E♭♭♭♭ – D – G are clearly present in the harmonic reduction, and the four notes of M1 

from bars 22 – 30 form an enlarged version of M1R. 186 

Example 6.8: ‘Erstarrung’, piano introduction, illustrating its close relationship to the introduction of 

‘Die Krähe’. The boxed notes show the notes which will later form the piano introduction of ‘Die 

Krähe’. The triplet accompaniment is also common to both songs. 188 

Example 6.9: ‘Der greise Kopf’, first vocal entry, bars 4 – 8. 188 

Example 6.10: ‘Die Krähe’, first vocal entry, bars 6–9, using the same notes as ‘Der greise Kopf’ with a 

couple of octave displacements. The use of both B♭♭♭♭ and B♮♮♮♮ is striking in both examples. The 

shape of the final descending C-minor scale is very similar in both songs, except for the dotted 

rhythm in ‘Der greise Kopf’ which forms M2. 189 

Example 6.11: The first vocal entries of both songs once more, with arrows showing some of the 

similarities present in melodic structure. Some octave displacement conceals these similarities 

to some extent. 189 

Example 6.12: ‘Die Krähe’, piano introduction, bars 1 – 5, showing the clear shape of M5 and M6. M5 

is altered slightly by the use of the Neapolitan D♭♭♭♭. 190 

Example 6.13: Transposition of M5 and M6 from the piano introduction of ‘Gute Nacht’, illustrating 

the relationship of these motives to the piano introduction of ‘Die Krähe’. 190 

Example 6.14: ‘Die Krähe’, bars 29 – 32, vocal part, showing the C octave leap and the presence of 

M1* without its usual dotted rhythm in bar 31. The dotted rhythm, however, is to be found 

earlier, in bar 29. 191 

Example 6.15: ‘Letzte Hoffnung’, first vocal entry, bars 5 – 8, showing the appearance of M3 and M2.

 192 

Example 6.16: ‘Letzte Hoffnung’, bars 7 – 8, showing in addition the appearance of M6 in the top line 

of the piano part, and a major version of M3 in the bass line. 192 

Example 6.17: ‘Letzte Hoffnung’, bars 11 – 13, showing further appearances of M1. 192 
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Example 6.18: ‘Letzte Hoffnung’, bars 26 – 28, showing the appearances of M1S, M1A, and M3. 

Although in a different key, the similarity between these bars and bars 11 – 13 is striking. 193 

Example 6.19: ‘Letzte Hoffnung’, bars 29 – 31, showing the occurrence of M1D, as the protagonist 

sings poignantly of watching a leaf fall from a tree and his hopes falling with the leaf. The tonic E

♭♭♭♭ is missing when the piano repeats the phrase in bars 30 – 31. 194 

Example 6.20: ‘Im Dorfe’, piano introduction, bar 1. M6 is shown, its D tonality corresponding with 

that of ‘Gute Nacht’, while the chord on the third beat is a statement of all the notes of M1. 195 

Example 6.21: ‘Im Dorfe’, first vocal entry, bars 6 – 10, showing the presence of M1T. 196 

Example 6.22: ‘Im Dorfe’, bar 21, the small boxes showing the presence of M1D in the top right hand 

of the piano part and the larger box indicating the D-octave figure which was also observed in 

‘Rückblick’. 196 

Example 6.23: ‘Im Dorfe’, bars 23 – 25, showing M1U in the vocal part, occurring in addition to M1D in 

the piano part in these bars. 197 

Example 6.24: ‘Im Dorfe’,vocal part, bar 38, showing an example of M4A. 197 

Example 6.25: ‘Der stürmische Morgen’, piano introduction, bars 1 – 3, showing the presence of M6.

 198 

Example 6.26: ‘Der stürmische Morgen’, first vocal entry, bars 3 – 8, showing the appearances of M1* 

and M6, with the notes marked x showing the outline of M4 in bar 5. 198 

Example 6.27: ‘Der stürmische Morgen’, vocal part, bars 9 – 10, showing the occurrence of M1A in B♭♭♭♭ 

major in the middle section of the song. All the notes in these bars are drawn from M1 except 

the final A of bar 10. 198 

Example 6.28: ‘Der stürmische Morgen’, bars 16  – 18, showing M6 once more at the conclusion of the 

vocal line. 199 

Example 6.29: ‘Täuschung’, right hand of the introduction, showing the significance of M4 in this song.  

On this occasion it is shown in the form of M4A (dominant – tonic – dominant). 199 

Example 6.30: ‘Täuschung’, vocal part, bars 5 – 8, showing the presence of M3 and an incomplete 

version of M1A in which the supertonic B is missing. 200 

Example 6.31: ‘Tauschung’, bars 12 – 13, showing the presence of M1A in the piano part. 200 

Example 6.32: ‘Täuschung’, bars 21 – 36, showing the enlarged appearance of M4B (A – E – A) in A 

major. Bars 24 – 26 show the ascent from E
2
 to E

3
 an octave higher, after which E

2
 is immediately 

re-established at the third quaver of bar 27. Bars 28 – 33 are omitted in the example, but the 

right hand octave E continues throughout these bars. The right hand octave line extends again 

by scale in bars 34 – 35 to the A which forms the final A of M4B in bar 36. M1V is also noted in 

the vocal part at bars 22 – 24. 201 

Example 6.33: ‘Täuschung’, bars 41 – 43, illustrating its conclusion with a clear statement of M4B. 202 

Example 6.34: ‘Der Wegweiser’, piano introduction, bars 1 – 5, showing M2 in retrograde, without the 

dotted rhythm. These notes could also be classed as three of the notes from M1, particularly as 
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they are the same three notes, in retrograde and in the changed key of G minor, which begin 

‘Gute Nacht’ in D minor. 205 

Example 6.35: ‘Der Wegweiser’, first vocal entry, bars 5 – 10, showing occurrences of M5 and M6 in G 

minor in addition to the retrograde of M2 observed earlier. M5 is doubled with the piano while 

M6 is taken over by the piano immediately after M5. As in the piano introduction to ‘Gute 

Nacht’, M6 immediately follows M5. 206 

Example 6.36: ‘Der Wegweiser’, bars 17 – 18, showing occurrences of M1* and M6. 206 

Example 6.37: ‘Der Wegweiser’, showing the middleground appearance of M1W during the course of 

the A section of the song. 207 

Example 6.38: ‘Der Wegweiser’, vocal part, bars 11 – 19, showing the enlarged version of Ms 5 and 6, 

with the Neapolitan A♭♭♭♭ replacing the expected A♮♮♮♮ . M6 immediately follows M5. M1* is also 

shown. 207 

Example 6.39: ‘Der Wegweiser’, bars 17 – 18, illustrating once more the presence of M6 immediately 

following M5, this time in the piano part as well as the vocal part. 207 

Example 6.40: ‘Der Wegweiser’, bars 27 – 33, illustrating the complexity of the motivic ideas as the 

singer questions the reasons for his journey. M3 is present on several levels, while the shape of 

M4A pervades both the vocal and piano parts. M6 is also present in the key of E minor, while in 

addition it is possible to see a version of M2 in A minor. 208 

Example 6.41: Schematic representation of the A and B sections of ‘Der Wegweiser’. The final version 

of M3, in bars 38 – 39, is represented in G minor as the song transitions back to this key. 208 

Example 6.42: ‘Der Wegweiser’, vocal part, bars 53 – 54, in a note order considered here as M1R, as 

the protagonist sings of his fruitless search for rest. 209 

Example 6.43: ‘Der Wegweiser’, vocal part, bars 71 – 77, showing the appearance of M1X. The 

resolution at bars 76 – 77 closely follows the shape of M5 and M6 in G minor but omits the scalic 

B♭♭♭♭ and substitutes A♭♭♭♭ for the expected A♮♮♮♮ . 209 

Example 6.44: ‘Der Wegweiser’, vocal part, bars 78 – 81. The B♭♭♭♭, A and G are drawn from M2, and 

are the same notes as those beginning the song, now in reverse order. The G – F♯ – G of M6 is 

also in evidence. 210 

Example 6.45: ‘Das Wirtshaus’, first vocal entry, bars 5 – 9. Bars 5 – 7 have the same notes as those 

which concluded the previous song, ‘Der Wegweiser’.  Motives 2 and 6 are prominent in the 

phrase’s construction. The first three notes form a retrograde version of M2 both rhythmically 

and melodically in the key of G minor, while the dotted rhythms in bars 7 – 9 suggest M2, this 

time in the key of F major. M6 in F major is present in bars 8 – 9. 211 

Example 6.46: ‘Der Wegweiser’, bars 78 – 81, shown once more for comparison. These final bars of 

the vocal part contain the same notes as those which begin the vocal part of the next song, ‘Das 

Wirtshaus’, shown in the previous example. The melodic shape of the vocal part is very similar 

in both instances despite the different keys of the two songs. 211 
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Example 6.47: ‘Das Wirtshaus’, top line of the piano introduction, bars 1 – 5, showing the various 

motives present. The notes of M2 in the key of F major are clear, but they are used here without 

the usual dotted rhythm. In bar 4, the notes of M5 and those which begin M6 occur in the same 

order as that used in the piano introduction of ‘Gute Nacht’. 212 

Example 6.48: ‘Das Wirtshaus’, bars 29 – 31, piano top line, showing the final F which concludes both 

the song and M6. 212 

Example 6.49: ‘Das Wirtshaus’, vocal part, bars 19 – 20, and 27 – 28, showing the appearance of M4A; 

bars 27 – 28 form a slightly enlarged version of the earlier phrase. 212 

Example 6.50: ‘Mut’, piano introduction bars 1–4, showing M1D at the very beginning. M3 is also 

present in both the top line and the inner right-hand part, while the top line in bars 3 and 4 

configures M1R. 213 

Example 6.51: ‘Mut’ first vocal entry, bars 5 – 7, showing the presence of M1D and M1A. The arrow 

over the A indicates the slight variation of M1A. 213 

Example 6.52: Comparison of first vocal entry of ‘Der Wegweiser’ and the vocal line of bars 6 – 8 and 

12 – 14 of ‘Mut’. 215 

Example 6.53: ‘Der Wegweiser’, comparison of the vocal line of bars 21 – 25, with that of bars 37 – 38 

and 43 – 44 of ‘Mut’. The similarities are even more evident in these bars.  Both songs are now 

in the key of G major. 215 

Example 6.54: ‘Die Nebensonnen’, piano introduction, showing the appearances of M1F, M2 and M4B. 

The x figure marks the occurrence of M1, the last three notes of M1 also clearly forming M2; the 

dotted rhythm is distinctive. 216 

Example 6.55: ‘Die Nebensonnen’, vocal line, bars 15 – 19, showing the presence of M1S. 217 

Example 6.56: ‘Die Nebensonnen’, bars 19 – 20, showing the occurrence of M1A and M4B in C major.

 217 

Example 6.57: ‘Die Nebensonnen’, bars 23 – 25, showing more appearances of M1, M2, M3 and M6. 

M1A occurs in these bars in the upper line of the piano part and in the inner left hand line (the 

latter marked x). M2 is also evident in its minor form within M1, its characteristic dotted rhythm 

making it a clear example. M6 is present in the upper and inner right hand voices. 218 

Example 6.58: ‘Die Nebensonnen’, piano introduction, this time also showing the reversed form of M6 

(here C♯ – D – C♯) from ‘Gute Nacht’, with the final C♯ of that figure becoming the C♯ which 

begins M2 in the tonic A major. 219 

Example 6.59: ‘Die Nebensonnen’, piano interlude, bars 14 – 15, showing the same inverted M6 

figure, but with the note lengths of the C♯ and D reversed from the piano introduction. This 

formation also occurs at the end of the song, in bars 30 – 31. 219 

Example 6.60: ‘Die Nebensonnen’, bars 30 – 32, showing the additional presence of M5 and M6 in the 

tonic key of A major, the latter marked x. Although M6 is present throughout these bars, and in 

fact is present in the inner right hand part from bar 26 to the end, its continuation after the 
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notes of M5 illustrates a hidden and surprising similarity to the piano introduction of ‘Gute 

Nacht’. 219 

Example 6.61: M5 and M6 from ‘Gute Nacht’. 222 

Example 6.62: M5 and M6 transposed to the A minor of ‘Der Leiermann’. 222 

Example 6.63: The opening right-hand figure of ‘Der Leiermann’, bars 3 – 4. Although the notes have 

been reordered, both notes and rhythm comprise exactly those which form M5 and M6 in the 

piano introduction to ‘Gute Nacht’. 222 

Example 6.64: ‘Der Leiermann’, piano introduction, bar 6, showing the appearance of M1Y. 222 

Example 6.65: ‘Der Leiermann’, vocal part, bars 9 – 10, showing the presence of M1D and M4B. 222 

Example 6.66: ‘Der Leiermann’, bars 17 – 18, showing the presence of M1H and M1Z. The x’s mark the 

note order of M1Z. The two forms of M1 overlap. 223 

Example 6.67: ‘Der Leiermann’, bar 26, showing the presence of M1H and M4B. 223 

Example 6.68: ‘Der Leiermann’, piano part, bars 27 – 28, showing the occurrence of M2, M1H, and 

M4B in the same phrase. The notes with small boxes show M3. 223 

Example 6.69: M1A in D minor, as it first occurs in ‘Gute Nacht’, then M1A transposed to A minor, the 

key of ‘Der Leiermann’, then the ‘completion’ of M1 in the vocal part at bar 26, and finally the 

similar ‘completion’ in the piano part at bar 28 which includes the dotted rhythm of M2. 224 

Example 6.70: ‘Der Leiermann’, vocal part, bars 53 – 58, showing further motivic occurrences of M1, 

M3, and M4. The final three notes (D – F – E) are the same as those which begin ‘Gute Nacht’, 

but in a different order. M1F, occurring in bars 54 – 55, is the last appearance of M1 in the cycle.

 225 

Example 6.71: ‘Der Leiermann’, bars 59 – 61. The final melody notes C – B – A (3.– 2 – 1 in A minor) are 

the same scale degrees as those which start the cycle with ‘Gute Nacht’ (F – E – D in D minor).

 225 

Example 6.72: An illustration of the presence of M6 (A – G♯ – A) throughout the entirety of ‘Der 

Leiermann’ except for the first two bars of the piano introduction. Bar numbers are listed at the 

top of each line, with bars 9 – 30 repeated as bars 31 – 52. 226 

Example 6.73: Examples from ‘Gute Nacht’, bars 6 – 7, ‘Frühlingstraum’, bars 33 – 36, and ‘Die 

Nebensonnen’, bars 2 – 5 and 30 – 32, illustrating the transformation of the D – C♯ – D of M6 

from D major to A major in the two penultimate songs of each of the two sets of twelve songs.

 232 

Example 7.1: bars 1 – 7 of ‘Der Lindenbaum’.  Nettheim’s “rustling” and “listen” motives are present in 

bars 1 and 2 respectively, while the ‘horn call’ figure occurs in bar 7. 236 

Example 7.2:  Der Lindenbaum, bars 8 – 13. The triplet figure in the vocal part at bar 11 and the final 

two quavers of the piano part at bar 12 indicate a repeat of the A to F♯ span of the ‘horn call’ 

figure. Unlike the ‘horn-call’ figure, however, both these examples continue on to the tonic E.

 236 
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Example 7.3: ‘Der Lindenbaum’, bars 25 – 28. The initial B – C – B  neighbour-note figure of bar 2 now 

occurs in E minor in bar 26, and is moved into the left hand bass in bar 28. In addition to creating 

atmosphere, its appearance here anticipates its occurrence in this register in the B section. 238 

Example 7.4: Piano introduction of Der Lindenbaum with motivic elements illustrated. 240 

Example 7.5: Bars 8 – 12 of ‘Der Lindenbaum’ vocal part, with M1I and M5 highlighted. 240 

Example 7.6: ‘Der Lindenbaum’, bars 18 – 20.  Occurrences of Motives 1, 2, and 3 are shown. 241 

Example 7.7: ‘Der Lindenbaum‘, bars 22 – 24. 241 

Example 7.8: Presence of Ms 4, 5 and 6 in bars 22  – 24. 242 

Example 7.9: Comparison of the melodic features of bars 4 – 7 from the piano introduction of ‘Gute 

Nacht’ with bars 22 – 24 of ‘Der Lindenbaum’. The second of the three phrases is a transposition 

to E major of the phrase from ‘Gute Nacht’, which features Ms 4, 5, and 6. Although on a subtle 

level, the phrase shapes and motivic figures are clearly similar, the occurrence of the final D♯ to 

E of M6 in ‘Der Lindenbaum’ an octave higher than expected concealing these similarities to 

some extent. Ms 4, 5, and 6 occur in the same order in both songs. 242 

Example 7.10: “Der Lindenbaum, bars 29 – 32, showing the appearance of M1D and M3 in the piano 

part. The vocal part has M1I in bars 29 – 31 and M5 in bars 31 – 32, as at the song’s first vocal 

entry, but this time in E minor rather than E major. 243 

Example 7.11: Complete ‘B’ section of ‘Der Lindenbaum’, bars 45 – 58, with motivic figures marked, 

M1A and M6 gradually disappearing as M3 continues. 246 

Example 7.12: ‘Der Lindenbaum’, bar 59, showing M4A in the piano part. This figure is repeated 

numerous times between bars 59 – 66. 247 

Example 7.13: ‘Der Lindenbaum’, bar 68, showing M4B in the piano part. This figure is repeated in bar 

72. 247 

Example 7.14: ‘Im Dorfe’, bars 5 – 6, showing the unusual placement of the first vocal entry. 251 

Example 7.15: ‘Im Dorfe’, bars 17 – 21.  Bars 18 – 19 represent a cessation of rhythmic intensity in 

preparation for the ‘B’ section, which begins at bar 20. 252 

Example 7.16:  ‘Im Dorfe’, bars 41 – 46. The final dotted crotchet beat of bar 42 shows the vocal and 

piano parts operating together without the previous conflict. Bars 37 – 40 are also very similar. 

However, in the bars shown here, in the final cadence at the beginning of bar 46 the top line of 

the piano part finally has a D as the top note instead of the F♯ and A seen throughout the rest of 

the song. 252 

Example 7.17: ‘Im Dorfe’, bars 1 – 2.  The D – C♯ semiquaver figure in the left hand can be seen as an 

example of M6 while the notes forming the abrupt chord halfway through bar 2, D E F♯ and A, 

form M1 in D major (it is not possible to give this occurrence of M1 a letter name). 255 

Example 7.18: ‘Im Dorfe’, bars 5 – 10. The vocal line is an exact representation of the notes of M1 in D 

major, in the form of M1T (A – F♯ – D – E). This, while quite clear, is organised rhythmically and 
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harmonically in a way that is not obvious to the listener. The rumbling semiquaver figure in the 

piano bass line, based on M6, continues throughout these bars. 255 

Example 7.19: ‘Im Dorfe’, bar 19 – 21. The piano top line has M3 at bar 20 (D – E – D in the key of G 

major) and M1D in the second half of bar 21 (D – G – A – B ascending). The repeated D is 

significant as a similar rapid repeated D figure was a feature earlier in the cycle in ‘Rückblick’. 

The upper left hand line provides another repeated D an octave lower. 256 

Example 7.20: ‘Im Dorfe’, bars 24 – 25. The right hand top line has M1D again, in A minor over a D 

pedal at bar 24 and in G major in bar 25. M3 is also present in both these bars, E – F♮♮♮♮ – E  (A 

minor) in bar 24 and D – E – D  (G major) in bar 25. 257 

Example 7.21: ‘Im Dorfe’, bars 23 – 25, showing the numerous appearances of M1D and M1U, as well 

as the octave D figure which was present in ‘Rückblick’. 257 

Example 7.22: ‘Im Dorfe’, bars 26 – 29, showing the appearance of M6 in the vocal line in bar 26 and 

both M5 and M6 in the piano part, M6 immediately following M5 as occurs at their first 

appearance in ‘Gute Nacht’. Bars 27 and 28 show the continued importance of M6 to this 

passage, while M3 occurs in the bass line at bar 29. 258 

Example 7.23: ‘Im Dorfe’, bars 38 – 40.  M4A is seen clearly in the vocal part at the beginning of bar 

38. The notes marked x show an additional slightly enlarged form of M4A, while those marked y 

illustrate the overlapping shape of M3, which is also doubled in the piano part. M6 can be seen 

in bars 39 and 40. 259 

Example 7.24: ‘Im Dorfe’, bars 43 – 46.  Bars 44 – 45 demonstrate the extended A in the vocal part, 

which finally resolves the rhythmic tension created. The piano top line finally resolves to a D in 

bar 46. 260 

Example 7.25: ‘Im Dorfe’, conclusion, bars 47 – 49. The D major chord is repeated many times in the 

piano right-hand to finally resolve the tension created. M6 occurs once more in bar 48. 260 

Example 8.1: Motives 5 and 6 appearing as a melodic line in the songs of Winterreise. In order: ‘Gute 

Nacht’, bars 5 – 7, ‘Gefrorne Tränen’, bars 9 – 11, ‘Erstarrung’, bars 47 – 51, Wasserflut, bars 23 – 

25,‘Rast’, bars 21 – 23, ‘Einsamkeit’, bars 15 – 18, ‘Die greise Kopf’, bars 38 – 39, ‘Die Krähe’, bars 

3 – 5, ‘Im Dorfe’, bar 26, ‘Der Wegweiser’, bars 8 – 9, ‘Das Wirtshaus’, bars 3 – 31, ‘Der 

Leiermann’, bars 3 – 4. To make the appearances of M5 and M6 still clearer, the same examples 

are shown below, all in the same key of D, that of ‘Gute Nacht’. 272 

Example 8.2: The same illustrations of M5 and M6 combined as a single unit. To make the motivic 

relationships between them more obvious, this time all are shown in the key of D. Both major 

and minor forms are present. 273 

Example 8.3: Comparison of the two harmonic concepts. Each involves a long term tonic to dominant 

movement, with the B minor of ‘Der Leiermann’ in the second concept acting as a coda after the 

A major established in the previous song, ‘Die Nebensonnen’. This key structure also is evident 

at the end of the first twelve songs. 278 
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Example 8.4: ‘Auf dem Flusse’, bars 41 – 58. Bars 47 – 54, much discussed by scholars, illustrate 

Schubert’s use of D♯ minor and G♯ minor before the song arrives at the tonic E minor at bar 54.

 293 

Example 8.5: ‘Auf dem Flusse’, bars 1–22, showing the first appearance of D♯ minor at bars 9–12, and 

again at bars 18–21. 294 

Example 8.6: ‘Auf dem Flusse’, graph of bars 1 – 54, illustrating the use of M6 initially using the D♯ as a 

middleground tonality (E minor to D♯ minor to E minor and then to E major from bar 23) and as 

a foreground melodic line with expected harmony at bars 52 – 54 (E minor 6/4 to B
7
 to E minor). 

The E minor chords in bars 1 and 14 are voiced slightly differently to reflect the piano 

introduction; the vocal line does not begin until bar 5. However, despite the different voicings, 

the E minor to D♯ minor harmony is clear in these early bars of the song. 295 

Example 8.7: ‘Auf dem Flusse’, bars 43 – 54, harmonic and melodic reduction, showing the numerous 

different harmonisations of M6, particularly regarding the D♯, before it arrives back at E minor 

in bar 54. D♯ and E are very prominent in the melodic line in these bars. 295 
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CHAPTER 1 — INTRODUCTION 

This thesis examines the motivic connections in Schubert’s Winterreise. It demonstrates 

that the extent of these connections across the work is significantly greater than has 

been recognised previously in the literature. Moreover, the opening bars of the first 

song, ‘Gute Nacht’, can be shown to contain many, if not all, of the significant motivic 

ideas which are present in all of the 24 songs which comprise the cycle. This thesis aims 

to clearly identify these motives that pervade the cycle in a wide variety of 

permutations. The intention throughout is to demonstrate the importance of these 

motivic figures, which, contrary to the belief of many scholars, are shown here to form a 

significant part of the melodic and, at times, harmonic structure of the songs comprising 

Winterreise. It is hoped that, although there is certainly a level of complexity to the 

ideas presented, in general most occurrences of the motivic figures will seem clear to 

the reader when observed closely; the many musical examples provided should assist 

with this. Certainly the motivic references range from various obvious recurring ideas 

through to others that are more difficult to perceive at first. However, once the recurring 

ideas have been identified their motivic function is usually clearly apparent. 

The thesis, following this introduction, has six chapters. The first outlines the historical 

background to Winterreise, discussing the song cycle as an art form, Schubert’s major 

song cycles, his compositional methods and current standing as a canonic composer. 

The second is a review of related literature, and the third chapter outlines the 

methodology adopted for the study. In the fourth and fifth chapters, an analysis of the 

entire cycle identifies motivic content present within each song, with the sixth chapter 

providing a more detailed analysis of two songs selected from the cycle.  Finally, the 

seventh chapter provides a conclusion, raising pertinent issues through a detailed 

analysis of a third song. 

Although there is already a considerable body of scholarly research on the subject, it has 

proven difficult to establish either a clear key structure or motivic plan for Winterreise 

as a whole. Individual songs have been analysed in detail, but with the exception of 

what has become known as the ‘grief motive’ — a 5� – ♭6� – 5� neighbour note motive 

which is apparent in a number of the songs — little evidence has been found of any 
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motivic structure which connects the 24 songs. Everett (1990) in particular provides 

considerable detail regarding the appearances of the ‘grief motive’. 

In contrast, Beethoven’s cycle An die ferne Geliebte, written in 1816, approximately ten 

years before Winterreise, and widely regarded as a coherent early model for the song 

cycle, has a clear cyclic structure, with melodic and harmonic material from early in the 

cycle returning in later songs. Evidence strongly suggests that Schubert was familiar 

with An die ferne Geliebte. For example, McKay (1997) notes that some of Schubert’s 

friends from the Stadtkonvikt, where he boarded as a schoolboy, commented on his 

liking for the Beethoven cycle: 

Several friends from the Stadtkonvikt told how the composer, as a schoolboy, was 

captivated by a collection of Zumsteeg's ballads and used to sing and play them 

through, sometimes with the help of one or other of their number. Beethoven's 

songs, especially 'An die ferne Geliebte', received the same enthusiastic treatment. 

(McKay, 1997, pp. 50–51) 

It is evident, however, that Schubert’s approach to the song cycle is very different in 

this regard. Significant studies of Winterreise by Youens (1991), Kramer (1994), Barry 

(2000) and Suurpää (2014) have uncovered certain similarities between some of the 

songs, but offered very little concrete evidence of any such clear tonal or motivic plan. 

Suurpää, the author of a recent study, commented that he does not believe one to exist 

(2014, p. 180). 

In the same way, although numerous theories have been forwarded to explain the key 

structure of Winterreise, Fisk (2001, p. 4) has noted that none have been convincing. 

Since the publication of Fisk’s book, Suurpää (2014, pp. 174–178) has attempted to 

explain the key structure of the cycle through neo-Riemannian analysis. Although other 

parts of Surpää’s study have merit, his analysis of key structure is not entirely 

convincing, as expressed in a review of the book by Rusch: “While the conclusions that 

Suurpää draws from his neo-Riemannian analysis are perhaps less persuasive, his 

efforts to expand the ways in which coherence and its closest relative, unity, can be 

conceived in song cycles is refreshing” (2014,  para. 6).  
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Scholars have encountered similar difficulties regarding Schubert’s earlier cycle, Die 

Schöne Müllerin, composed in 1823, four years before Winterreise. This earlier cycle is 

discussed in more detail in a later chapter; while its disjunct key structure — it begins in 

B♭ major and concludes in E major, an augmented fourth away from its starting key — 

immediately mitigates against the existence of any traditional formal tonal plan, the 

brief investigation undertaken in this thesis suggests that, despite this, it may have a 

greater harmonic and motivic coherence than is usually recognised.  

There is a considerable and growing body of research which suggests, contrary to earlier 

views of Schubert’s compositional methods, that at least some of his music is in fact 

highly organised. For example, Reti (1961), Burkhart (1978) and Graubart (2003) find 

significant evidence of a high level of organic structure present in some of his 

compositions. Although this structure is often presented in a subtle way, works such as 

Schubert’s ‘Wanderer’ Fantasy for piano, which precedes Winterreise, contain clear 

cyclic coherence. In this work, the opening material is clearly suggested again at various 

points before returning in the final section in the form of a fugue. Reti (1961, pp. 100–

104) finds additional evidence of subtle motivic organisation in this work.  

Some of the individual songs comprising Winterreise have been analysed in 

considerable depth by scholars, and have been found to have a high degree of motivic 

unity. McNamee’s (1985) investigation of ‘Der Lindenbaum’ and Suurpää’s (2014) 

discussion of ‘Der Wegweiser’ provide two significant illustrations of this. Indeed, ‘Der 

Wegweiser’ has been the subject of much scholarly discussion, as has ‘Auf dem Flusse’, 

the latter for example by Lewin (1982), Kramer (1994), and Damschroder (2010). 

Although there is some variety in both their findings and analytical approaches, all 

believe the song to possess a high level of compositional organisation. 

From my own point of view, after reading some of this discussion and analysis, it 

seemed that at least some of the songs comprising Winterreise are indeed highly 

organised both tonally and motivically. I wondered, as no doubt many others had done 

previously, whether it was possible that Schubert had in fact organised not only 

individual songs, but the cycle as a whole in a more unified way than has been widely 

acknowledged by the academic community. After considerable observation I was 

convinced that he had in fact done this, and in a logical way as can be demonstrated by 
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the methods of analysis used by Rudolph Reti, and also those derived from some 

principles of Schenkerian theory.  

Most forms of analysis of music written by canonic nineteenth-century composers such 

as Schubert attempt to find an underlying organic structure which supports a work; in 

most cases the very beginning of a composition is considered highly relevant to the 

formation of what is to come later. Both Schenkerian analysis and Reti’s analytical 

ideas share this aim. This concept is central to this investigation, as the motivic ideas 

found here all stem from the very first few bars of the entire cycle, the piano 

introduction to the first song, ‘Gute Nacht’.   

This thesis represents an attempt to justify and explain this viewpoint.  Additionally, it 

is hoped that this research may change the broad perception of the degree of integration 

within Schubert’s Winterreise. In contrast to much of the existing literature on the cycle, 

this research illustrates that the work as a whole is motivically highly unified. Indeed, it 

is surprising that some of the relationships between songs identified by this research 

have not been observed by previous investigations. One possible reason for this is the 

fascination many scholars have for Schubert’s use of harmony. Although harmonic 

structure of the cycle is of great importance, this thesis gives more concentration to its 

melodic, or horizontal, aspect than is frequently the case in the existing literature.  

As the motivic construction of Winterreise is the main focus of this thesis, the musical 

examples will not generally include the song’s poetic text, unless it is pertinent to the 

argument being made. The text is referred to where relevant, using the English 

translation by Celia Sgroi (2005). 

The methodology used is based on existing ideas from both Reti and Schenkerian 

analysis.  
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CHAPTER 2 — WINTERREISE: HISTORICAL BACKGROUND 

2.1 History of the Song Cycle 

It is imperative for the purposes of this study to consider what defines a series of songs 

as a cycle.  In Schubert’s case, Die Schöne Müllerin and Winterreise were followed, in 

1828, by a set of songs entitled Schwanengesang (meaning ‘Swansong’ in English). 

After Schubert’s death that year, these songs were collected and released by his 

publisher in this format. However, they may not constitute a ‘cycle’ as, unlike the two 

previous cycles, Schwanengesang is set to poems by three separate poets (Rellstab, 

Heine and Seidl), and the songs do not tell a coherent story. In their book Poetry into 

Song, Deborah Stein and Robert Spillman (1996) provide an explanation of what they 

believe to constitute a song cycle: 

The term song cycle is often misused to denote any combination of songs placed 

together within a single group. Some nineteenth-century publishers grouped songs 

together for convenience in publication, but the grouping of songs by opus 

number or by a singular volume title does not necessarily mean the songs are 

either meant to be performed as a unit or are perceived in any way as 

interconnected.  (p. 206)   

They continue: 

A more precise and meaningful definition of the ‘song cycle’ is a group of songs 

that are in fact united in specific ways. Schubert’s Die Schöne Müllerin and 

Winterreise set a group of poems by a single poet, Wilhelm Müller, that tell a 

specific story; Schumann Dichterliebe and Frauenliebe und -Leben sets a series of 

poems by Heine and Chamisso, respectively, that treat the subject of love within a 

unified group. In addition to unity of poet and poetic theme or story, these song 

cycles are musically related through well-documented tonal and motivic 

interconnections. (p. 206) 

The comment at the end of this quote relating to “well-documented tonal and motivic 

interconnections” is directly relevant to this research. Unfortunately, however, the 

authors never really explain what sort of tonal and motivic connections are required for 



31 

 
 

a collection of songs to qualify as a cycle. Interestingly, earlier in their book Stein and 

Spillman seem to contradict their claim that motivic connections may be necessary:   

While cycles such as Die schöne Müllerin, Winterreise, and Dichterliebe are large 

in overall scope, the interrelation between songs in these and other "cycles" varies 

greatly, with no common set of formal relationships. (p. 191) 

A book which casts further light on the nature of the song cycle is David Ferris’s 

Schumann’s Eichendorff Liederkreis and the genre of the Romantic cycle (2000). 

Although the book is largely concerned with Schumann’s song cycles, Ferris provides 

an excellent outline of the history of the genre, and relates many pertinent comments 

concerning what he and others have considered a song cycle to be. Ferris notes that the 

first known description of what constitutes a song cycle is by Arrey von Dommer in 

1865, and that this definition is of most relevance to Beethoven’s An die 

ferne Geliebte (To the distant beloved), Op. 98. (p. 10). 

Though an early definition, it is worth underlining that it comes several decades after 

Beethoven and also after the song cycles of Schubert and Schumann. Ferris’s 

explanation for this time delay is that by 1865 public performances of Schubert and 

Schumann song cycles were gaining popularity with both performers and audiences. It 

therefore seems likely that Dommer’s definition existed to assist audience members in 

knowing what to expect when listening to a song cycle at a concert (pp. 8–9). Ferris 

makes it clear, however, that although he believes this explanation to be the most likely 

one to account for the sudden appearance of this definition, decades after the cycles of 

Beethoven, Schubert and Schumann were published, “there is certainly no single 

explanation” (p.8).  

Dommer mentions that the typical musical structure of a song cycle is for the individual 

songs to be strophic in nature, with the piano accompaniment changing to accommodate 

different moods inherent in the poetic strophes.  The key will change throughout the 

songs, but the songs are connected by ritornelli provided by the piano accompaniment. 

All of these aspects feature in the Beethoven cycle, but, as Ferris observes, Dommer's 

definition is “completely useless for anyone who wants to know what to expect in a 

typical nineteenth-century song cycle” (Ferris, 2000, p. 10). 
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The reason for this is that the Romantic song cycle tends not to have many of the 

attributes Dommer identifies when analysing the Beethoven cycle. Ferris says: 

What An die ferne Geliebte has, which is lacking in virtually every other 

Romantic cycle, is a clear sense of unity and coherence. Schumann's cycles derive 

much of their expressive force from setting up an irreconcilable tension between 

the part and the whole. The tonal ambiguity and open-ended formal structures that 

characterize his songs imply that they are incomplete parts of a larger form, but 

the discontinuity from one song to the next prevents the cycle from becoming a 

unified entity. (p. 10) 

In other words, the Beethoven cycle — widely considered to be the first significant song 

cycle in Western music — has a clear structure and is obviously cyclic in nature, with 

melodic material clearly recurring during its course. In contrast, the cycles of Schumann 

are much more open-ended, and tend not to contain such a clear formal structure.  

Despite the attempts by the various authorities mentioned above to articulate a clear, 

coherent definition of what constitutes a song cycle, none of the above features of the 

Beethoven cycle are consistently evident in the song cycles of later composers such as 

Schubert, Schumann and others, although strophic form is used in some of the 

individual songs. An die ferne Geliebte also differs in that its length of about fourteen 

minutes is far shorter than the Romantic cycles composed later. The songs of An die 

ferne Geliebte are also usually sung as a group. Gorrell (1993) opines, “An inner 

momentum in the whole cycle lends strength to the individual songs, which seem pale 

when removed from this context” (p. 104).  

The cycles of Schubert, with which we are most concerned here, certainly do not appear 

to have much in common with the Dommer model. Ferris (2000) also notes the research 

of Barbara Turchin (1981) which claims that although An die Ferne Geliebte was still a 

popular cycle to perform during the nineteenth century, the song cycles of Conradin 

Kreutzer were more influential (p. 13). Unlike An die Ferne Geliebte, these Kreutzer 

cycles did not have a cyclical return of themes or a clear key structure. Also, Turchin 

observed that critics at that time were not greatly concerned with a cycle having a sense 

of unified structure. More surprising still, rather than address the question of coherence 

or unity, critics often evaluated cycles in terms of the variety and contrast between the 
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poems (Ferris, 2000, p. 13). Ferris concludes that if critics were more concerned with 

these matters than with the internal logic of the music then the nineteenth century view 

serves to “point us away from a single organicist model for the Romantic song cycle 

and suggest that in the nineteenth century the genre was far more fluid and open-ended 

than it is today” (p. 13). 

John Daviero (1996) provides a further definition of the song cycle. His main points are: 

1. It was common in the early part of the nineteenth century for performers to 

present individual songs or a set of songs drawn from a cycle rather than the 

entire cycle.  

2. Numerous sets of songs were originally published as a cycle but do not really 

conform to any definition of a cycle, whereas others which were more obviously 

cyclic, such as Schumann’s Frauenliebe und -leben, were originally published 

as a collection of songs rather than a cycle.  

3. It has been argued that some sets of songs, for example Schubert’s six Heine 

songs in Schwanengesang, may in fact be mini-cycles within themselves.  

4. There is much variety in the way poetic text is used for the composition of song 

cycles.  For example, composers can take an existing set of poems from one 

poet, or several different poets, or can create a cyclic order from works by one 

poet which were not designed or intended to be a poetic cycle, as Schumann did 

in his Liederkreis Opus 39. (pp. 280–282) 

Daviero also states that “the musical possibilities — tonal disposition, motivic 

connections, affective sequence, and the like — are equally variable” (p. 282). It can be 

seen from Daviero’s comments that there are few hard and fast rules which define a 

song cycle. He concludes that the “only requirement is a demonstrable measure of 

coherence” (p. 282). 

It is important to remember also that the song cycle continued to evolve in other ways 

during the late nineteenth century. Daviero notes the importance of the song cycle in the 

composition of Mahler’s symphonies.  Concerning Das Lied von der Erde, which was 

conceived as a symphony but also has many of the characteristics of a large-scale song 

cycle, Daviero writes that “the fusion of genres is nearly complete” (p. 302). In this 

way, the song cycle went from being, at the beginning of the nineteenth century, a very 
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personal form of expression, to, as Daviero puts it, being “transformed in the late 

nineteenth and early twentieth centuries into one of the most public” (p. 302). 

Both Youens and Feil, when discussing Schubert’s song cycles, are aware of the 

difficulties inherent in labeling sets of songs specifically as a cycle.  Feil observes that 

“There is no easy answer to the question of whether, and to what extent, Die schöne 

Müllerin and Winterreise are cycles, musically speaking — that is, whether the songs 

form a musically coherent whole and, if so, in what it consists” (1988, p. 49). Similarly, 

Youens refers to the song cycle genre as “a notoriously malleable designation: it 

signifies a group of songs that belong together but in ways that defy easy definitions of 

genre” (1992, p. 72). 

More recently, Lauri Suurpää (2014) provides a summary of currently existing points of 

view regarding the definition of a song cycle.  His book concerning Winterreise is 

reviewed in more detail in another chapter; however, his discussion of the musical 

elements which constitute a song cycle are of relevance here. 

Much of Suurpää’s discussion relates to Schumann’s song cycles, and he notes the 

difficulties that many recent writers have in finding a clear sense of coherence in these 

works. Despite earlier attempts by scholars to find a sense of unity through key and 

motivic construction, writers such as Ferris (2000) and Perrey (2001) have come to 

regard them as largely open-ended (Suurpää, 2014, pp. 165–166). 

When discussing Winterreise, Suurpää believes that although there is no clear 

underlying harmonic scheme to the cycle, “there is a clear logic to the unfolding of 

keys” (p. 190). Further, although there are no cyclic quotations as there are in Die Ferne 

Geliebte, for example, “there are other types of cross-references that enhance the overall 

narrative of the cycle” (p. 190). Suurpää also comments on what he sees as “poetic and 

musical discontinuity, yet such apparent fragmentariness takes place within a deeper-

level unified scheme” (p. 190). Once again, these comments indicate both the difficulty 

of providing an exact definition of what constitutes a song cycle, and in relating this to 

an attempt to find a sense of harmonic and motivic coherence in Winterreise. 

In summary, it can be said that although an early definition of a song cycle, provided by 

Dommer in 1865, proposed a structure similar to Beethoven’s An die Ferne Geliebte as 

a model, the way in which the song cycle evolved throughout the course of the 
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nineteenth century and beyond has made this early definition untenable. Schumann’s 

song cycles, written some twenty years after Schubert’s, provide only one example of a 

major composer in this idiom who has made this original model unworkable for reasons 

described above, the most significant of which are an apparent lack of a clear key 

structure and an additional lack of any cyclic elements which clearly bind the individual 

pieces together. 

Schubert’s Winterreise, composed in 1826–27, also presents many similar difficulties; it 

will be seen in the following chapter that many scholars believe that although this cycle 

does tell a coherent story, its key structure does not suggest a clear plan and it appears 

to have no convincing cyclic or motivic ideas which provide a means of unification to 

connect all its songs.  

A detailed investigation of the motivic elements present in Winterreise will be 

undertaken in later chapters to demonstrate that it is imbued with greater motivic 

coherence beyond what has been formerly recognised. 

2.2 Winterreise and Die Schöne Müllerin 

Winterreise was Schubert’s second song cycle, preceded by Die Schöne Müllerin, 

composed in 1823 and published in 1824. Schubert used texts by the poet Wilhelm 

Müller for both cycles. Die Schöne Müllerin, like Winterreise, is tragic in nature. It tells 

the story of a young man who falls in love with the daughter of a miller. When the girl 

falls in love with a hunter, the young man drowns himself in the nearby brook. 

Throughout the cycle, the piano part, through various evocative accompanimental 

figures, clearly represents the brook with which the young man has such a close 

relationship.  

Die Schöne Müllerin and Winterreise have much in common. Neither is cyclic in the 

sense that thematic material is obviously repeated at different times in the cycles, but 

both contain certain connections through the key structure of some songs. Although 

neither has an obvious tonic key which starts and ends the cycle, there are certain 

connected songs in both cycles which clearly benefit from continuity of key. For 

example, in Winterreise the E major of ‘Der Lindenbaum’ merges into the E minor of 

‘Wasserflut’ and ‘Auf dem Flusse’; and in Die Schöne Müllerin ‘Die liebe Farbe’ and 
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‘Die böse Farbe’ significantly share the tonality of B (B minor and B major/minor 

respectively), dealing as they do with different aspects of the young protagonist’s 

feelings about the colour green. 

Youens (1992) does not observe a specific coherent motivic structure for Die Schöne 

Müllerin; instead she describes the cycle as “a linear march forward, not a closed circle” 

(p. 72). She does, however, note the existence of some forms of continuity within the 

songs, particularly within the key scheme — for example, the setting of songs 16 and 17 

(‘Die liebe Farbe’ and ‘Die böse Farbe’) in the keys of B minor and B major 

respectively, as noted above (p. 73). 

In general Youens opines that the key structure for Die Schöne Müllerin provides a 

means to heighten various emotional and temporal aspects of the songs: 

When the right-hand part of ‘Wohin?’ begins on a B a semitone above the B♭ 

with which ‘Das Wandern’ ended, we hear the shift as indicative of another 

place, removed from that of the end of the first song. (p. 73) 

She observes that the final key of E major, a tritone away from its beginning, with 

which Die Schöne Müllerin concludes, is “as far as possible from the B♭ major of ‘Das 

Wandern’, a tonal symbol of the distance between life and death” (p. 72). It can be seen 

that for Youens, a significant part of the atmosphere and coherence of this song cycle is 

created by the appropriate choice by Schubert of the tonalities of the individual songs. 

Youens’s later book concerning this cycle (1997) provides much historical and literary 

background but is understandably less concerned with any motivic elements which may 

be present.   

Feil (1988) believes Die Schöne Müllerin to be held together less by the music of the 

cycle than by the text: “Certainly unity is established first of all by the text. Because Die 

Schöne Müllerin originated from a song drama, with roles distributed to be read, the 

poem cycle has a plot” (p. 49).1  

                                                 
1 For those wishing to read further regarding the origin of the text used by Schubert in ‘Die Schöne 
Mülllerin’, see both Feil here and Youens (1997), noted above .  
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Rosen (1995), in his discussion of the Schubert song cycles, argues that neither Die 

Schöne Müllerin nor Winterreise have a clearly coherent motivic structure. When 

speaking of Die Schöne Müllerin he writes:  

The relationship between some of the motifs is striking, but oddly, Schubert 

makes no attempt to exploit any resemblance, as Beethoven had done and 

Schumann was to do; and if the effectiveness of Die schöne Müillerin was to 

depend to any great extent on motivic relationship, then Schubert's cycle would be 

less impressive than Beethoven's or Schumann's. (Rosen, 1995, p. 187) 

Although he does note the existence of motivic similarities between some of the songs 

(pp. 186–187), Rosen does not seem to believe they exist at a structural level. When 

discussing the key scheme of Die schöne Müllerin, he states that, although it does not 

appear to conform to any clear large-scale tonal design, it is significant in that each of 

its sections functions around a tonal centre. Therefore, individual sections of it are 

tonally coherent, and relate to the text: “It moves with great suppleness through sets of 

key regions, and the length of each of these sets is defined by the poetic text” (p. 194). 

Rosen’s comments regarding Schubert’s song cycles are investigated in more detail in 

another chapter; but it is clear from the above that he does not believe in any overriding 

motivic structure which binds the songs of Die schöne Müllerin together. In fact, his 

comments indicate that he would view it as a disadvantage for Schubert to have used 

such a compositional scheme, assuming that he did not. 

In contrast to the views of Youens, Feil and Rosen, Stephan Marienfeld (1995) 

identifies elements of motivic coherence in Die Schöne Müllerin. He observes that the 

vocal beginnings of the second and final songs in the cycle share a similarity with the 

beginning of the vocal part of the middle section of the first song, ‘Wandern’. 

Marienfeld comments on the similar nature of many of the accompanimental figures in 

the piano part. He claims that the “unified character of the song cycle is not generated 

through the ongoing repetition of a core motif, but instead through the motif’s 

transformation” (1995, p. 55). 

The musical examples provided by Marienfeld of the accompanimental figures in nine 

of the songs, beginning with ‘Das Wandern’, the first song of the cycle, are credible, 

and certainly suggest something of this nature in the piano part of some of the songs. 
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His examples of the vocal beginnings are fewer; however, even here he does seem to 

find some similarities to exist between the beginnings of ‘Wohin?’ and ‘Des Baches 

Wiegenlied’ and the beginning of the middle section of the first song, ‘Das Wandern’. 

In Marienfeld’s opinion, there is no single motivic figure in evidence to unify Die 

Schöne Müllerin. Instead, significantly, he proposes that there is a process of thematic 

transformation at work, in which a motivic figure is gradually modified during the 

course of the cycle. Although Marienfeld’s article does not provide enough evidence to 

demonstrate an overriding motivic structure across Die Schöne Müllerin, his 

observations suggest that there may be more coherence to the cycle than others have 

believed there to be.  

A much earlier article by Thomas Archer (1934), while not suggesting a motivic 

coherence which links the songs of Die Schöne Müllerin, attempts to make sense of its 

key scheme. Archer suggests that the tonic key of the cycle is G major, which occurs 

with ‘Wohin?’, the second song. The cycle therefore can be seen to also end in G with 

‘Der Müller and der Bach’, the second last song, with ‘Das Wandern’ acting as an 

introduction in B♭ major, and ‘Des Baches Wiegenlied’ providing a postlude in E major 

(pp. 404–406). A review of the literature suggests that Archer’s theory does not seem to 

have had much, if any, influence, among subsequent scholars.  

An alternative view of the key structure of Die Schöne Müllerin is provided by Latham 

(2009). His Schenkerian graph suggests that the cycle is actually in C major, which is 

established by the third song, ‘Rast’, and ends with the G major of  ‘Der Müller and der 

Bach’, with the final song operating as a coda. Latham believes this to be an example of 

a Schenkerian Urlinie which is deliberately left unfinished. He interprets Winterreise in 

the same way, its Urlinie descending from the F at the beginning of ‘Gute Nacht’ to the 

vocal E which concludes ‘Der Leiermann’ without ever reaching the D which would 

complete the descent to the tonic (Latham, 2009, pp. 335–336). 

As most of the authors quoted here have made some mention of the key scheme of Die 

Schöne Müllerin, it is shown below: 
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Song      Key 

1. Das Wandern       B♭ major 

2. Wohin?       G major 

3. Halt!        C major 

4. Danksagung and de Bach   G major 

5. Am Feierabend    A minor 

6. Der Neugierige    B major 

7. Ungeduld     A major 

8. Morgengruss     C major 

9. Des Müller’s Blumen    A major 

10. Tränenregen     A major 

11. Mein!      D major 

12. Pause      B♭ major 

13. Mit dem grünen Lautenbande   B♭ major 

14. Der Jäger      C minor 

15. Eifersucht und Stolz    G minor/major 

16. Die liebe Farbe    B minor 

17. Die böse Farbe    B major/minor 

18. Trockne Blumen    E minor 

19. Der Müller und der Bach   G minor/major 

20. Des Baches Wiegenlied   E major 

Although a comprehensive discussion of this song cycle is outside the scope of this 

investigation, there are some points that should be expanded upon here because of their 

relevance to what will be observed in Winterreise. From the above outline of the key 

structure of the songs comprising Die Schöne Müllerin, it can be seen that it becomes 

more difficult to identify the modality in which songs 15, 17, and 19 are written, as 

those songs, although in a clear tonality, begin in the minor key and finish in the major, 

or vice versa. Also, the E minor of number 18, ‘Trockne Blumen’, is interrupted by a 

lengthy modulation to E major and only returns to E minor for the last four bars of the 

piano postlude. One possible reason for this use of major and minor tonic key from song 

15 onwards may be to suggest the mental instability of the young miller after the arrival 

of his rival, the hunter, in song 14. It is true, of course, that this tonic major/minor 
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movement is a favourite compositional device of Schubert’s, and occurs very frequently 

in his output; but it is unusual to find this device suddenly used with such frequency 

when it has not occurred at all during the first 14 songs in the cycle, all of which are in a 

major key and none of which modulate to the tonic minor for any length of time, if at 

all. This may be a significant tonal factor which gives the cycle a sense of connection. It 

suggests a psychological journey, with the young miller beginning calmly, gradually 

becoming racked with grief, and then committing suicide. The frequent movement 

between major and minor modalities can be seen to coincide with his disturbed mental 

state.  

Leaving this aside, the key structure makes it difficult to find a definitive tonal scheme 

for the cycle. As iterated above, there are numerous interpretations of the tonal scheme, 

but there does not appear to be a definitive explanation as to how Schubert chose the 

key structure.  

Regarding the motivic construction of the cycle, there are some elements which have 

remained unaddressed. For example, the very first four bars of the song may have a far 

greater significance than any author, with the exception of Marienfeld, has suggested so 

far. I argue that the first three notes of the piano part (D–F–B♭) have considerable 

significance. They are transposed in ‘Wohin’, in the piano right-hand at the beginning 

of the song, to G major (B–D–G in groups of 6), but with the same intervallic 

relationship, the tonic being on top. This same accompanimental figure is clear in ‘Der 

Neugierige’ at bar 23, a very special moment of the song, in B major. It is clear at bar 

16 of ‘Morgengruss’, in C major and is an important part of the accompaniment of 

‘Mein’ (D major) from bar 9 onwards in the right-hand, although slightly altered, and 

begins ‘Die Bose Farbe’ in the key of B major. It is very present in ‘Der Müller und der 

Bach’, a song considered by some authorities, as noted above, to be significant as it may 

form the conclusion of the cycle (the final song acting as a coda or postlude) from bar 

29 onwards in G major in the piano part. Interestingly, in this song the motive finally 

occurs in the vocal part, in bars 34 and 38, coinciding with a significant moment in the 

cycle when the brook speaks to the young miller for the first time. 

Apart from the importance of these initial three notes of the cycle, the first vocal entry 

of this first song, ‘Das Wandern’, may be highly significant as it contains the intervals 
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of an ascending dominant-to-tonic perfect 4th (F–B♭ in bar 5), and an ascending 

dominant-to-mediant major 6th which then descends to the tonic (F–D in bar 6). These 

intervals, in their correct tonal context as fifth, tonic and third, appear at the vocal 

beginnings of numerous songs in Die Schöne Müllerin, and in many cases when the 

dominant-to-mediant ascending 6th is heard, it is followed by a descent back to the 

tonic, as can be seen in ‘Das Wandern’. Examples of songs this occurs in are: ‘Halt’, 

‘Am Feierabend’(minor 6th),  ‘Ungeduld’, ‘Morgengruss’, ‘Pause’, and ‘Eifersucht und 

Stolz’ (minor 6th), the latter returning to the tonic via the leading note as in ‘Das 

Wandern’. Some songs which begin with a 5th-to-tonic interval of a perfect 4th, as was 

seen with the very first vocal notes of ‘Das Wandern’, are: ‘Der Neugierge’, ‘Die liebe 

Farbe’, ‘Die böse Farbe’ and ‘Trockne Blumen’.  

Marienfeld (1995, p. 55) additionally attaches motivic significance to the vocal line 

which begins the second entry of ‘Das Wandern’ at the end of bar 12. This ascending 

scalic figure, with its characteristic rhythm, is common to some of the songs’ vocal 

parts, most notably the beginnings of ‘Wohin?’, ‘Danksagung an den Bach’, and ‘Des 

Bach’s Wiegenlied’. It is to be noted that, although it occurs originally in ‘Das 

Wandern’ as the beginning of a major scale (B♭–C–D), it is altered in the G major of 

‘Wohin?’ to become the 3rd, 4th, and 5th of a major scale (B–C–D).  It is in this altered 

form that it appears in the other songs listed here.  These motivic relationships are 

shown below: 
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Example 2.1: Comparison of vocal lines from ‘Das Wandern’ (bars 12 – 13), 
‘Wohin?’ (bars 2 – 3), and ‘Des Baches Wiegenlied’ (bars 4 – 5), illustrating the 
similarities mentioned by Marienfeld.  The first two examples show the same 
written notes (B C D) but a changed key signature conceals the similarity to some 
extent.  The same B C D figure which begins ‘Wohin?’ is also present in 
‘Danksagung an den Bach’.  

A further example not mentioned by Marienfeld concerns the initial vocal line of song 

13 of Die Schöne Müllerin, ‘Mit dem grünen Lautenband’. This seems a virtual rewrite 

of the last part of the first vocal entry of ‘Das Wandern’, from bars 6 – 7, the F, D, C, A, 

and B♭ in those bars appearing in a different order (D–C–A–B♭–F) at the beginning 

vocal line of ‘Mit dem grünen Lautenband’ at bar 4. The case for motivic repetition is 

strengthened by the subsequent leap of a minor seventh from F to E♭ in bars 4 – 5 of the 

song; its equivalent can be seen in bars 16 – 17 of ‘Das Wandern’. Also, in both cases, 

the E♭ moves down stepwise to D and then C. Finally, the motivic similarity seems 

further heightened as both songs are in the same key of B♭ major. Yet to my knowledge 

this has never been observed in the existing literature concerning the cycle.  These 

relationships between the two songs are shown below. 
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Example 2.2: Comparison of vocal parts of ‘Das Wandern’, bars 6 – 8 and bars 
16 – 18, with ‘Mit dem grünen Lautenbande’, bars 4 – 7, with similar sections 
marked.  Apart from both songs being in the same key and having the same time 
signature, some motivic similarities between them seem clearly evident.  The F –  

E♭ leap of a minor seventh in both songs is striking. 

It is important to understand here that these observations are not an attempt to construct 

a comprehensive analysis of Die Schöne Müllerin. However, it already seems evident 

that, in contrast to the views expressed by the majority of authorities, quite clear motivic 

similarities seem present between certain of the songs of the cycle; further, the very first 

song, ‘Das Wandern’, is highly significant in establishing these motivic ideas. In 

addition, Schubert’s use of strophic form further highlights these similarities.2 It will be 

seen that in the analysis undertaken of Winterreise in this dissertation the piano 

introduction to the first song, ‘Gute Nacht’, is also considered to be highly significant in 

providing all the primary motivic materials that recur across the cycle.  

2.3 The Origin of Winterreise 

This section provides a brief history of the compositional background of Winterreise. 

Schubert’s composition and ordering of the twenty-four songs comprising this cycle 

was not a simple matter. Authorities, however, seem reasonably consistent in their 

accounts of the circumstances behind its composition. Reed (1972, pp. 120–124) 

provides a clear and concise account: twelve of the poems comprising Die Winterreise, 

by Wilhelm Müller, were published in a Leipzig annual entitled Urania in 1823. As 

                                                 
2 ‘Das Wandern’, ‘Mit dem grünen Lautenbande and ‘Des Baches Wiegenlied’ are strophic, while the 
opening phrase of  ‘Wohin?’ is repeated many times during the song. 
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these poems were the first ones which Schubert set, it would appear he discovered them 

in a copy of this publication, albeit three years later, in 1826. The complete cycle of 

twenty-four was published in 1824, with the ordering of the poems changed from the 

earlier publication. Schubert must have seen the complete set of poems and decided to 

set the remaining twelve. However, the first twelve songs were already in the process of 

being published. It would appear he then decided to set the remaining songs in the order 

they appeared in the 1824 publication, except for interchanging ‘Mut’ and ‘Die 

Nebensonnen’. Youens (1991) comments that it is unknown exactly when Schubert 

discovered the complete set of twenty-four poems, but that he was evidently engaged in 

work on Part II during the summer of 1827, as the sketches of “Mut” and “Die 

Nebensonnen” can tentatively be dated from that time (Youens, 1991, p. 28). She 

further explains: 

Whenever he made the discovery of Müller’s winter journey extended to its full 

length, he evidently realized that he could not duplicate Müller's final ordering 

without disrupting the musical structure already created. Therefore he simply set 

the remaining poems in order, beginning with “Die Post,” although he reverses 

the order of “Mut” and “Die Nebensonnen”. (p. 28)   

Although it is unknown why this interchanging of ‘Mut’ and ‘Die Nebensonnen’ was 

made, Reed believes it was due to the extremely violent musical contrast between ‘Mut’ 

and the final song ‘Der Leiermann’ (1972, p. 121). The ordering of the 1824 version of 

Müller’s 24 poems is given below, together with Schubert’s ordering. 

Müller       Schubert  

1.  Gute Nacht      1.  Gute Nacht 

2. Die Wetterfahne     2.  Die Wetterfahne 

3. Gefrorne Tränen     3.  Gefrorne Tränen  

4. Erstarrung      4.  Erstarrung 

5. Der Lindenbaum     5.  Der Lindenbaum  

6. Die Post      6.  Wasserfluth 

7. Wasserfluth      7.  Auf dem Flusse 

8. Auf dem Flusse     8.  Rückblick 

9. Rückblick      9.  Irrlicht 

10. Der Greise Kopf     10. Rast 
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11. Die Krähe      11. Frühlingstraum 

12. Letzte Hoffnung     12. Einsamkeit 

13. Im Dorfe      13. Die Post 

14. Der stürmische Morgen    14. Der greise Kopf 

15. Tauschung      15. Die Krähe 

16. Der Wegweiser     16. Letzte Hoffnung 

17. Das Wirtshaus      17. Im Dorfe 

18. Irrlicht       18. Der stürmische  

19. Rast       19. Täuschung 

20. Die Nebensonnen     20. Der Wegweiser 

21. Frühlingstraum     21. Das Wirtshaus 

22. Einsamkeit      22. Mut 

23. Mut       23. Die Nebensonnen 

24. Der Leiermann     24. Der Leiermann 

 

It can be seen that the changes in order are significant. In Müller’s poems, ‘Die Post’ 

appears much earlier than in Schubert’s setting. The two songs which close Schubert’s 

first part, (numbers 11 and 12), ‘Fruhlingstraum’ and ‘Einsamkeit’, appear near the end 

of Müller’s order, and ‘Irrlicht’ and ‘Rast’, although following one another in both 

orders, are numbers 18 and 19 in Müller’s order, and 9 and 10 in Schubert’s. As Reed 

notes, had Schubert originally found the poems in the poet’s order, he is most likely to 

have left them that way (p. 122). Reed also observes, however, that Schubert had the 

opportunity to revise the proofs of Winterreise, and left his order unchanged. 

Fortunately, from that point of view, many of the poems do not rely on others from the 

cycle for a sense of narrative continuity. Except for ‘Gute Nacht’, which is clearly the 

first, and ‘Der Leiermann’, which is equally clearly the last, there often seems little need 

for a fully defined order, even though Müller undoubtedly had one in mind. Perhaps this 

is why Schubert’s disturbance of the original order remains convincing.   
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2.4 The Changed Key Structure of Winterreise 

The changes to the order of the songs of Winterreise listed above are combined with 

further alterations which were made to the key structure of the cycle in the process of 

publication. The exact circumstances behind the way this occurred are largely unknown. 

Reed writes that although his publisher Haslinger is often considered to be responsible 

for the changes, “Schubert may have had purely artistic reasons for the changes, for 

none offends, and one, the lowering of ‘Der Leiermann’ from B minor to A minor, is a 

positive improvement” (Reed, 1972, p. 123). 

 Kramer (1994) considers the matter in some detail, and explains that two of the songs 

from Part 1 which undergo a change of key, ‘Wasserflut’ and ‘Einsamkeit’, must have 

been authorised by Schubert before the preparation of the engraver’s copy. In the case 

of ‘Rast’ the change presumably occurred slightly later, as Schubert provided a written 

instruction for the change of key to C minor on both the autograph and engraver’s copy, 

which were in the original D minor (Kramer, 1994, pp. 165–166). Conversely, Kramer 

believes that the changes of key in Part 2 (‘Mut’ and ‘Der Leiermann’) may have been 

made by Haslinger rather than Schubert. However, there is no evidence that Schubert 

did not authorise the changes to Part 2; rather there is, as Kramer puts it, “slender 

documentation surrounding them” (1994, p. 165).  

Youens (1991) tells us that no fewer than five witnesses (Bauernfeld, Spaun, Haslinger, 

Schindler, and Schubert’s brother Ferdinand) testify that Schubert corrected the proofs 

of Part 2 on his deathbed, after he moved in with Ferdinand when becoming fatally ill 

towards the end of 1828 (p. 29).  It therefore would seem that on balance, assuming the 

evidence of Schubert’s friends and brother is reliable, the composer was satisfied with 

the changed keys. It is, however, impossible to be certain. 

The songs which were changed from their original key are: 

‘Wasserflut’ – F♯ minor to E minor 

 ‘Rast’ – D minor to C minor 

‘Einsamkeit’ – D minor to B minor 

‘Mut’ – A minor to G minor 

‘Der Leiermann’ – B minor to A minor   
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It seems likely that, given the order in which Schubert set the songs, he would not have 

wanted the order changed for numerous musical reasons. In particular, as will be 

explored later, Schubert must have had, consciously or unconsciously, a definite 

motivic plan for the cycle. Additionally, although the key structure of Winterreise is 

highly unorthodox and mysterious, it is not without its important relationships. As an 

example, surely it would be unwise to follow Müller’s order when performing the 

songs; this would involve, for example, moving from ‘Der Lindenbaum’, which is in E 

major, to ‘Die Post’, in E♭ major, instead of to the planned ‘Wasserfluth’, which is in E 

minor and which is followed by ‘Auf dem Flusse’, also in E minor. 

2.5 Schubert’s Compositional Development 

Although a detailed account of Schubert’s life is outside the scope of this thesis, a 

discussion of relevant compositions, and the background to them, is important in 

establishing some features of his compositional method, and the extent to which certain 

aspects of his life may have affected the tone of some of his compositions. 

2.5.1 ‘Erlkönig’ 

This remarkable and powerful song was written in 1815, when Schubert was 18 years 

old. It is considered to be of importance here as analysis of its musical structure — by 

numerous authorities such as Burkhart (1978), McNamee (1985), Krebs (1988), Stein 

(1989) and Stein and Spillman (1996) — has suggested that it represents an example of 

Schubert’s ability to compose a song which contains motivic figures used in a variety of 

ways during its course. Though this song was composed over ten years before 

Winterreise, an examination of it provides some pertinent insights into Schubert’s 

methods of composition. 

Burkhart (1978) demonstrates that the notes of the opening left-hand triplet scalic figure 

of the piano introduction of ‘Erlkönig’ are expanded by Schubert to become an 

important large-scale bass line which functions on a structural level for much of the 

song. He writes that “Schubert stretches out the motive by treating several of its tones as 

temporary tonics” (p. 157). In this article, Burkhart notes the importance of this concept 

in the case of “Erlkonig”, where a melodic or motivic idea is used as a “hidden 

repetition”(p. 146). He refers to this as motivic parallelism. In motivic parallelism, the 
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“hidden repetition” does not require the same rhythmic structure as the original motivic 

or melodic idea.  

Burkhart observes that although the shape of the motive in the case of ‘Erlkönig’ (G–A–

B♭–C–D–E♭ then descending D–B♭ back to G) is clearly followed in this larger scale 

picture, it is not exact as the A and descending B♭ are omitted. However, its presence as 

a governing framework is clear. Burkhart writes, “Schubert has paralleled quite enough 

of the motive to leave no doubt of the idea” (p. 159). 

Burkhart provides numerous further examples of motivic parallelism by composers such 

as Mozart, Beethoven and Debussy. He notes that this concept is important in the 

context of Schenkerian theory, and one which is used by other music theorists including 

Rudolph Reti (p. 146). Where Schenker differs with other theorists, says Burkhart, is in 

that motivic parallelisms “do not occupy as central a place in his work as they do in that 

of Reti and Rufer” (p. 146). Rather, Schenker is concerned with the wider tonal scheme: 

“Schenker’s starting point is a theory of tonal structure that accounts for both melody 

and harmony and interaction of the two” (p. 146). It can be seen then, that in Burkhart’s 

opinion the concept of motivic parallelism formed a very important part of the writings 

of theorists such as Reti, but was somewhat less consequential to Schenker.  

Ann K. McNamee (1985) notes the importance of the piano introduction of ‘Erlkonig’, 

particularly with respect to the D–E♭–D neighbour-note which occurs in the bar 2 triplet 

figure discussed by Burkhart. This neighbour note figure can be seen to be an important 

motivic idea in the song, beginning with its occurrence in the rapid triplet figure noted 

in bar 2. Also significant in the introduction is an ascending left-hand figure which 

chromatically moves from C through C♯ to D (McNamee, 1985, p. 97). McNamee notes 

an expansion of the D–E♭–D figure between bars 20 and 32, where the overall shape of 

the vocal line corresponds to that motivic figure and a G minor arpeggio is outlined in 

that part between bars 29 and 32 which corresponds with the conclusion of the original 

left-hand figure in bars 2 – 3 (p.97). The neighbour-note figure occurs numerous times 

throughout the song, most notably towards the end at bars 123 – 127. 
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The other motive (the C–C♯–D chromatic figure), McNamee observes, can be found in 

the vocal part in bars 39 – 40, 77 – 79 and 101  104. Bars 123  127, as noted above, 

consist of the neighbour-note figure as the vocal line. It can be seen that at bars 128 and  

129, the G♭ of this motive (F–G♭–F) is enharmonically changed by Schubert to an F♯, 

and it moves up to G to become the other, sliding chromatic figure (F–F♯–G), at the 

climax of the song (p. 98). McNamee notes that one motive has been transformed into 

another: 

At this most dramatic point in the song, when the boy speaks his last words, the 

two melodic motives not only appear in tandem, expanding the high register to 

its limit, but also act as a transformation, from one to the other. (1985, p. 98) 

McNamee’s discussion of this song does not occupy much space, but is something of a 

masterpiece of brevity, as she is able to cover and clearly explain many salient points 

regarding Erlkönig in the space of two pages. At the end of the article, McNamee raises 

the intriguing point that Schenker rarely, if ever, included a primary note (that is, a note 

forming part of what he saw as the Urlinie) from the piano introduction of a Schubert 

song. In other words, he would begin his investigation of the Urlinie from the beginning 

of the vocal part. McNamee speculates on whether it is desirable or otherwise to 

consider primary notes as stemming from the introduction (p. 105). 

Given the significance of the piano introduction in many of Schubert’s songs, which is 

demonstrated above by McNamee and others with regard to ‘Erlkönig’, this may raise 

questions about the efficacy of Schenker’s analytic approach to Schubert lieder. The 

thoughts of Burkhart and McNamee are discussed further in the methodology chapter of 

this dissertation. 

Krebs (1988) agrees with McNamee’s analysis and adds some more details.  He finds 

that both of the main motivic figures noted by McNamee are even more prevalent than 

was indicated by her, and that there are several further expansions of the neighbour note 

D–E♭–D motive. In addition, he observes that this motive is present in the piano 

introduction, and notes the relevance of Burkhart’s 1978 article which found, as seen 

above, that the bass line figure in bars two and three of the song is expanded upon in a 

large scale way during the course of the song: 
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The arpeggiation/upper neighbour motive of bars 2ff is omnipresent; the entire 

voice part is concerned with its expansion.  When one considers that the large-

scale bass motion of the song outlines the latter motive, one cannot but marvel at 

the extent to which the introduction of Erlkönig foreshadows later events. 

(Krebs, 1988, p. 57)   

Stein (1989) notes the presence of motivic parallelism and motivic transformation in 

‘Erlkönig’. She further develops the ideas of the other authors mentioned here, 

particularly when mentioning the final appearance of the chromatic figure, which she 

refers to as P1, in the last three bars of the song. In this appearance, the motive occurs in 

the bass of the piano and is elongated, the C forming the lowest note of the Neapolitan 

A♭ major, the C♯ underlying a diminished seventh, and the D as the penultimate 

dominant seventh before the final cadence in G minor. 

Also important in Stein’s analysis is her mention of “motivic convergence”. She notes 

that the neighbour-note figure D–E♭–D is expanded in the piano left-hand between bars 

112 – 123 while at the same time the vocal part is also given a version of the same 

motivic figure. However, in bars 120 – 122 the piano left-hand is given the other 

chromatic motive, in this instance G–G♯–A, before moving to the D that forms the 

conclusion of the neighbour-note motive. This, says Stein, prepares for the “unique 

combining of the two motives in the song’s most significant transformation” (1989, p. 

154) which, as noted above, occurs in bars 128 – 129.  

Further to the concept of motivic convergence, Stein notes that at the moment that one 

motive is transformed into another at bars 128 – 129 the lowest line of the piano is 

given an altered form of the first, neighbour–note, motive (B♮–C–B♭). Thus, at this 

moment two different motives are present at the same time, although one is 

chromatically altered: 

This climactic motivic transformation is intensified by the convergence of two 

other motives: N1 returns in the vocal line in m. 129 (Eb as incomplete N), while 

a rotation of P2 (B–C–Bb) occurs in the piano's tenor range. (Stein, 1989, p. 

155) 
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The use of the letters N and P by Stein represent her labelling of the two motivic 

figures. The P2 in the above quotation refers to the notes B♭–B♮–C as an example of the 

sliding chromatic passing-note figure that is one of the motives. She then refers to its 

above occurrence as a “rotation” as the note order is different. Although this certainly 

may be the case, at times it is difficult to follow her complex motivic maps. 

Nevertheless, her point is well made; it seems that Schubert, in this climactic moment of 

‘Erlkönig’, has not only transformed one motive into another, but arranged the different 

motivic figures to occur simultaneously on occasion between the vocal and piano parts 

of the song — hence the term “motivic convergence”. This research has found a similar 

process to occur in some of the songs of Winterreise. 

Stein also mentions the significance of the repetition of the interval of an ascending 

perfect fourth in this song, particularly in the persona of the father (p. 153). 

Collaborating with Robert Spillman, Stein provides a similar, though slightly less 

detailed, analysis of the song in their book Poetry into Song (1996, pp. 157–161). 

It seems clear from the writings of all of these scholars that ‘Erlkönig’, far from being 

simply, as it may appear at first sight, a musical outpouring of sinister octave triplets 

and atmospheric scalic and passing/neighbour-note figurations, is in contrast an 

exceptionally unified and coherent composition. Considerable space has been devoted 

to it here as it provides a clear example of some of Schubert’s compositional techniques 

when writing lieder. Many of the same devices will be observed in the composition of 

Winterreise.  

2.5.2 ‘Der Tod Und Das Mädchen’ 

This song, composed by Schubert in 1817, has received analytical comment, most 

notably by Carl Schachter (1983). Walter Everett (1990) used Schachter’s analysis as a 

basis for his article on Winterreise, and more recently Suzannah Clark (2011) has noted 

its significance, referring to it as a “classic study on motive” (p. 90). 

Although Schachter analyses four Schubert songs, ‘Der Tod und das Mädchen’ is of 

most relevance as the main motivic figure Schachter identifies in the song is the 

neighbour-note figure prevalent in Winterreise.  It must be noted, however, that the 

figure Schachter refers to is not an exact version of this figure.  Rather than being a 
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simple neighbour-note figure (A–B♭–A), the A is decorated not only above with the B♭ 

but also below with a G.  

The main thrust of Schachter’s argument is that this motivic figure, which is at first 

concealed in the middle voice of the piano part at the very beginning, pervades the song 

in a number of ways which are not immediately obvious to the listener. What Schachter 

refers to as “the first transformation” (1983, p. 68) occurs at the first vocal entry in bars 

8 – 9, when the motive is heard as a simple neighbour-note figure A–B♭–A.  Its 

repetitions are enlarged in the second section of the song (p. 69) before it is heard 

finally in the tonic major key (G major) at the end, in its original rhythmic form (p.70). 

A similarity to ‘Erlkonig’ is present when Schachter sees the neighbour-note figure 

being altered to rise instead of fall at bars 33 – 34, the B♭ rising to B♮ instead of falling 

to A. He writes, when referring to Death: “With his promise of sleep (bars 33 – 34), the 

B♭ changes to B♮; the despairing half-step descent is heard no more” (p. 70). The 

motive’s return in the major key at the end of the song, noted above, represents the 

peace of death: “In this final statement there is no half-step, no strongly goal-oriented 

progression; the music, like the Maiden, is at peace” (p. 70). Schachter sees the motivic 

unfolding of the song as representing a clear relationship to the text by Matthias 

Claudius. The motive begins as a representation of death, the 5� – ♭6� – 5� neighbour-note 

movement being “a musical idiom that has had an age-old association with ideas of 

death, grief, and lamentation” (p.70). The motive is then extended to correspond with 

the maiden’s speech, and finally is heard in the tonic major key to represent the peace of 

death in which she sleeps. 

It can be seen that this neighbour-note figure is a feature of both ‘Erlkönig’ and ‘Der 

Tod und das Mädchen’. Other authors, perhaps most notably Everett (1990) and Youens 

(1991) have noted its presence in many of the songs which comprise Winterreise. 

2.5.3 Larger Forms 

The above brief analyses identify a high level of motivic coherence in these two songs. 

Although this investigation is primarily concerned with Winterreise, the question arises 
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as to whether Schubert’s method of composition enables him to provide a similar 

coherent motivic structure over a larger form. Although space precludes a 

comprehensive analysis of his larger orchestral or instrumental works, a brief look at 

some of these compositions will help to establish whether they use similar types of 

motivic relationships as found in Winterreise. 

2.5.4 Fantasie in C Major (The Wanderer) 

At least two of Schubert’s biographers (Reed, 1997 and McKay, 1997) have suggested 

that the composition of this remarkable work may have been influenced by Schubert’s 

knowledge of the onset of syphilis, the disease which was to have such an appalling 

effect on his health for the remainder of his life.  Reed notes that in a letter written to 

Spaun in December 1822, Schubert mentioned that he had composed the Wanderer 

Fantasie and that he had returned to his family home at the schoolhouse in the Rossau. 

Reed speculates that this change of address may be because of the onset of illness: 

The change of address comes as a surprise, in view of Schubert's distaste for the 

enclosed atmosphere of the schoolroom, and the sophisticated circles he now 

moved in. But whether it was simply an economy measure or a symptom of ill-

health, perhaps the first indication of the disease which was to strike him down in 

the following year, we do not know. (Reed, Schubert, 1997, p. 86) 

Significantly, Reed also comments on the way in which the Wanderer Fantasie is 

drawn largely from a single thematic idea: 

Schubert's lifelong preoccupation with monothematic structures suddenly comes 

to full maturity in this astonishing work. The tentative experiments in thematic 

transformation in the keyboard fantasias of his boyhood are here superseded in a 

full-length, four-movement work which was to provide the model for Liszt, César 

Franck, and other exponents of this structural method. (p.86) 

Not only has Schubert successfully composed an astonishing virtuoso work for the 

piano, he has done it in a manner, using thematic transformation of a single idea, which 

was to significantly influence future composers of large-scale piano works.  
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McKay also notes the surprisingly virtuosic and extroverted character of the Wanderer 

Fantasie. However, her perspective is more psychological than Reed’s. Her reason for 

associating the work with the onset of syphilis is that, in its almost overconfident 

demeanour, it represents an attempt to brashly resist and overcome what was in those 

days a shocking and life-threatening disease. She writes that in this piece Schubert is: 

… subjugating his despair with assumed over-confidence, selfishness, and 

boasting, to produce a striking piece of music of somewhat sinister exuberance. 

These characteristics are not to be found to the same degree in any other work 

Schubert wrote…Was this composed at the very time of his discovery of the ugly 

lesion that signified the onset of syphilis, and of his realization that he must now 

pay the price for the irresponsible life he had probably been leading for the past 

two years? (1997, p. 149) 

Although this is only speculation, the unique nature of the Wanderer Fantasie, coupled 

with Schubert’s mysterious move back to the family home, suggest that it is a distinct 

possibility.  

From an analytical point of view, the Wanderer Fantasie provides an obvious form of a 

clearly cyclic design. The dactylic rhythm of its opening also pervades the second 

subject of the first movement, the slow movement, and the fugal final movement, the 

latter being clearly drawn from the opening of the first movement. 

Although a form of cyclic structure is present, there are further matters to consider that 

are pertinent to Winterreise. Fisk (2001) comments on the highly unusual key structure 

of the first and second movements, the first being in C major and the second being 

centred around C♯ minor. He notes, however, that the C♯ minor key area has been 

prepared by its appearance in the development of the first movement (p. 63). Reti 

(1961) also provides some interesting analytical detail regarding this work. His view is 

that, apart from the obvious cyclical aspects that are in evidence, the unusual key 

structure is actually quite logical. The reason for this is that the G♯ which is in evidence 

as the melody line of the C♯ minor slow movement has previously been introduced as 

an important note in the second subject of the first movement, this time in the key of E 

major; the G♯ is common to both harmonies and is also a prominent note in both 

melodies. In this way, the G♯ links both the first and second movements: 
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This G♯ is taken over as the melodic pitch in the theme of the second movement, 

but now in the key of C♯ … The identical pitch of G♯ uniting the two themes of 

the different movements is thus in fact the architectural bond linking the two 

movements together. (Reti, 1961, p. 102)   

Reti also observes that some sections of the third movement scherzo closely resemble 

the final bars of the initial phrase of the first movement, although they are transposed 

down a semitone (p. 103) 

Related to this, another significant point he makes is that the unusual key relationship in 

the Wanderer Fantasie is brought about by the chromatic alteration of melodic notes 

from one movement to the next.  Hence, the A♭ major of the scherzo allows important 

melodic notes from the first movement to reappear a semitone lower in the third 

movement, E becoming E♭ and D becoming D♭ (pp. 102–103). The musical examples 

provided by Reti are credible. It is therefore evident that in addition to the obvious 

cyclic aspects which pervade this work, on a less obvious level a large-scale tonal and 

motivic coherence is present.  

One final point regarding Reti’s analysis is his opinion that a change of an interval from 

major to minor does not affect the significance of a motive or phrase: 

… just as a major third or sixth can be shifted to minor without changing the 

structural essence of the shape involved, so accidentals may in general be 

altered. (Reti, 1961, p. 103) 

In light of these comments, it is interesting to consider the motivic elements which were 

observed above in Die Schöne Müllerin, and the way in which they were altered in some 

of the songs from a major to a minor sixth. In Reti’s view, this does not affect its 

validity as a motivic idea. 

2.5.5 The ‘Unfinished’ and ‘Great C Major’ Symphonies 

These two symphonies are examples of Schubert’s large-scale orchestral works. The 

history behind both is complex, but not relevant to this dissertation. The “Unfinished” 

dates from 1822, its two movements completed by November of that year (Reed, 1997, 
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p. 87) while the ‘Great’ C Major symphony is now believed to have been begun in 1825 

and finished in perhaps 1826 or 1827. Reed (1997) says that this symphony 

… is now seen as the culmination, in 1825 and 1826, of Schubert's long self-

preparation for grand symphony, and as the realization of his lifelong ambition 

to write a great 'public' work comparable with Beethoven's. (p. 121)3 

Graubart (2003) illustrates how Schubert can use and develop the same motive 

throughout a symphony, but in ways that are subtle and not obvious to the listener. For 

example, Graubart claims that the opening theme of the Great C Major Symphony can 

be heard in either C major or A minor —although the symphony is in C major, A minor 

is a very important key within it (p. 28). Also, the first three notes, C, D, and E recur in 

the many different themes of the symphony, particularly in themes in the second and 

fourth movements. Graubart demonstrates a similar compositional technique in the 

‘Unfinished’ symphony, with the intervals of a minor second and perfect fourth being 

used in the different themes of the symphony. Perhaps of particular interest is the 

relationship between the first and second subjects of the first movement. Graubart’s 

notated examples show how the sequence of these two intervals occur at the very 

beginning of the symphony, and are repeated, again in a very subtle way, in all the 

significant themes of the first movement. Graubart says, 

The motif, 'x', of a minor second contained within a perfect fourth, two forms of 

which are also part of the mysterious opening theme —mysterious, amongst 

other reasons, because at first hearing its nature and function are ambiguous; is it 

a slow introduction or part of the first subject? — recurs frequently in the first 

movement. (2003, p. 31) 

The musical examples Graubart provides to support his argument are generally 

convincing. His analysis suggests that there is a motivic connection both between and 

within the movements of these symphonies.  

Fisk (2001) also notes the motivic connections between the movements of the 

‘Unfinished’ Symphony: 

                                                 
3 For further information regarding this date of composition for the symphony, see Newbould (1998, p. 
130)  
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Subtle and elaborate references to the Allegro permeate the Andante, making 

this slow movement a veritable Wordsworthian recollection, predominantly in 

tranquillity, of its predecessor. The tragic first movement, in never breaking the 

hold of its haunting and melancholy opening phrase, powerfully sets the stage 

for such a response. (p. 85) 

Fisk’s observations concerning the ‘Unfinished’ Symphony clearly suggest some sort of 

motivic coherence between the two movements. Fisk observes, as does Graubart, that 

the opening bars of the first movement of the symphony are highly significant. 

Although he does not specifically comment on the actual intervals present as Graubart 

does, he notes that this phrase: 

… does not merely open the movement; it implicitly underlies all that will 

follow. It is a bass that is never reduced to functioning explicitly as one. We 

immediately sense that rather than literally playing out this role it will instead 

inescapably pervade the music that ensues from it. (p.88) 

Fisk, then, sees this opening bass line as being integral to the structure of the two 

completed movements of this symphony. Reed (1997) also comments on the 

‘Unfinished’s’ “emotionally and thematically homogeneous” (p.121) character. 

2.6 Summary of Schubert’s Compositional Style 

Although this has certainly not been in any way a comprehensive investigation of any of 

the works listed above, in all cases the scholars who analysed these works commented 

on the definite motivic coherence which they believed to be present. In all cases these 

motivic elements were found to exist from the very beginning of the compositions, 

whether they were songs, piano works, or symphonies.  It was seen earlier that Die 

Schöne Müllerin may have a motivic coherence which perhaps has not as yet been fully 

documented.  As such these works show important precedents for the types of musical 

connections that will be observed in Winterreise.  
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2.7 Historical Overview: Reception of Schubert’s Music and 
Winterreise 

Although it is now established as one of the most significant sets of songs in the lieder 

repertoire, the reception history of Winterreise reveals that its recognition, let alone 

popularity, like many of Schubert’s compositions, was not immediate. 

Perhaps the best-known account of Winterreise’s initial reception comes from a 

recollection by Josef von Spaun, who was present when Schubert played and sang the 

first twelve songs. This account is quoted in many books concerning Schubert’s life.  It 

is cited here from Schroeder (2009): 

We were quite dumbfounded by the gloomy mood of these songs and Schober 

said he had only liked one song, “Der Lindenbaum.”  To which Schubert only 

said, ‘I like these songs more than all the others and you will get to like them 

too.’ (p. 141) 

This account suggests that even Schubert’s circle of friends, who were present at this 

performance at Schober’s house, were not immediately certain of the quality of the 

songs. 

Franz von Hartmann, as documented by Deutsch (1947), claims that Schubert had 

arranged to perform the songs for his friends at an earlier date. On this occasion the 

composer had not made an appearance at his own house, where the performance was to 

take place. However, according to von Hartmann, Schubert met his friends at the pub 

‘The Castle of Eisenstadt’ later: 

4th March 1827: I went with Fritz to Schubert’s, who had invited us, but never 

appeared at all. Schwind sang in the meantime; the ‘Flower of the Land’ was 

there too. With Spaun, Schober, Schwind, Bauernfeld and Fritz to the ‘Castle of 

Eisenstadt,’ where Schubert, Gahy and Enderes appeared as well. We talked 

about the beasts of the forest. Home at 11 o'clock. (in Deutsch, 1947, p. 612) 

The limited sources available make it difficult to form a clear picture of the gradual way 

in which Winterreise has grown to fame. Deutsch details the above account of the 

reception of the songs by Schubert’s friends; however, in the same book there are also 
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accounts provided from others. Below is the comment of Tobias Haslinger, the first 

publisher of Winterreise’s first twelve songs: 

This cycle of songs, the first part of which is herewith submitted to the art-

loving public, and whose second half will follow as soon as possible, is the latest 

product of the mind of a composer who is justly esteemed for his treatments of 

numerous poems, and who here proves anew the powers he possesses in this 

direction particularly. Any poet may congratulate himself who is so well 

understood by his composer, understood alike with warm feeling and with 

daring imagination, and indeed only thus has his dead letter called into active 

life by all-powerful sound. (in Deutsch, 1947, pp. 710–11) 

It is suggested from Haslinger’s description of Schubert as “a composer who is justly 

esteemed for his treatments of numerous poems” that he is already an established 

composer of songs at this time (January 1828).  While the first twelve songs of 

Winterreise were published in January, the final twelve songs were not published until 

December of that year, just after Schubert’s death (Clive, 1997, p. 71). 

An early biography of Schubert was written by Kreissle von Hellborn and was 

published in 1865. The English translation, by Arthur Duke Coleridge, dates from 1869. 

In the preface to this English version, Coleridge notes that Schubert’s music, except for 

some songs, was at that time not very familiar to English concert audiences. 

When discussing Winterreise, Hellborn notes that around the time of its composition 

Schubert’s health had deteriorated and he was in a general state of depression. Because 

of this, he writes, “the more melancholy numbers of the ‘Winterreise’ found a fruitful 

soil in the fancy of the composer” (1869, p. 168). Hellborn, along with other Schubert 

biographers, also notes the words engraved on Schubert’s tombstone: 

Death has here entombed a rich treasure 

But still more glorious hopes. 

Here lies Franz Schubert, 

Born on the 31st January, 1797, 

Died on the 19th November, 1828, 

Aged 31 years. 

(The Life of Franz Schubert, 1869, p. 149) 
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Hellborn observes in a footnote that the second line of this epitaph encountered 

criticism both when it was written and ‘also very lately’, (p. 149) meaning around 1869. 

Hence it seems possible that Schubert’s reputation at the time of his death was sufficient 

to cause concern regarding this line. 

 Youens (1991), together with others such as Gibbs (1997), observes that Schubert’s 

reputation at the time of his death was probably more substantial than had been widely 

believed. She writes:    

Although the posthumous publication and long-delayed first performances of his 

instrumental works explain an incomplete and unbalanced assessment of the 

composer by his contemporaries, it is nonetheless clear that critics recognized 

Schubert's originality during his life and paid it both negative and positive 

tribute. (p. 49) 

Gibbs (1997) writes that “reading standard accounts of Schubert’s life gives one the 

sense that many biographers emphasize the negative aspects” (p. 47). Gibbs also 

questions whether Schubert’s level of earnings from his compositions was as 

insignificant as is widely accepted. He says that “Schubert’s level of income in his 

maturity far exceeded what would be expected given his humble family origins” (pp. 

47–48). This is of interest when observing Deutsch’s assessment of Schubert’s earnings.  

Deutsch calculated Schubert’s average earnings at approximately 636 florins per year 

between 1816 and 1828 (p. 934). It is difficult to assess what this amount would 

translate to in Australian or US dollars in 2015; however, Deutsch observes that in 

Schubert’s time in Vienna the second court organist received 500 florins per year, and 

the second court musical director earned around 800 florins (p. 933). Thus, while 

Schubert did not make a fortune through his compositions, the money he earned appears 

to have been at least respectable. However, many of Schubert’s biographers have 

commented on his lack of money management skills, and Deutsch notes that “the 

irregularity of his income would have made any sort of sound economical management 

difficult even for a more practical nature” (Deutsch, 1947, p. 934).  

The earnings of other great composers based in Vienna such as Mozart, Beethoven, 

Gluck and Haydn are much higher. However, it must be remembered that Schubert, at 

31, died at a much younger age than any of these composers (except for Mozart), and 



61 

 
 

future earnings potential from his compositions would surely have been considerable 

had he lived for longer. 

In addition to Haslinger’s comments above, quoted here from Deutsch, which appear at 

the first publication of the first part of Winterreise, some other early reviews of this 

cycle reveal some interesting perceptions of Schubert’s musical language. Youens’s 

research is very helpful in this regard.  The reviewer for Theaterzeitung (29 March 

1828) is very positive, and a review in the Berlin Allgemeine Musikalische Zeitung (25 

June 1828), while decrying the obsession of poets and composers of the time with 

composing love poems and lieder, is still on the whole positive, admitting that “Müller 

and Schubert may be recommended!” (Youens, 1991, p. 48). 

The reviewer for the Allgemeine Musikzeitung in Munich was less positive.  In his 

opinion, cycles, to quote Youens, “are difficult to compose because each song is an 

individual entity that must ‘live its own life’ and yet be part of a larger whole; in his 

opinion, Schubert was not successful in reconciling the two imperatives, although he 

finds “individual blossoms in the garland’ worthy” (1991, p. 48). It is worth noting 

some of the passages from the review mentioned above in Theaterzeitung. For example: 

Müller is naive, sentimental and sets against outward nature a parallel of some 

passionate soul-state, which takes its colour and significance from the former. 

Schubert has understood his poet with the kind of genius that is his own. His 

music is as naive as the poet's expression; the emotions contained in the poems 

are as deeply reflected in his own feelings, and these are brought out in sound 

that none can sing or hear them without being touched to the heart. (in Youens, 

1991, p. 47) 

This description of Schubert‘s music as being naïve may have been intended as a 

compliment in the sense that it created a musical world which was similar to that of the 

poet’s ‘naïve’ verse. However, it seems clear that the reviewer, positive though his 

review was, had little understanding of the sophistication underlying the apparent 

simplicity of Schubert’s music.  

In fact, none of the reviewers above appear to have much understanding of Schubert’s 

compositional ability. Rather, the songs comprising Winterreise, while viewed in a 

positive light by some reviewers, are admired more for their lyricism and ability to 
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touch ‘to the heart’ rather than for any substantial compositional mastery. In fact, 

notably the review in the Allgemeine Musikzeitung was critical of Schubert as the 

reviewer felt that the composer was unsuccessful in merging the individual songs with 

the cycle as a whole. 

As time has passed Schubert’s reputation as a composer of not only lieder but also 

chamber music, solo piano works, and orchestral music has slowly grown; however, it 

has been a very gradual process.  Grove’s biography of Schubert (1882), which 

appeared in the first edition of his Dictionary of Music and Musicians, while doing 

much to bring Schubert’s name to the attention of a Victorian English audience, also 

caused long-lasting problems regarding an objective assessment of the composer’s 

work. Commentary on this is provided by Gramit (1993), who notes the influence of 

Victorian culture on Grove’s assessment of Schubert, but says that despite this “Grove’s 

article remained the standard English-language account of Schubert’s life from the time 

of its appearance in 1882 until well into this century” (p. 66). 

More recently, Clark (2011) provides excellent background on the early biographies of 

Schubert, and claims that Grove “made far more than Kreissle ever did of anecdotal 

testimony to Schubert’s poor education, to his lack of formal and contrapuntal know-

how, and to his clairvoyant musicianship” (p. 26). 

In Clark’s view, there are two main problems with Grove’s influential biography. One is 

that Grove considered Schubert to have had limited education both intellectually and 

musically. Schubert’s musical ideas, according to Grove, are consequently somewhat 

naïve and not always well developed, and instead of using contrapuntal techniques he 

resorts instead to simple repetition in his instrumental works (p. 28). Clark makes the 

important point that the standard against which Grove measures Schubert is that of 

Beethoven. As Schubert’s music does not conform exactly to this classic ideal, it suffers 

in comparison (p. 28). The second problem Clark sees in Grove’s assessment of 

Schubert is that, because of the speed at which Schubert composed, and the lack of 

corrections in his manuscripts, Grove seemed to imagine that Schubert was composing 

almost in a trance, and that his musical ideas flowed so effortlessly that it almost 

seemed that he was taking dictation from another source.  This idea, according to Clark, 

stems from Vogl’s recollections. Vogl, says Clark, considers Schubert to have been 

“divinely inspired” (p. 12), and to have composed in a trance-like, somnambulistic state 
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without conscious effort. The implication of this method of composition, however, is 

that because Schubert’s musical ideas are formed so rapidly they may lack the 

sophisticated structure evident in the music of composers such as Beethoven. 

Heathcote Statham reviewed Grove’s account of Schubert’s life and compositions in the 

following year, 1883, and provided a harsh criticism of both the composer’s life and his 

ability. Gramit notes that “Statham’s reading finds a Schubert who applied himself 

insufficiently, squandered his admittedly considerable gifts, and lived a coarse, ill-

mannered life” (1993, p. 75). Gramit believes at least part of the reason for the violence 

of Statham’s critique of Grove’s article on Schubert is brought about both by the 

humble circumstances of the composer’s birth, and by the femininity which Grove sees 

Schubert as having, which was reflected in his music and gave him “extraordinary 

sensitivity and creativity” (Gramit, 1993, p. 76). Therefore, the perspective of Statham 

was probably coloured to some extent by the Victorian ideals of masculinity and good 

birth. 

Maurice Brown (1958) observes that Grove’s article is not strictly accurate, saying that 

Grove’s “description of the music itself, his portraits of the composer’s friends, are all 

slightly false. From start to finish he just misses the mark of truth.” (p. 344). Brown 

notes that Statham’s attack on his article concerning Schubert was “a poisonous effort” 

but that Grove “had only himself to blame” (p. 345). It can be seen from this that early 

opinions of Schubert in England were strongly coloured by Victorian morality and taste. 

It must be noted that Hellborn, although providing similar anecdotes regarding the 

speed at which Schubert composed, is not always in agreement with Grove regarding 

the formal qualities of Schubert’s work. When discussing the “Great” C major 

symphony, he expresses disappointment that at that time, 1865, it had not been 

performed very frequently, and when it was it was misunderstood and not always well 

received. He writes that the symphony is “a work of the highest originality, and 

composed in the maturity of Schubert’s powers” (1869, pp. 230–231). Clark observes 

that Hellborn did have some understanding of the genuine originality of Schubert’s 

work, saying that “Kreissle had been willing to suggest that Schubert launched a new 

aesthetic” (p. 29). Even Hellborn, however, is critical of Schubert’s instrumental music, 

observing that:  
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Deep earnest calculation and thought was foreign to him, and herein, it may be, 

lies the reason why in so many of his creations we miss that concentration of 

power and exquisite polish which we admire in other masters — qualities which, 

without prejudice to his individuality, he might have lavished also on the general 

mass of his compositions. (Hellborn, 1869, p. 263) 

Hellborn goes on to say that this lack of deep thought may be responsible for what he 

views as the unnecessary length and repetitions in some of these works (p. 263).  He 

does opine, however, that Schubert’s lieder are “more confined by the limits allowed by 

the words” and are “in nearly every instance, free from this reproach” (p. 263). Hellborn 

also comments on Schubert’s friends who when watching him work, “tried to explain, 

by references to super means, a process incomprehensible to them, but one which was 

developed completely in the works of this great composer” (p. 264). 

So, while Hellborn certainly shows great insight in asserting Schubert’s individuality 

and greatness as a composer, he observes shortcomings, particularly in the instrumental 

music. He also refers to the “super” element regarding the extraordinary speed and 

certainty with which Schubert composed. It can be seen then that Grove and Hellborn 

are not too far apart in their assessments of Schubert’s music. These early biographies 

of Schubert are most likely responsible for the widely-held view of Schubert’s music 

that although it contains much individuality and beauty, it is formally inferior to the 

music of other great composers, such as Beethoven. 

An important point to make here is that Hellborn’s 1865 biography, the first one 

written, appeared almost 40 years after Schubert’s death.  Consequently, we know far 

less about Schubert than, for example, about Mozart or Beethoven. Also, it is difficult to 

know whether the recollections of his friends regarding details of the composer’s life 

were completely accurate, hence the continuing interest in Schubert’s life and the 

number of theories concerning it; for example, Mackay’s (1997) theory of Schubert 

suffering from cyclothymia, a form of manic depression; Neighbour’s (2003) idea that 

Schubert may have been the only survivor of a pair of twins; and Solomon’s (1989) 

suggestion that he may have been homosexual. Interestingly, Davies (1989, pp. 145–

160) earlier suggested that Mozart may have suffered from cyclothymia. Mackay does 

not mention this interesting coincidence in her biography of Schubert. 
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Space precludes a more detailed investigation of the historical reception of Schubert’s 

music and life, but it must be said that despite the judgements of the early biographies 

noted above, the large number of books and articles in the twentieth and twenty-first 

centuries concerning his work are testament to the amount of interest his music has 

continued to generate. Recent books such as Clark’s Analysing Schubert (2011), 

Wollenberg’s Schubert’s Fingerprints (2011), and Surpäär’s Death in Winterreise 

(2014), continue to shed new light on Schubert’s life and compositions. 
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CHAPTER 3 — LITERATURE REVIEW: WINTERREISE 

3.1 Literature Concerning Winterreise and Its Musical Structure 

Charles Fisk, in his introduction to Returning Cycles (2001), a consideration of the 

cyclic nature of Schubert's piano music, notes some of the analytical problems regarding 

Winterreise. He notes, (italics in the original), that “... no obvious musical features link 

the application of the term cycle to Winterreise with that of cyclic to such pieces as the 

two last fantasies, the E♭ Major Trio, and the A-Major Sonata” (Fisk, 2001, pp. 3–4). 

Fisk continues, “… missing in particular are a clearly unified tonal plan of some kind 

and clearly recognizable returns of material from earlier songs in later ones” (p.4). Fisk 

identifies numerous studies which attempt to find any clear motivic figures which link 

the cycle together, and concludes that they are unconvincing (p.4). 

The studies he refers to were undertaken by Susan Youens (1991), Richard 

Kramer(1994), and Ludwig Stoffels (1987), the latter of which seems to be only 

accessible in German and is not considered here. The studies by Youens and Kramer are 

of great interest, as they are both significant attempts to analyse the cycle, albeit from 

different approaches. Youens (1991) presents a comprehensive investigation which 

includes considerable historical information regarding Schubert and the poet Wilhelm 

Müller; the important relationship between the role of text and music in Winterreise; 

and an investigation of motivic structure. The book is an outstanding contribution to 

literature concerning Schubert, and is essential reading for anyone interested in studying 

Winterreise. One pertinent observation that Youens makes is that Winterreise: 

… is not a tightly unified work in the organicist model according to which ideas 

stated at the beginning germinate and become an unfolding structure, each 

musical unit proceeding from what came before, but neither are its songs devoid 

of all relationships among one another. Both aspects — the refusal of cyclic 

structure and the motivic, tonal, and other relationships — can be explained with 

reference to the poetic text. (1991, p. 74)  

The “motivic, tonal, and other relationships” identified by Youens consist largely of 

what she refers to as the “journeying figure” and the “sighing figure”. The journeying 
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figure consists of four identical repeated notes or chords, a good example of which can 

be found at the very beginning of Winterreise in the piano introduction of the first song, 

‘Gute Nacht’.  Youens observes that this figure recurs numerous times throughout the 

cycle, perhaps most noticeably in ‘Der Wegweiser’. The “sighing figure” she refers to is 

the same motivic figure that other writers have named the “grief motive” — that is, a 

movement from the fifth degree of the scale up a semitone to the flattened sixth degree, 

and then returning to the fifth. Youens comments that:  

One other figure recurs almost as frequently as the journeying motive, but it is 

confined to the first half of the cycle; its disappearance from Part II is yet 

another barometer of change between the two halves. The “sighing motive” or 

descending semitone, with its traditional connotations of grief and mourning, 

first appears as an isolated motive in the accompaniment to “Gute Nacht” when 

the wanderer tells of happiness in the past (“Das Mädchen sprach von Liebe, / 

Die Mutter gar von Eh”), then sighs and sings of his present misery. The figures, 

actually neighbour-note emphases on the supertonic and dominant pitches 

respectively, are derived from the first vocal phrase (“Fremd bin ich 

eingezogen”) and appear in each stanza. (1991, p. 92) 

Although Youens clearly recognises the importance of the sighing motive, her words in 

this passage are surprising. Firstly, she claims that the sighing motive is to be found 

only in the first half of Winterreise. However, this motive can be also found in many 

songs from the second half of Winterreise, perhaps most notably in the twentieth song, 

‘Der Wegweiser’.  This is shown most clearly in Walter Everett’s paper (1990) 

regarding this motive, in which its prominent appearance in ‘Der Wegweiser’ and other 

songs from the first and second halves of the cycle is noted. 

Youens identifies the first appearance of the ‘sighing motive’ as occurring in the first 

vocal phrase, on the scale degrees 2 – 3 – 2 (E – F – E), and later in its more common 

form, 5� – ♭6� – 5� (A  – B♭ – A). While this is understandable, and seems plausible, it is 

possible to see its 5� – ♭6� – 5� occurrence (A – B♭ – A) earlier, in the piano introduction, 

in the inner right-hand part of bars 3 and 4. 

Youens also notes the appearance of a stepwise ascending third figure.  She writes:   
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The introduction to 'Der Wegweiser' is actually a compound both of the 

journeying motive and the scalewise ascending third figure from m. 16f of the 

first song, which becomes an anacrusis to the journeying figure. (1991, p. 85)  

Although it is possible to view the beginning of ‘Der Wegweiser’ in this light, it is 

certainly not as clear-cut as Youens suggests. The figure from measure 16 of ‘Gute 

Nacht’ contains a major third, and ‘Der Wegweiser’, while beginning with a similar 

figure, differs in that it contains instead a minor third. Also, the figure from bar 16 of 

‘Gute Nacht’ continues on to form a five-note scalic figure which Youens relates to the 

first vocal entry of ‘Aus dem Flusse’. This is tenuous, for various reasons which will be 

discussed more fully in chapter four. But perhaps the most interesting aspect of 

Youens’s interpretation of this figure is that it appears after the song is established. 

Close examination of the score shows that Schubert, in almost all of the Winterreise 

songs, tends to establish his motivic ideas at the very beginning, and frequently in the 

piano introduction. 

Despite some questions concerning Youens’s analytic observations, the book is a 

landmark in the study of Winterreise and contains much information concerning the 

historical background to the cycle and the musical and formal structure of its songs. 

Additionally, it contains many perceptive observations regarding Müller’s poetry and 

Schubert’s setting of the text.  

Richard Kramer (1994) presents a detailed investigation of a number of the songs of 

Winterreise through providing an in-depth study of the relationship between text and 

music, and highlighting moments of particular harmonic interest. His discussion of 

‘Letzte Hoffnung’ presents a good example of these insights. He notes the importance 

of the interval C♭ to A♭, with which both piano and vocal parts begin. At bar 31, a 

descending piano figure in octaves leads finally to a low G at the beginning of bar 35; 

thus, the C♭ to A♭ figure finally resolves to the G which begins a new section: 

…for the first time, C♭ and A♭ are set in a linear descent the goal of which is the 

long-delayed resolution to G in the bass.  Everything about m. 34 is calculated: 
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the resolution is portrayed as a final gesture of reprise, the diminished seventh in 

m. 1 now set forth in some logical unfolding. (1994, p. 176) 

Kramer’s approach focuses largely on such moments of harmonic significance in 

Winterreise. Although his insights are very valuable, at times they are so subtle that they 

become subjective in nature. For example, in this same discussion of ‘Letzte Hoffnung’, 

he relates the cadence at bars 29 – 30 of that song to the opening phrases of ‘Auf dem 

Flusse’. Although it is true that the cadence in E♭ minor in ‘Letzte Hoffnung’ does 

mirror the modulation to D♯ minor in ‘Auf dem Flusse’, and the F♯ to A♯ interval which 

occurs in ‘Auf dem Flusse’ is present enharmonically in the example from the later 

song, it appears fanciful when he writes:  

To posit that some deep musical relationship resides between the two phrases 

would be to strain reason. But context is everything. The ear casts about for 

some cognate. Those mute chords, etwas langsam, set a new tempo closer to the 

langsam (revised from the mässig in the autograph) of Auf dem Flusse and bring 

to mind its similar accompaniment. The voice summons up the contour of its 

opening phrase.  (1994, p. 179)    

Kramer’s discussion of this dramatic moment in ‘Letzte Hoffnung’ is very imaginative, 

suggesting a certain subjectivity on his part. While there are similarities between the 

phrases from the songs in question, as noted above, their overall contours are somewhat 

different. ‘Auf dem Flusse’ is another song from the cycle which Kramer analyses in 

some detail. He gives much attention to the remarkable harmonic structure of the song, 

particularly the modulation to D♯ minor at bars 9 – 12, and the modulation to G♯ minor 

at bar 48. He shows Schenker’s graph of the song which highlights its significant 

harmonic moments. A detailed study of ‘Der Wegweiser’ is also presented, including a 

harmonic investigation at the closing section (bars 55 – 83). 

Kramer approaches his analysis of these songs, and others in the cycle, from the 

perspective of his initial question, which is stated at the beginning of his section on 

Winterreise:  “How is Winterreise a cycle?” (1994, p. 151).  Although, as he points out, 

Winterreise is “gravely taken as the ultimate song cycle” (p. 151), anyone analysing it 

has to recognise that there is considerable difficulty in establishing a sense of a clear 

key structure. This, as Kramer notes, is because of the circumstances under which the 
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songs were written, with the first twelve songs originally intended to be complete within 

themselves.  As the final twelve songs proceed, it becomes much more difficult to see a 

logical key structure, as Winterreise begins in D minor with ‘Gute Nacht’, and ends in 

A minor with ‘Der Leiermann’. The twelfth song, ‘Einsamkeit’, instead of staying in its 

initial key of D minor, is now transposed to B minor, presumably to accommodate the 

cycle’s further twelve songs. 

Much of Kramer’s analysis is concerned with finding a sense of harmonic and motivic 

coherence between the songs, and it is fair to say that almost every analyst who 

examines Winterreise as a whole will ask themselves the same question. Near the end of 

his treatise, Kramer observes: 

… this is not the closed, “finished” tonal game of a Mozart quartet.  The new 

poetic of absolute pitch — the attribution of poetic meaning to pitch itself — 

militates against the hierarchies of Classical tonal balances. (Kramer, 1994, p. 

187)  

In other words, Schubert’s choice of key for each song is not governed so much from 

the desire for an overall sense of key structure, as for a key’s emotional suitability for a 

given song. The issue is complicated further by Kramer’s desire to hear ‘Der 

Leiermann’ in B minor, which was Schubert’s original key choice, rather than the A 

minor to which it was changed and is usually heard. As explored earlier, however, there 

is no evidence that Schubert disapproved of this song’s transposition, nor others which 

were transposed from their original keys at the time of publication.  

Despite Kramer’s intelligent, lively and provocative discussion, and his attempts to link 

various songs through motives and keys, his central question remains unanswered. From 

the above discussion of the analyses by Youens and Kramer, it is entirely possible to see 

why Fisk considered these analyses “unconvincing” (2001, p. 4). 

A later insightful study of Winterreise is provided by Barbara Barry (2000).  In this 

essay, Barry begins with a description of the disjointed manner in which the songs of 

Winterreise were composed before discussing the relationship of Winterreise to the 

nature of Romanticism. She observes that at the time of Winterreise’s composition, the  

expectation was that a work would exhibit some form of organic unfolding of musical 

ideas and a clear tonal structure ensuring a conclusion in the tonic key. Barry’s 
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contention is that Winterreise has neither of these things. Winterreise, she says, “as well 

as being internally disjunct, is tonally open-ended” (2000, p. 189). She identifies four 

ways in which time is experienced in Winterreise:  the physical journey, the psychic 

journey, the ‘lacunae’ or deviations in the journey, and dissolution/open-endedness of 

the journey’s end (p. 191). Barry then draws a parallel between the ‘dissolution/open-

endedness’ of ‘Der Leiermann’ and the fact that Winterreise does not finish in any 

conclusive key to suggest a clear tonal structure. Barry sees Winterreise as travelling 

from D minor (the tonic of the cycle) through the Neapolitan E♭ of ‘Die Post’ at the 

beginning of part two, and then through the subdominant G minor of ‘Der Wegweiser’ 

before concluding in the dominant A with ‘Der Leiermann’. In other words, the open-

ended nature of the key structure of Winterreise actually represents the disjunct nature 

of the action contained within it. 

Perhaps the most interesting aspect of Barry’s essay is the motivic connection she draws 

between some of the songs of Winterreise. For example, she notes the significance of 

the interval of a perfect fourth from dominant to tonic which occurs in both ‘Wasserflut’ 

and ‘Irrlicht’. Although the parallels she draws between other songs are more tenuous, 

she does demonstrate a clear relationship between these two songs. Barry also refers to 

the relationship between ‘Gute Nacht’ and ‘Der Wegweiser’, a relationship alluded to 

by Youens. Both have the ‘journeying figure’, both are in 2/4 time, and both modulate 

to the tonic major (p. 200). 

Although Barry’s essay has much to offer, her attempt to find a sense of unity in 

Winterreise is at times problematic.  Firstly, her view of the cycle as representing a 

large-scale movement from the tonic to the dominant is questionable, as this idea relies 

on ‘Einsamkeit’, the last song of Part 1, being in D minor, which was Schubert’s 

original key choice, not B minor, the key Schubert later changed it to. Further, it must 

be noted that ‘Der Leiermann’ was originally in B minor, not A minor, which Barry 

sees as representing a conclusion in the dominant . Consistency is important when 

considering Winterreise’s key scheme: if one views ‘Der Leiermann’ as being in the 

altered key of A minor, then one should also view ‘Einsamkeit’ as being in B minor, the 

key it was changed to. Despite Barry’s attempt to see a tonic to dominant movement as 

a clear structure, it seems questionable to try to read such a structure into Schubert’s 

final key choice. 
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Barry’s essay is nonetheless very imaginative and highlights many important 

characteristics of the cycle; however, despite her discussion of some of the motivic 

similarities between the songs she does not appear to believe that the cycle contains a 

unifying motivic structure.  Instead, as noted above, she seems of the view that both the 

incomplete key scheme and uncertain motivic scheme are deliberately left vague to 

represent the ambiguous and open-ended nature of Müller’s poetry. Additionally, the 

concept of transformation throughout the cycle plays an important role in Barry’s view: 

Much of the first part of the cycle, as earlier stages in the lover’s experience and 

feelings, returns in part 2, transformed by their suffusion with memory or 

imaginative recreation, on a later turn of the time spiral. The songs in part 2, 

from no.17, ‘Im Dorfe’ to no.20, ‘Der Wegweiser’, comprise a metamorphic 

reworking of a related song in part 1, thereby recreating a network of 

connections between parts 1 and 2 through similarity of texture, image, rhythmic 

profile and vocal contour, in what may be termed partially transformed 

reminiscences. (Barry, 2000, p. 198) 

It can be seen here that Barry regards some of the second part of ‘Winterreise’ as a form 

of reworking, or transformation, of the first part. The songs she regards as being 

reworked in Part 2 are as follows: 

Part 1       Part 2 

‘Gute Nacht’      ‘Im Dorfe’ 

‘Die Wetterfahne’     ‘Der stürmische Morgen’ 

‘Frühlingstraum’     ‘Täuschung’ 

‘Rückblick’      ‘Der Wegweiser’  

(2000, p. 200) 

Unfortunately, however, Barry does not demonstrate or explain in any detail how she 

regards these songs in Part 2 as a reworking of the listed songs in Part 1. Although three 

of the songs listed in Part 1 have a common key with their equivalent in Part 2, and 

there may well be other motivic connections, it is difficult, for example, to find many 

similarities between ‘Die Wetterfahne’ and ‘Der stürmische Morgen’. They are in 

different keys, have different time signatures, and appear to have little else in common. 

Despite the many valuable insights Barry offers, it is regrettable that she did not more 
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clearly explain her ideas regarding the reworking, or transformation, of these songs 

from Part 1 to Part 2.  

In contrast to Barry, Walter Everett (1990) suggests that there is a motivic idea that acts 

as a unifying presence in many of the songs comprising Winterreise. Everett notes that 

Carl Schachter had already observed the same motive, the dominant rising a semitone to 

the minor sixth and then returning to the dominant, in Schubert’s 'Der Tod und das 

Madchen', dating from 1817 (Everett, 1990, p. 157), and discussed in Chapter 1. This is 

the same motivic figure alluded to above by Youens, which she believed occurred both 

as a 5 – 6 – 5 figure as well as occasionally as a 2 – 3 – 2 figure, as in the first vocal 

entry of ‘Gute Nacht’ (1991, p. 92). Schachter, says Everett, suggested that this motive 

has “an age-old association with ideas of death, grief, and lamentation” (Everett, 1990, 

p. 157). 

Deryck Cooke (1959, 1973) also has suggested that this motivic figure (5  6  5 in the 

minor mode) is connected with grief, and that it has been used many times by 

composers to represent this emotion (Cooke, 1973, pp. 146–149). He gives numerous 

examples from the music of Mozart, Elgar, Wagner, and Britten among others to 

support this idea. Interestingly, he does not cite any music of Schubert in support of this 

particular motivic idea, though excerpts from some songs from Winterreise are quoted 

in other sections of the book. This will be examined later in this chapter.  

It seems clear that the 5♭ 6 5 motive does have associations with grief and suffering, and 

there are many examples throughout Winterreise.  Does this motive occur, however, 

with enough frequency throughout the cycle to be considered a significant structural 

force?  Everett believed so: he lists many of the songs as containing the motive, two of 

the most notable examples which strongly represent the protagonist’s misery being 

‘Einsamkeit’ and ‘Der Wegweiser’ (1990, p. 157). Although Everett's paper is written 

from a Schenkerian perspective, he provides many examples of the occurrence of this 

motive in the middleground or foreground. This makes the observation of the motive 

more accessible on a surface level, and it does appear to be clearly present on many 

occasions throughout the cycle. 

Everett’s observations are so useful to a motivic conception of some aspects of 

Winterreise that his article will be considered in some detail here. According to Everett, 
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the ‘grief motive’ is found frequently in 'Einsamkeit', one of the most dark and sad in 

the cycle. An obvious example occurs in bar 7 in the vocal part, when the voice first 

enters (F♯ – G – F♯). There are many other examples throughout the song. In 'Der 

Wegweiser', the grief motive is clearly present in the upper left hand of the piano 

introduction (bars 1 – 6), and it is extended during bars 6 – 8 during the first vocal 

entry. There are other piano tenor line statements during the remainder of the A section. 

The B section of 'Der Wegweiser', which moves from G minor to its major parallel G 

major, also contains several statements of the grief motive, particularly in bars 27 – 33.  

Everett notes what he terms a “violent explosion” at bar 28, in which the vocal line rises 

to an E, which is the highest point of the song, and which is mirrored in the piano part 

by a dramatic C major fp chord. He writes: 

In bars 27 – 28, the grief motive rises for the first time to receive extended 

treatment in the vocal line and the highest part in the piano, as the singer 

becomes aware that it was his grief and mad longing that had been driving him 

off the path. (p. 171)  

It is worth noting here that, although the ‘grief motive’ is very prominent in this section 

of ‘Der Wegweiser’, an investigation of bars 27 – 28 does not reveal an obvious 

statement of this motive in the vocal part as Everett claims: the notes B to E and then 

D♯, although providing a semitone movement through the E and D♯, do not really 

conform to this motivic idea, as the harmony present in those bars does not support it 

(the key of G♯ minor would have to be implied). But bars 27– 29 do contain a statement 

of the ‘grief motive’ (B – C – B) in the implied key of E minor, in all three lines of the 

piano part, the top two in octaves and the bass line being given the same figure but in a 

more middleground way. These bars are shown below. 
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Example 3.1: ‘Der Wegweiser’, bars 27 – 33, showing the appearance of the ‘grief 
motive’, B – C – B in the implied E minor harmony, and the other semitone figure 
E – D♯ . The latter figure is bracketed while the former is boxed in the example. 
The final cadence at bar 33 implies B minor.   

The above example shows the occurrence of the B – C – B  ‘grief motive’ in both the 

vocal line and the piano part during these bars, including the motive’s more 

middleground appearance in the bass line of the piano.  It is, as Everett suggests, as 

though finally every part of the wanderer's being has understood how foolish he was in 

beginning his journey (p. 171). 

Although Everett does mention that in bar 28 the “registral transfers propel the grief 

motive into extreme prominence in both outer voices and into the singer's 

consciousness” (p.171), he does not mention specifically how the motive is used in the 

bass of the piano. The statement of the motive at the end of bar 27 and through bar 28 

into bar 29 is repeated in bars 30 and 31. During these bars this bass part is functioning 

independently of the unison figures that are present in both vocal and piano parts which  

present the same B – C – B motivic figure over a much shorter timeframe. It can be seen 

then that there is considerable complexity involved in Schubert's use of the motive in 

these bars. Not only does it appear in unison with both vocal and piano parts, but it is 

simultaneously present as a separate elongated version in the piano bass line. 

The C section which concludes 'Der Wegweiser' has, as Everett notes, “been discussed 

by many writers” (p. 171). Perhaps the most interesting thing about it from the 

perspective of the ‘grief motive’, however, is that the motive does not appear to occur in 

any coherent way. There is, as Everett notes, “a simplicity of harmony and lack of 

melodic development” (p. 172). 

Although Everett's article deals mainly with 'Einsamkeit' and 'Der Wegweiser', he lists 

other songs from the cycle which feature the ‘grief motive’. He presents a Schenkerian 
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analysis of 'Gefrorne Tränen' originally presented by Carl Schachter in 1983, which 

illustrates, in the key of F minor, a prominent C – D♭ – C version of the motive. Everett 

provides examples of the grief motive in 'Estarrung', 'Auf dem Flusse', 'Der stürmische 

Morgen', 'Rast', and 'Wasserflut' (pp. 163–166). In addition, he notes that a C – B 

version of the grief motive can be found in sections of 'Der Lindenbaum', 'Irrlicht', 

'Fruhlingstraum', 'Tauschung', and 'Der Nebensonnen', as well as those already 

discussed above in 'Einsamkeit' and 'Der Wegweiser' (p.166). 

It can be seen, although Everett makes little mention of it, that a major version of the 

grief motive exists. For example, the ‘A’ section of 'Der Lindenbaum’ contains a 

prominent B – C♯ – B motive which is first heard in bar 2 of the piano introduction.  

However, Everett only notes its change to the minor version (B – C – B) in the B 

section, which contains a darker text and is emotionally perfectly suited to this change 

from major second to minor second. A major version (E – F♯ – E) of the motive can 

also be found in the piano introduction of 'Fruhlingstraum'. This contrasts with the 

minor version (B – C – B) which is heard in the B section. 

There are many more examples of the ‘grief motive’ to be found in Winterreise, and a 

significant amount of evidence has been identified to suggest that Schubert used this 

motive as a means of connecting and unifying some of the cycle’s musical material. 

Everett, as noted above, makes the point that Schubert tended to use this motive at times 

when the text is particularly tragic in nature. Personal observations indicate that 

Schubert may have used the major version of the motive to accompany text which had a 

more hopeful connotation, for example in the ‘A’ section of ‘Der Lindenbaum’ and the 

beginning of ‘Frühlingstraum’. It seems surprising that so much has been written 

concerning Winterreise's apparent lack of a unifying motivic structure, when, as Everett 

illustrates, the ‘grief motive’ is prominent throughout the cycle.  

 David Lewin (1982) presents a highly remarkable and influential discussion of ‘Auf 

dem Flusse’ from a Schenkerian perspective. Lewin is generally concerned with a large-

scale picture of the harmonic scheme of ‘Aus dem Flusse’ and how his own view of the 

song contrasts with that of Schenker’s (see earlier mention of Schenker’s concept in 

discussion of Richard Kramer’s work). Lewin’s own observations regarding the tonal 

structure of ‘Auf dem Flusse’ are most interesting and have generated considerable 
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discussion. His thoughts will be returned to in detail in Chapter 7, but in summary they 

could be said to consist of a reflection on the harmonic structure of the song, with the 

polarities of E minor, and E major, with the latter being influenced by G♯ minor and D♯ 

minor. Both the mysterious modulation to D♯ minor in this song at bars 9 – 12 and the 

G♯ minor bars (48 – 51) have generated much scholarly discussion.   

 A different perspective is provided by Arnold Feil (1988), who examines a number of 

the individual songs from the perspective of form and rhythmic structure. He observes 

that the rhythmic and phrase structure of ‘Im Dorfe’ and ‘Rückblick’ is uneven and 

causes a conflict between the vocal and piano parts. Feil relates this to the concept of 

motion (p. 44). Feil’s detailed analysis of ‘Im Dorfe’ and ‘Rückblick’ is typical of his 

approach throughout the book, as he focuses largely on textual, emotional and rhythmic 

aspects of the songs. His analysis, however, does not consider motivic construction and 

development, and there is little mention of any motivic ideas which bind the cycle 

together. 

The revered accompanist Gerald Moore (1975) discusses the songs of Winterreise in 

some detail. Although he is concerned mainly with providing his views on how the 

songs should be performed, his preface contains some noteworthy observations 

concerning his discovery of a motivic idea that connects some of the songs. The motivic 

element he mentions is the same as one of those listed by Youens: the ascending scalic 

figure which first occurs in bar 16 of ‘Gute Nacht’. Moore, in his modest way, observes 

that: 

It is so recondite that one cannot help wondering whether the composer 

employed it consciously or not: too slight to be a leitmotif it is only made 

obvious on rare occasions, in fact I had studied the cycle for years before I 

discovered it. (Moore, 1975, pp. xiii–xiv) 

Moore also notes the existence of the ‘journeying motive’, describing it as “the obvious 

2/4 walking stride” (Moore, 1975, p. xiii). Moore’s discovery of these motivic ideas 

appears to precede Youens by some years and suggests that he has not been given 

sufficient credit in the academic literature. 

Another substantial investigation of the cycle is provided by Hallmark (2011). The 

author’s main concern is with the use of apostrophe: the use of speech to a person not 
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present or to an object. Hallmark provides background detail concerning many of the 

songs of Winterreise and at times relates the use of apostrophe to motivic issues. For 

example, in ‘Gefrorne Tränen’, the vocal line suddenly changes to an ominous 

neighbour-note figure in unison with the piano when the traveller addresses his own 

tears in bars 20 – 28. Hallmark observes that this motivic figure is transposed in the 

following song, ‘Erstarrung’, in bars 59 – 63, and functions as a means of return to the 

‘A’ section of the song (2011, pp. 24–26). Hallmark provides numerous, and generally 

convincing, examples of the musical texture of Winterreise changing with Müller’s use 

of apostrophe. In the process, he discusses other relationships between the songs. 

Perhaps the most interesting of these is his contention that the endings of ‘Die Krähe’ 

and ‘Der Leiermann’ are virtually identical: 

When the wanderer apostrophizes the hurdy-gurdy man in the closing section 

(setting the poem’s last stanza), the texture and the vocal melody change. The 

piano now continues to play while the voice sings quasi-recitativo, and the voice 

— echoing the ending of “Die Krähe” — frames its final statement with 

passages sung largely on one note, extended at the end with an octave leap and a 

semitone upper neighbor, ending on the fifth degree. (Hallmark, 2011, p. 18) 

Earlier, Hallmark used the concluding section of ‘Die Krähe’ as an example of the use 

of apostrophe as the wanderer speaks to the crow overhead. He observes, in the above 

quotation, that the traveller speaks rhetorically to the hurdy-gurdy man in the final bars 

of ‘Der Leiermann’, and that this once more results in a change of musical texture. 

Although this is quite correct, the two songs — ‘Die Krähe’ and ‘Der Leiermann’ — 

cannot really be said to finish the same way.4   

Concerning the similarity between those two similar examples of rhetoric, Hallmark 

states that he does not believe Schubert uses any one particular motivic figure to 

represent his musical rhetoric: 

 

                                                 
4 The final phrase of ‘Der Leiermann includes an extra subdominant note, while ‘Die Krähe’ does not 
actually conclude with this figure; instead, the vocal part concludes three bars later with a dominant-tonic 
figure, G to C.  
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Lest anyone fear where this discussion is heading, let me disavow any intention 

of establishing a set of musical ideas as Schubert’s Figurenlehre for apostrophe. 

(2011, p. 21) 

Hallmark also provides a fine summation of some general assumptions regarding the 

motivic structure of Winterreise: 

Both as a poetic and musical cycle, Winterreise is famously without an obvious 

source of unity other than the poet’s and the composer’s styles. Arguably 

Müller’s poems tell no coherent story; and the number and order of poems 

changed between their initial and final publication. Schubert’s cycle, too, was 

composed in two “waves.” No one is convinced of an overriding tonality, and 

except for a few internal groupings there is no logical sequence of keys .... Yet 

we persist in looking for elements we can point to as unifiers, such as the steady 

beat of eighths and quarters in many songs in which we hear an allusion to the 

tread of the wanderer’s feet. To these features we may add Müller’s frequent use 

of apostrophe and Schubert’s musical responses to this rhetorical conceit. (2011, 

p. 32) 

It can be seen from this that although Hallmark is of the opinion that no motivic idea 

unifies the songs of Winterreise, and there is no apparent significant key structure, he 

does identify some recurring musical elements such as the ‘journeying figure’. 

One observation which may not have escaped the reader is that several of the other 

writers above have related the ‘grief motive’ to Schubert’s response to Müller’s use of 

rhetoric. For example, in bars 20 – 28 of ‘Gefrorne Tränen’, the change in musical 

texture observed by Hallmark definitely provides an example of this motivic figure (C, 

D♭, C in F minor). In addition, the examples he noted above in ‘Die Krähe and ‘Der 

Leiermann’ feature the same 5� – ♭6� – 5� neighbour-note figure as part of their structure. 

Although this motivic idea is not present in all the examples of rhetoric to be found in 

Winterreise, its presence in several of them may be significant.  

In a recent publication, Lauri Suurpää (2014) provides a highly poetical commentary on 

the second part of Winterreise, as well as imparting relevant information regarding 

Winterreise’s place in the song cycle literature, and on the nature of the song cycle in 
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general. Suurpää’s analytical approach makes a clear distinction between music and 

text: a perspective rarely seen in other analyses of the cycle. Suurpää writes: 

Most important, my methodology begins with a strict distinction between music 

and text; that is I suggest that each be first studied independently of the other. 

The musico-poetic associations are then examined only after the music and text 

have been analyzed separately. (Death in Winterreise : Musico-Poetic 

Associations in Schubert's Song Cycle , 2014, p. 58) 

This distinction is also highly relevant to this thesis which focuses primarily on musical 

connections, rather than relating them consistently with poetic ideas. Suurpää notes that 

other analysts have used contrasting approaches to his own. This is an important 

distinction to make, as Suurpää’s approach is from a primarily literary and poetic 

perspective, while still making many points regarding the musical structure of the cycle. 

To highlight this, Suurpää writes: 

This view of textual structure thus provides a starting point for discussing both 

local and global musico-poetic associations, as well as the connections between 

the two. (Suurpää, 2014, p. 60) 

Although the background to Suurpää’s musico-poetic viewpoint is complex, it can be 

summarised to a large degree by the relationship between reality and illusion. The 

analysis of ‘Der greise Kopf’ provides a good example, where the narrative of the poem 

consists of “an opposition of two states” (p. 71), one being real and one being illusory. 

In this song, according to Suurpää, the ‘real’ state is considered negative by Schubert, 

and is written in a minor key, and the ‘illusory’ state is considered positive and is 

composed in a major key. There is an element of subjectivity to this viewpoint, as the 

E♭ major chord at bars 22 and 23 coincides with what appears to be the wanderer’s 

‘real’ text: that he has understood the illusory nature of the frost on his hair, and is now 

shuddering at his youth. Hence for the musico-poetic associations to be consistent, 

perhaps a minor key would be more appropriate here. This is not intended as a criticism 

of Surpää’s approach; rather, it is meant to underscore the somewhat subjective nature 

of the relationship between music and text.   
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Suurpää’s analytical observations are extremely insightful. For example, he notes the 

importance of this same E♭ major chord at bar 23 of ‘Der greise Kopf’, observing that it 

is part of the underlying middleground structure of the song as it forms a  resting place 

between the C minor and G major chords which form part of the main Schenkerian 

structure. He is not completely specific, but seems to suggest that this E♭ major chord is 

significant as a form of motivic parallelism, where the C, E♭ and G of the first bar are 

composed out as a middleground structural bass line, the G major chord appearing at 

bar 29 (p. 72). Suurpää also believes that the following song, ‘Die Krähe’, is closely 

related to ‘Der Greise Kopf’. He points to the similarity of the key scheme: both songs 

are in C minor and share similar harmonic plans: 

First, in both songs the motivically important A♭ is enharmonically re-

interpreted as G♯, a pitch that prepares a tonicization of a major chord, resulting 

from mixture (cf. mm. 11–14 and 36 – 37 in “Der greise Kopf ” and mm. 19 – 

22 in “Die Krähe”). Second, after an A♮ sounded in a major-mode tonicization, 

A♭ returns powerfully in the bass in both songs, both times as part of an 

extended unfolding (cf. m. 20 in example 5.2 and m. 24 in example 6.3). Third, 

the structural dominant that closes the first branch of the interrupted structure 

arrives in the piano part alone. All this suggests that the B section is a kind of 

commentary on certain elements of “Der greise Kopf,” thus continuing the 

argument initiated in the earlier song. (2014, p. 79) 

The complex tonal relationships alluded to by Suurpää can be seen to exist; indeed, his 

insights suggest that there is a close harmonic relationship between these two songs 

which consists of far more than the common key of C minor. The forthcoming analysis 

of these two songs in Chapter 5 will highlight further relationships between them.  

In terms of considering specific motivic ideas within the cycle, Suurpää notes the 

importance of Walter Everett’s 1990 article, discussed above, which suggests that the 

flattened-sixth-to-dominant motivic figure acts as a unifying force which binds the cycle 

together (pp. 57–58). Although Suurpää’s comments on the individual songs are very 

valuable, albeit at times subjective, he does not appear to believe that there is further 
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coherent motivic unity within the cycle as a whole. Similarly, none of the authors he 

acknowledges as having an influence on his analyses — recognised Schenkerian 

theorists such as Burkhart, Schachter and Lewin — have, according to my research, 

believed there to be a convincing motivic thread throughout. Suurpää discusses the 

views of various scholars regarding the occurrence or otherwise of a motivic thread, and 

sums up his own perspective:  

The following discussion will not try to establish motivic associations among all 

of the songs in a way that shows an overarching motivic trajectory. I believe that 

such a trajectory does not exist in Winterreise. (Death in Winterreise : Musico-

Poetic Associations in Schubert's Song Cycle , 2014, p. 180) 

It can be seen then that although Suurpää recognises connections between the songs of 

the cycle, he does not identify a completely coherent motivic plan which is present 

throughout. Instead, Suurpää’s analytical approach is based on his notation of eight 

separate musical features identified in his analysis of the second twelve songs of the 

cycle). These are: modal mixture, completion of Urlinie in the piano part, unison, 

repetition of closing cadential material, presence of the ‘grief motive’ (minor 6 – 5), 

enharmonicism, quasi-religious chorale texture, and juxtaposition of E♭ – D and E♭ –   

E♮ (p. 181). Suurpää believes that each of these eight musical features relates to a 

specific emotional state; for example, unison between singer and piano represents the 

“inability of the protagonist to affect his own fate” (p. 181), and the 6 – 5 ‘grief motive’ 

represents “death as a longed-for state” (p. 181). 

Suurpää’s summary of other authors’ beliefs in the presence or otherwise of a coherent 

key scheme for Winterreise highlights the difficulty in identifying such a scheme (pp. 

173–174). His analysis of the key scheme underlying the songs in Part 2 uses a Neo-

Riemiann approach highlighting the frequency of common tones between the songs (p. 

175). Suurpää notes that common tones are prevalent from songs 13 – 19, but do not 

occur, except between the last two songs, in songs 20 – 24: 

The avoidance of closely related tonic harmonies after “Der Wegweiser,” in 

contrast to the smooth connections that prevailed up to this point in part 2, is an 

apt reflection of the protagonist’s confusion and frustration. His journey no 



83 

 
 

longer has a goal (a goal that was initially unconscious, to be sure). Likewise, 

the harmonic motions are distant, without connecting common tones. (Suurpää, 

2014, p. 178) 

This is generally accurate, but, as Suurpää himself notes, there are exceptions to this 

Neo-Riemannian approach: the keys of songs 23 and 24 share common tones; and, even 

in Schubert’s original key scheme, so do songs 21 and 22. Songs 23 and 24 do not. In 

the songs up to number 19, the keys of songs 16 and 17 have no common tones, 

although, in general, common tones between the songs are prevalent between numbers 

13 – 19 (p. 175). Suurpää justifies these exceptions by relating them to the function of 

the story of the cycle, but this is a somewhat subjective reading. One is left with the 

feeling that although Suurpää sheds some light on the key structure of the second part of 

Winterriese from this Neo-Riemannian viewpoint, it is not completely convincing. 

In general, this book provides outstanding commentary regarding the literary and 

harmonic structure of the cycle, and provides fine background on the ideas of previous 

authors relating to motivic and key structure. Perhaps ironically, however, some of the 

most valuable insights appear to come not from the Griemannian poetic concept which 

underlies Surpää’s approach but from his observations regarding the middleground 

structure found in a number of the songs. All in all, despite its occasional subjectivity, 

this is a valuable and insightful book on the last half of the cycle. 

 Another recent book concerning Winterreise is that by English tenor Ian Bostridge 

(2015). This is a most worthwhile addition to the literature which discusses all 24 songs 

of the cycle. As one would expect from a singer who has performed the cycle many 

times, it is written from a performer’s perspective. Bostridge’s approach is more poetic 

than analytical in nature, thus it is not of much significance for this research. When he 

does draw attention to musical relationships, the poetic side is emphasised. For 

example, Bostridge notes the appearance of the Neapolitan at bars 33 – 40 of ‘Irrlicht’ 

as “the first expression” (p. 204). Prior to this point, he says the song “seesaws between 

the expression of true emotion, and a sort of ironic distancing from it, even an 

embarrassment at it” (p. 204). This example illustrates how Bostridge is most often 

more concerned with emotional impact than with the harmonic significance. In addition, 

at times his writing lacks clarity, as shown once more in his discussion of ‘Irrlicht’, bars 

33 – 40: 



84 

 
 

Here the first expression, with its growly beginnings (look how low it is), seems, 

if not formulaic, then at least to retain some degree of detachment. (2015, p. 

204). 

The reader may find it difficult to know whether Bostridge is saying that this vocal 

phrase is particularly emotional in nature, or the reverse. In general, while Bostridge’s 

observations on Winterreise are valuable and thoughtful, his book is of most interest as 

an exploration of the poetic and emotional events in the cycle rather than its musical 

coherence. 

3.2 Winterreise – Other Literature 

The Schubert Song Companion, by John Reed (1997) is a comprehensive information 

source providing background information on practically all of Schubert’s songs, which 

number over 600; although for various reasons the exact number is difficult to calculate, 

Reed puts it at 631 (p. 484). The scope of the book makes it unviable for him to provide 

much detailed analysis; however, his discussion of the songs and the circumstances 

under which they were written is precise and accurate. Reed says of Winterreise: 

The organic unity of the cycle is largely a matter of tonality and Bewegung … 

The wanderer’s footsteps echo through the cycle in a variety of guises, usually in 

2/4 time and in a minor key. (The Schubert Song Companion, 1997, p. 443)  

Reed also notes Gerald Moore’s thoughts regarding the ascending scalic figure 

discussed above (p. 443), then observes the importance of A major/minor and E 

major/minor in the key scheme of the cycle, but concludes the paragraph by saying that:  

… although these tonal associations play an important part in our apprehension 

of the song’s form, they cannot easily be reduced to a rational scheme, and the 

fact that Schubert himself changed the key of several songs before publication 

makes it more difficult to find one. (1997, p. 443) 

The Bewegung Reed speaks of represents the walking motion present in the 

accompaniment of a number of songs in the cycle, for example in ‘Gute Nacht’, 

‘Einsamkeit’, and ‘Der Wegweiser’. This is the “journeying motive” alluded to by 

Youens. Reed says of this:  “The ‘gehende Bewegung’, however, runs like a linking 

thread through the cycle” (1997, p. 444). It can be seen from these comments that Reed 
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does not consider the songs to have any overriding key scheme, and that he does not 

believe it to be motivically unified except for the journeying motive and a non-

definitive recurrence of tonality which link various sections. Reed’s 1997 biography of 

Schubert also identifies a lack of key scheme, and does not mention any motivic figures 

other than the “Bewegung”, or journeying figure. 

The next category of works to be investigated are the major existing biographies of 

Schubert. It was seen in Chapter 1 that earlier biographies, for example those by 

Hellborn (1869) and Deutsch (1947), provide vital historical information concerning 

Schubert’s life, circumstances, personality and friends. However, these biographies do 

not make significant mention of any specific motivic coherence present in the 

composer’s compositions. Later biographies, such as those by McKay (1997), Reed 

(1997) and Newbould (1997) provide further highly useful biographical information 

with each also providing a brief discussion of Winterreise. As is to be expected, little 

analytical depth is provided by these authorities in the wider context of a complete 

biography of the composer. However, a brief overview of the relevant points in these 

biographies, and some others, is given below.  

Janet Mackay (1997) does not mention any specific motivic ideas which unify the songs 

of Winterreise, but does make some relevant points. She notes that in the second half of 

the cycle there is a different relationship between the vocal line and the accompaniment, 

and that there is a tendency towards greater sparseness in the accompaniment as the end 

of the cycle approaches:   

Schubert achieved gripping intensity in all these songs with an economy, even a 

frugality of notes in all registers. The very starkness and evocative power of the 

songs represent a new dimension in song-writing. (McKay, 1997, p. 289) 

Brian Newbould’s informative biography of Schubert (1997) does not focus in great 

detail on motivic structures and musical coherence in Winterreise. It does, however, 

provide a useful discussion on the relationship between text and music in the song 

‘Täuschung’. Newbould also comments, as have many other authors, on the unusual 

harmonic structure of ‘Aus dem Flusse’. In general, Newbould focuses on musical and 

textual matters which relate to specific songs rather than attempting to provide some 

motivic form of unity which recurs throughout the cycle. That said, he does note the 



86 

 
 

existence of the ‘gehende Bewegung’ and that it “returns, though not at always precisely 

the same pace, in the course of the cycle to implant a cyclic sense of weary plod in the 

listening ear” (Newbould, 1997, p. 300). The notion that this ‘journeying motive’ acts as 

a unifying force within the cycle emerges as a common theme across the literature 

review though there are many songs in which it is not present. 

Leo Black (2003) provides a discussion of the spiritual aspect of Schubert’s music. 

Although some songs from Winterreise are mentioned, there is no discussion of any 

motivic ideas which may be present in the cycle.  

 David Schroeder (2009) discusses a selection of the songs, from the point of view of 

performance. He explores numerous questions of interpretation regarding Winterreise, 

and displays considerable knowledge of its recorded legacy through a comparative 

analysis. Schroeder’s discussion of ‘Einsamkeit’ contains interesting details regarding 

Schubert’s accent markings (2009, pp. 181–182). This book is a good source for 

biographical information, and it paints a vivid picture of some aspects of life in Vienna 

at the time Schubert lived there. However, any motivic elements present in Winterreise 

do not seem to be mentioned. Similarly, Peter Clive’s Schubert and his Works: A 

Biographical Dictionary (1997) is a very helpful reference tool for Schubert’s life, but 

contains no useful observations on any coherent structure that may exist in Winterreise. 

Dietrich Fischer-Dieskau (1976) provides an erudite and detailed exploration of 

Schubert’s lieder, including a chapter devoted to Winterreise. His perspective as a 

singer provides a deep understanding of the emotional intensity of the cycle. This is 

accompanied by detailed historical background to the songs and analysis of the 

storyline. Fischer-Dieskau notes, regarding ‘Gute Nacht’, that “…the bitterness 

dissolves into tears at the piano’s lament in E – F – E and A – B♭ – A” (1976, p. 265). 

He does not call this semitone neighbour-note figure a ‘grief motive’ but certainly refers 

to it as a ‘lament’, clearly understanding its musical effect.  Shortly afterwards, Fischer-

Dieskau writes,  

Schubert did not even allow himself the luxury of repeating musical motifs, 

thereby avoiding the danger of a too selfish intrusion into the poetry. There is no 

sentimental connection between the events described, we must face quite 
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unprepared the overwhelming shock of each new manifestation of despair. 

(1976, p. 265) 

The above suggests that Fischer-Dieskau believes that the apparent non-cyclical nature 

of Winterreise represents the desire on Schubert’s part to present each song as a separate 

entity in order to describe the emotional anguish present in each individual song. In 

summary, Fischer-Dieskau’s book provides an in-depth look at Winterreise, but from an 

interpretive and emotional rather than an analytical viewpoint. There is nothing in his 

commentary which suggests that there is any particular motivic coherence present in 

Winterreise. In fact, the above quote clearly described the author’s view that Schubert 

does not repeat any motivic ideas during the course of the cycle.  

3.3 Schubert’s Compositions and Winterreise – Most Relevant 
Literature 

The work of Graubart (2003), noted in the previous chapter, will be returned to briefly 

here in order to further explore Schubert’s use of motivic construction and development. 

Of particular relevance is the second of his two articles which discusses aspects of 

Schubert’s mature compositional style in the ‘Unfinished’ and ‘Great’ C Major 

symphonies. Graubart illustrates how Schubert can use and develop the same motive 

throughout a symphony, but in ways that are subtle and not immediately obvious to the 

listener. He observes near the beginning of the first article: 

In recent years, Schenkerian studies have led to a heightened awareness of 

structural aspects of Schubert's music, but the arts of motivic and thematic 

integration and transformation have tended still to be regarded as Beethoven's 

preserve. It is my purpose in this pair of articles to demonstrate Schubert's 

mastery of these arts, which was, I believe, equal to Beethoven's. (2003, p. 37)   

Graubert’s exploration in these articles of Schubert’s motivic technique provides 

credible evidence for this assertion. At the end of the second article, he concludes: 

Altogether, I hope to have shown that, contrary to a view of Schubert that dies 

hard, he was a superb craftsman as well as a spontaneously-inspired creator of 

melodies. (2003, p. 34) 
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Deborah Stein and Robert Spillman (1996) undertake a quite comprehensive 

examination of numerous art songs by major composers.  Their analysis of ‘Wasserflut’, 

the sixth song of Winterreise, provides a typical example of their approach, which tends 

to focus primarily on form and harmony. Moreover they show a clear relationship 

between the relevance of the music to the text of songs. The object of the analysis is to 

identify the use of the relative major in a song.  They write: 

The tonicization of the relative major, which comprises ten measures of a thirty-

two-bar setting, provides a musical analog to the dramatic contrasts within the 

poem; the setting of the past warmth and love in the contrasting tonality of A 

major sets into poignant relief the present-day despair in the governing key of F♯ 

minor. (Stein & Spillman, 1996, p. 122)  

Stein and Spillman in this instance view ‘Wasserflut’ as being in its original key of F♯ 

minor rather than its changed key of E minor. 

Their chapter on motivic analysis is most pertinent to this study. As was noted in the 

previous chapter, they provide an analysis of ‘Erlkönig’ which confirms the assertion by 

Burkhart (1978) of the existence of motivic parallelism in the song. This analysis 

provides an important point of reference regarding Schubert’s compositional style. At 

the end of their discussion of ‘Erlkönig’ they argue that:  

… though the physical and interpretive demands upon performers of this song 

are sizable in and of themselves, motivic analysis can help bring nuances of 

meaning and expressivity to a performance that will enhance the experience of 

the performers and their audience. (Stein & Spillman, 1996, p. 161)   

This indicates the authors’ belief that performers can benefit from gaining an 

understanding of the motivic elements which can be present in art song. 

Suzannah Clark’s Analyzing Schubert (2011) provides a remarkable and quite 

comprehensive overview of the methods used by analysts. Most relevant to this study is 

Clark’s exposition on some of Schubert’s songs in which she demonstrates how 

traditional forms of analysis — particularly Schenkerian analysis — display limitations 

when applied to Schubert’s songs, especially those that finish in a different key to which 

they began, such as “Ganymed”. Her analysis of ‘Auf dem Flusse’, from Winterreise, is 
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also of considerable interest, as she details numerous attempts by other scholars to 

analyse this song. Of particular note is her discussion of Lewin’s 1982 analysis, which 

draws on Riemannian as well as Schenkerian concepts. The analytical issues involved in 

this song will be considered in detail in Chapter 7 of this thesis. Clark’s summary of 

analytical methods regarding Schubert’s songs serves as an outstanding explanation of 

both the methods and their application. She notes the difficulties that arise in 

approaching Schubert’s music and argues that there seems to be no one analytical 

paradigm which can be successfully applied to Schubert’s compositions. Indeed, no 

existing method appears to be sufficient in providing a complete understanding of these 

works. Clark observes that, “Instead of following conventional habits of reading 

Schubert against models of music theory, I use Schubert to question the theoretical 

assumptions in the models” (2011, pp. 269–270). 

Clark observes that much of the analysis of Schubert’s songs and other compositions is 

based largely on harmony: 

Ultimately harmony is most often assumed to harbour the deepest (or, if you 

like, the most secret) meanings in the enterprise of hermeneutics. Although 

numerous important studies on Schubert’s songs deal with meaning through 

other parameters, such as motive, phrase and formal structure, meter, mood, 

rhetoric, style, and accompaniment, by far the most dominant parameter through 

which connections of meaning between text and music are made is harmony. 

(2011, p. 90) 

Clark’s observation is certainly worth underlining, as the research undertaken here also 

observes that there has been an enormous amount of research devoted to Schubert’s 

approach to harmony, perhaps at the expense of other parameters, such as the role of 

motive. 

Another interesting analysis of ‘Auf dem Flusse’ is provided by David Damschroder 

(2010). Lewin’s article (1982) is the main springboard for his analysis, as Damschroder 

disagrees with Lewin on several analytical points. Damschroder’s analysis of ‘Auf dem 

Flusse’ will be discussed in detail in Chapter 7.  

 Susan Wollenberg (2011) provides another important recent contribution to the 

literature on Schubert. Although pertaining more to Schubert’s instrumental works, 



90 

 
 

Wollenberg notes the importance of the neighbour-note figure in Schubert’s work, 

which she observes in ‘Gute Nacht’: 

While the ‘returning-note’ or ‘neighbour-note’ motif is another example of 

common language used widely through the ages, its recurrence (and often 

prominence) in Schubert’s thematic vocabulary gives it motivic ‘fingerprint’ 

status. (2011, p. 208) 

This comment is of particular interest as numerous commentators, most notably Everett 

(1990) have commented on the importance of the neighbour-note figure in the songs 

comprising Winterreise. Wollenberg notes the significance of Schubert’s liking for 

same key major/minor tonality: 

…songs such as ‘Der Lindenbaum’; (D 911/5) and ‘Frühlingstraum’ (D 911/11) 

where the minor-key section forms a harsh contrast to the major-key 

reminiscences surrounding it. The antithesis between dreams of past happiness 

and awakening to present reality engenders disturbing contrasts in these songs 

which can be seen as having their equivalents, on a larger scale, in the slow 

movements of Schubert’s late chamber and piano works such as the String 

Quintet, D 956 and the Piano Sonata in A major, D 959. (2011, p. 19) 

Wollenberg indicates that the major/minor key changes in these songs from Winterreise 

may signify the difference between dreams and reality. This concept is also important in 

Suurpää’s study of the second half of the cycle, reviewed above. 

To conclude this section, perhaps one of the most relevant and concise observations 

concerning Winterreise, comes from an old source: Deryck Cooke, originally published 

in 1959. He believes that for many composers the “arched 5  3  (2).  1 (minor)” (p. 137) 

expresses a feeling of grief, in fact “a passionate outburst of painful emotion, which 

does not protest further, but falls back into acceptance — a flow and ebb of grief” 

(Cooke, 1973, pp. 137–138). This is a phrase which begins on the 5th degree of the 

scale, rises a sixth to the minor third, providing the ‘arch’, and descends back to the 

tonic either with or without the second degree (pp. 137–138). As one of his examples, 

Cooke notes its use in the final vocal phrase of ‘Gute Nacht’. He also observes the 

presence of this figuration at the first vocal entry of ‘Erstarrung’ (1973, p. 139). Cooke, 

as noted above, also comments on the minor 5 – 6 – 5, which has been labelled the 
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‘grief motive’ in Winterreise. He believes it to be a figure used by many composers, and 

which clearly represents grief (p. 146). In these few pages, Cooke, perhaps 

unknowingly, has unlocked some significant source motivic coherence in Winterreise, 

as will be demonstrated in Chapters 4 and 5.  

In conclusion, an overview of the major literature which discusses the construction of 

Winterreise presents several different viewpoints. While most authors acknowledge the 

existence of the Bewegung, or journeying figure, (which in any case is only present in 

some of the songs), only a few make mention of the ‘grief motive’, while others refuse 

to acknowledge any overriding motivic connections at all.  For example, Everett (1990) 

provides a convincing case for the presence of the grief motive, compared with 

Wollenberg (2011) who suggests that in Schubert’s music a neighbour-note motive 

(admittedly not specifically a 5� – ♭6� – 5� such motive) is a motivic figure commonly 

used by Schubert, and is one of his ‘motivic fingerprints’. It is worth noting that apart 

from Wollenberg’s observation, there is a surprising amount of contrast in scholarly 

points of view regarding the presence of the grief motive. Youens (1991) believes it to 

be present only in the first half of the cycle, and others such as Surpää (2014) 

acknowledge its existence but do not believe that it provides the cycle with a unifying 

motivic structure. Other authorities, such as Kramer (1994) and Barry (2000), identify 

harmonic and melodic similarities between the songs, but do not provide any real 

evidence of clear and definite motivic structure. In fact, neither of them discuss the 

‘grief motive’ in any detail, and do not seem to consider it to be a unifying force 

throughout the cycle. 

The contrast between all these ideas and viewpoints is striking. To summarise, although 

many authors note various motivic and key connections between some of the songs, 

much of the literature studied in this chapter suggests that Schubert has deliberately 

refrained from providing the cycle with an overriding motivic structure and key scheme 

in order to reflect the open-ended nature of the ‘journey’ undertaken by the protagonist. 
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CHAPTER 4 — METHODOLOGY: DETERMINING THE 

APPROPRIATE ANALYTICAL APPROACH 

As was seen in the preceding literature review, opinions vary regarding the extent to 

which a motivic structure operates across Winterreise, and although many scholars have 

found motivic coherence within some individual songs from the cycle, a definite 

motivic plan which links all the songs has not been identified. In fact, some authors 

such as Kramer (1994) and Barry (2000) are of the view that the apparent lack of such a 

plan is indicative of the tragic, existential and open-ended nature of the cycle’s text.  

This research will demonstrate a clear, coherent motivic unity which binds the 

Winterreise cycle together, and which has not been observed in the existing literature. 

Before describing the type of analytical approach which will be used to demonstrate this 

motivic structure, a brief overview of existing analytical methods appropriate to 

Schubert’s music is provided. 

4.1 What is Musical Analysis? 

Ian Bent describes musical analysis as “the resolution of a musical structure into 

relatively simpler constituent elements, and the investigation of the functions of those 

elements within that structure” (Bent & Drabkin, 1987, p. 1). He also supplies what he 

regards as a “more general definition”, which is: “that part of the study of music which 

takes as its starting-point the music itself, rather than external factors” (Bent & Drabkin, 

1987, p. 1). 

These concise statements by Bent make it clear that musical analysis represents an 

attempt to understand the structure of a piece of music through the way its various parts 

relate within themselves to form a complete and coherent entity without the 

consideration of anything external to the music itself. This is the approach taken in this 

research where, even though the imagery and texts of the songs are considered, the aim 

is to reveal musical relationships and how they contribute to purely musical coherence. 

Music analysis has existed in some form or other since the time of the ancient Greeks. It 

therefore seems that from the time of antiquity, human beings have desired not only to 

compose and perform music but to study and understand its nature. Cook (1994) notes 
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that although music has been studied through the ages, until relatively recently (in his 

view the last two hundred years or so) this interest in the analysis of music was of a 

more general nature than it tends to be today. Cook writes:  

Technical aspects of musical structure were not ignored, but they were looked at 

in the most general light, rather than in the context of individual pieces of music. 

For instance, theorists would write on the properties of the modal system as such, 

rather than on the modal characteristics of any particular composition. In fact 

these theorists were only really interested in individual pieces of music to the 

extent that the most general principles of musical structure could be derived from 

them. Once these principles had been discovered, they had no further interest in 

the individual piece, and that is why these people were not really analysts at all 

in the sense that we use the term nowadays. (1994, p. 7) 

Bent (1987, pp. 6–9) gives  an even later date than Cook for the existence of analysis as 

we know it today, maintaining that “analysis, as a pursuit in its own right, came to be 

established only in the late 19th century” (Bent & Drabkin, 1987, p. 6).   

One of the most significant historical developments in music analysis was the 1722 

treatise by Rameau which revolutionised the study of harmony.  Rameau put forward a 

theory of tonality where triads were provided with roots and inversions. Bent says that 

Rameau with this treatise provided “a highly centralized view of tonality, comprising a 

very few elements which could occur in a rich variety of ways” (1987, p. 10). Rameau’s 

ideas regarding major and minor chords and their inversions have been central to the 

view of diatonic harmony which still prevails today. Johann Joseph Fux, in 1725, also 

penned a highly important treatise entitled Gradus ad Parnassum which was essentially 

a study of counterpoint.  

The contrast between the ideas of Rameau and Fux is striking, the former concentrating 

on the harmonic, or vertical, aspect of music, and the latter on its horizontal aspect, 

counterpoint. White (2015) has observed that Haydn, Mozart and Beethoven all valued 

the Fux work. Furthermore, it is well known that Heinrich Schenker, perhaps the most 

influential of twentieth-century analysts, was an admirer of Fux.  Dunsby and Whittall 

note that in Schenker’s view, 
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 Rameau’s theories, disseminated in German by Marpurg after 1757, were not 

taken seriously by the Bachs, Haydn, Mozart or Beethoven, composers who 

remained faithful to the teachings of Fux. (Dunsby & Whittall, 1988, p. 28) 

In the early twentieth century, the British analyst and critic Donald Francis Tovey (1875 

– 1940) made a significant contribution to the history of musical analysis. Perhaps 

Tovey’s most important achievement was to educate listeners of the time in the form, 

tonality, and motivic construction of classical repertoire; that is, music up until the time 

of Brahms. Tovey, say Dunsby and Whittall, wrote for “the ordinary listener” (Dunsby 

& Whittall, 1988, p. 62). Bent (1987) makes the point that Tovey was concerned with 

audibility: “If a feature was not observable by the innocent ear of the non-expert hearer, 

then it was not worth observing” (p. 57). Thus, Tovey’s writing tends to be an 

accessible rather than overtly technical combination of analysis and music criticism. 

Tovey’s example is pertinent to my analyses in so far as the relationships to which I 

draw attention, once observed, are primarily audible. Some are more easily perceived 

than others but essentially I believe they can assist in a listener’s appreciation of the 

music. I also admire Tovey’s use of accessible language that is not forbiddingly 

technical. The significance of this observation by Bent is that Tovey’s capacity to 

provide his analyses in language that is accessible to non-expert listeners makes a 

distinction between Tovey and his German contemporary, Heinrich Schenker. Bent 

notes that two important twentieth-century musicologists who particularly value 

Tovey’s work are Charles Rosen and Joseph Kerman5 (p. 57).  

Perhaps the most important musical analyst of the twentieth century, especially in 

relation to the music of canonic German composers such as Bach, Mozart, Beethoven, 

and Schubert, is Tovey’s contemporary, Heinrich Schenker (1868 – 1935), whose ideas 

have been gradually assimilated and much discussed by the Anglo-American academic 

community during the course of the twentieth century and beyond. Because some 

aspects of Schenkerian analysis are of importance to the research undertaken here, this 

method of analysis is discussed in detail below.    

                                                 
5 There remain, however, questions concerning the quality of some of Tovey’s analyses.  Dunsby and 
Whittall, in their comments regarding Tovey’s analysis of the finale of Brahms’s C minor Piano Quartet, 
observe some alarming misconceptions on Tovey’s part. (Dunsby & Whittall, 1988, pp. 68-70) 
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Although the works of Bach, Mozart and Beethoven have been for many years widely 

considered by analysts to have a high level of coherence, it has only been in relatively 

recent times that scholars have devoted significant attention to the analysis of many 

works by Schubert. As discussed earlier, Schubert’s music was for many years 

considered relatively loosely organised in comparison with that of his contemporary 

Beethoven, whose works are widely regarded as among the most demonstrably coherent 

and unified.   

It has only been in approximately the last 50 years that scholars have begun to believe 

that Schubert’s music may not be as free in form as was assumed. Schenkerian analysis 

has played a significant role in this realisation.   

 

4.2 Schenkerian Analysis 

A simple definition of this form of analysis is not easy to provide, as it is by nature quite 

complex and Schenkerian scholars themselves are not always in agreement with all 

aspects of its application. Zbikowski describes some of the underlying principles of 

Schenker’s work in the following terms: 

First, he maintained that highly complex musical compositions were the result of 

elaborations of more basic and abstract structures. Second (and related), he held 

that musical works consisted of a number of hierarchical levels, proceeding from 

the most basic and abstract to the most complex and concrete, and that each 

successive level involved a further elaboration of a preceding level. (2002, p. 

120) 

In other words, a musical work can be viewed as a series of different levels, perhaps, to 

use an analogy, as a house is constructed, with the foundations underpinning the 

different levels and rooms. Zbikowski provides more detail regarding the Ursatz or 

“background” structure of a piece: 

An Ursatz consists of a simple two-part counterpoint. The notes with upward 

stems make up the Urlinie (or fundamental line), which descends stepwise from 

the Kopfton (or head note — here, the third of the fundamental). Below this, in 

one-to-one counterpoint, is the Brechung (or arpeggiation). (2002, p. 127) 
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The example used by Zbikowski to demonstrate this is that of a Schubert waltz which 

has a 3� 2� 1� Urlinie (F♯ E D in D major) which descends in a long-term way through the 

course of the piece over a tonic–dominant–tonic bass line, (I V I) which is referred to as 

the Brechung. Although Zbikowki’s definition of Schenker’s ideas is accurate, he does 

not go into much detail concerning the ‘middleground’ area of Schenkerian thought. He 

does, however, observe that Schenker has been criticised for leaving out “all of the 

surface detail that makes a musical work distinctive and rewarding, and that register, 

dynamics, and rhythmic figuration are often obscured or ignored” (2002, p. 131). To 

illustrate this, Zbikowski notes that this surface detail is left out of the above example 

analysis of the Schubert waltz (p. 131). 

Another concise description of Schenker’s methods is provided by Kerman, in which he 

writes that Schenker provided: 

… a systematic reduction to the level of a single triad, the tonic triad. In his 

famous series of formalized reductions, he analysed music on “foreground,” 

“middleground,” and “background” levels — the latter comprising the Urlinie 

and the Ursatz, a drastically simple horizontalization of the vertical sonority of 

the tonic triad. (Kerman, 1980, p. 317) 

He goes on to say, “The concept of hierarchies or levels and the technique of their 

manipulation constituted Schenker's most powerful legacy to the structuralist future” 

(Kerman, 1980, p. 317). The distinction between foreground, middleground, and 

background is crucial to Schenker’s methods. The foreground is the melodic and 

harmonic material that is on the surface and is easily heard by the listener; the 

middleground consists of aspects of the composition which are less obvious to the 

listener, but which are important to provide coherence on a deeper structural level; and 

the background, as Kerman says, is comprised mainly of the Ursatz, which is at a very 

deep structural level in which the composition as a whole moves from tonic to dominant 

and back to tonic. The Urlinie always descends down the scale, from the scale-degree 3, 

5 or 8, the latter descending an octave stepwise to the final note. Whichever one of these 

Urlinies is used, the first tonic of the Brechung occurs at the beginning of the Urlinie, 

with the following notes of the Urlinie occurring as a stepwise descent during the 

course of the composition. 
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In practice, the most common Urlinie is that which begins on the scale-degree 3, in a 3	�  

2	� 	 1�  motion over a tonic–dominant–tonic harmonic structure. Although Schenkerian 

scholars agree on the existence and importance of the Urlinie and Ursatz, they do not 

always agree on where they occur within a composition.  An example of this debate will 

be seen regarding ‘Auf dem Flusse’. 

Despite the at times subjective nature of Schenkerian theory, it remains the most 

widely-used form of musical analysis, particularly when examining the canon of tonal 

works by Bach, Mozart, Schubert, and Beethoven.  Schenker tended to restrict himself 

largely to the German masters of the eighteenth and nineteenth century. As Cook notes: 

Now, it is obvious that the fundamental structure is an abstraction far removed 

from the listener's experience of any given piece — especially since each form 

of the fundamental structure is shared between many thousands of different tonal 

pieces. In fact the fundamental structure is analytically meaningless in itself and 

to do Schenkerian analysis does not mean claiming that people actually hear 

fundamental structures when they listen to music. (1994, p. 41)  

It can be seen then that the fundamental structure is a framework in the background of a 

musical work that it is not expected to be consciously heard by the listener. Cook 

underlines that the middleground is more important and meaningful from an analytical 

point of view: 

Accordingly the analysis proper takes place in the middleground, or series of 

middlegrounds, that show the relationship between foreground and background; 

for this reason there is little value in presenting a background graph on its own, 

without the middleground graphs that give it content and make its interpretation 

convincing or unconvincing. (1994, p. 41)   

Therefore, for Cook, the Schenkerian middleground is often far more significant for 

analysis than the background. Similarly, it takes on greater meaning to a listener or 

performer who attempts to better understand the musical structure of a work. 

Cook (p. 27) observes that Schenkerian analysis is something that has grown out of 

Schenker’s ideas rather than being an exact observance of the material in his writings. 

In a later book, Cook (2007) provides historical background as to how Schenker’s ideas 
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became absorbed into American academic circles through Schenker’s students Felix 

Salzer and Oswald Jonas: 

Salzer’s Structural Hearing:Tonal Coherence in Music, published in English in 

1952, remained until the late 1970s the principal English-language source for 

Schenkerian theory (or at least Salzerian theory, which was not always the same 

thing). (Cook, 2007, p. 276) 

Cook’s warning regarding the difference between Salzer’s and Schenker’s ideas is well 

considered. Structural Hearing: Tonal Coherence in Music is a book which, though 

admirable in some respects, does not serve as a reliable guide to Schenker’s ideas. 

Babbitt (1952) observes that,  “A large number of concepts utterly essential to 

Schenker’s analysis are never introduced explicitly in the book …  it cannot be 

emphasized too strongly that Dr. Salzer’s volume is not, and is not intended to be, a 

substitute for Schenker’s own work.” (p. 263)  

 Cook’s 2007 exposition makes it clear that Schenker’s original ideas were modified by 

his students. Influential students such as Salzer, Jonas and Oster lectured at various 

American universities, and their interpretation of Schenker’s ideas became important in 

making them increasingly publicly accessible. Sometimes, as in the case of Salzer, this 

occurred at the expense of altering Schenker’s original thoughts. Conversely, Jonas’s 

1934 book (not published in English until 1982) does seem to constitute an intelligent 

and accurate account of Schenker’s theoretical perspective. Campbell’s review of the 

book states: 

Introduction to the Theory of Heinrich Schenker cannot be overpraised; it is 

recommended to the serious and the skeptical alike.  It fulfils the promise of its 

title (either one!) splendidly. (Review: Reviewed Work: Introduction to the 

Theory of Heinrich Schenker: The Nature of a Musical Work of Art by Oswald 

Jonas, John Rothgeb, 1983, p. 131) 

Cook also notes the contribution of Allen Forte in transforming Schenkerian theory 

“from something with the qualities of an at times embattled religious sect into a 

contemporary American college subject” (Cook, 2007, pp. 276–77).  “In addition, Forte 

has combined Schenkerian thought with his own ideas regarding atonal music to 

provide a further academic theory” (Cook, 2007, p. 277). It is debatable whether 
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Schenker, who was well known to detest the modern music of his own time, would have 

approved of this. 

Although Schenkerian analysis has been frequently used in analysing Schubert’s 

compositions, it has not always been completely successful. One reason for this is that 

Schubert’s remarkable gift for modulation may not always conform to the limited 

Schenkerian view of harmonic progression and tonal structure. Clark observes the 

limitations of this, and other forms of analysis when applied to Schubert: 

Much scholarly critique of the twentieth and twenty-first centuries has been 

occupied with overturning the strict definitions of what constitutes discipline, 

order, obedience, and learning. As many argue, the impression that Schubert’s 

music lacks these qualities is generated by looking at Schubert through the 

wrong – invariably Beethovenian – lenses. Yet despite this clear recognition that 

Schubert needs to be considered in his own terms, few have risen to the 

challenge of devising a Schubertian lens through which to peer at his music. 

(2011, p. 268) 

For the purposes of this doctoral study, it is argued that while some aspects of 

Schenkerian methods are suitable, others are not. The reason for this is that Schenkerian 

methods tend to focus mainly on the larger tonal structure of works rather than the detail 

that is audible on the surface. For example, as was seen in Chapter 1, Latham (2009) 

regards both Die Schöne Müllerin and Winterreise as representing incomplete Urlinies. 

Such a perspective may or may not be accurate but, either way, such a large-scale view 

of these song cycles overlooks much of the substance that distinguishes Schubert’s 

music, and those very qualities which are central to a listener’s (or performer’s) 

appreciation of it. As such, this research does not provide Schenkerian analyses of the 

songs, but is more concerned with demonstrating how motivic elements operate on both 

foreground and middleground levels. The application of certain Schenkerian principles 

in this study is detailed in the following section.  

4.3 Hidden Repetition and the Schenkerian Middleground  

A number of the principles which comprise Schenkerian analysis are pertinent to this 

study of Winterreise. In particular, there are many occasions when the motivic figures in 
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the foreground can be observed in the middleground as well. Interestingly, there are 

many similarities between aspects of Schenkerian analysis and the motivic perspective 

which is integral to other approaches to music analysis.  Music theorist Carl Schachter 

writes: 

Schenker’s analyses often point out the disguised repetition of figures or 

motives; the individual physiognomy of a piece often depends in part upon such 

disguised repetition. Sometimes the figure will recur at the same structural level; 

sometimes a foreground motive will be expanded to cover a considerable stretch 

of middleground6. (1999, p. 20) 

Schenker’s student, Oswald Jonas (1982, 2005) includes similar examples which 

demonstrate methods that composers have used to repeat motivic ideas in subtle ways, 

and which are not immediately apparent to the listener7. Burkhart’s paper (1978) is 

devoted to tracing these subtle repetitions in selected piano sonatas by Mozart and 

Beethoven, Chopin’s Nocturne opus 15 No. 2, and Schubert’s Erlkönig (Burkhart, 1978, 

pp. 147–167). It is important to understand when considering these hidden repetitions 

that they frequently occur over a larger time span than the original phrase. In other 

words, it tends to be an expanded version, or as Burkhart terms it, “an enlargement” (p. 

147). As noted above, Burkhart terms this phenomenon "motivic parallelism”8.  

Burkhart makes it clear that his article strongly relies on Schenkerian thought. He 

admits, however, that Schenker himself did not refer to motivic parallelism in the same 

way. Instead, Schenker referred to motivic parallelism as the simple surface repetition 

of a motive, usually in a different key (p. 168). The motivic parallelism identified in this 

analysis is that described above by Burkhart rather than by Schenker. Burkhart also 

mentions “motivic transformation” (p. 155). When he uses this term, he refers to it as 

being the direct repetition of a motive with the retention of its notes in the same order, 

but with its rhythm being changed. (Burkhart, 1978, p. 155). Therefore, for Burkhart, 

motivic transformation is something that can be observed on the musical surface on the 

foreground level, unlike the concealed relationships in his motivic parallelism that often 

cross between foreground and middleground levels. For later authors, such as McNamee 

                                                 
6 Schachter then provides an example from the Mozart piano sonata K. 283 which displays a clear 
melodic relationship between two phrases which seem at first sight unrelated. (p. 20) 
7 Jonas’s comments regarding the similar melodic shape of different sections of Mozart’s D Minor 
Fantasy for piano in particular are quite striking. (2005, pp. 6-8)  
8 His discussion of Mozart’s piano sonata K. 545 is perhaps the most accessible of his examples. 
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(1985) and Stein (1989), who further developed Burkhart’s ideas, motivic 

transformation was the literal transformation of one motive to another, as outlined in 

Chapter 1. When the term “motivic transformation” is used in this analysis, it will be in 

the sense described by McNamee. 

Although, as Burkhart (p. 169) observes, Schenker’s 1906 book Harmonielehrer 

contained many insights regarding the repetition of musical ideas, it is interesting to 

read Schenker’s own words in Free Composition (1935, 1st English edition 1979), a 

book written much later, when he comments on Sonata Form: 

 Here, as in the presentation of the song forms, it is necessary to discard the 

concepts and terminology of conventional theory. These all involve the ‘motive’ 

and are therefore most imprecise. It does not matter that so many designations 

are offered for the prolongation of the primary tone of the fundamental line 

(‘first theme’, ‘main theme’, ‘first theme-group’, and such); what matters is that 

none of these designations answers the essential question, not one explains why 

the first prolongation takes just this particular course and no other. (Free 

Composition, 1979, p. 133) 

A little earlier in the book, Schenker provides the following contrasting observation in 

relation to the song form:  

Obviously, we do meet repetitions, but, in contrast to the motivic repetitions in 

the conventional theory of form, those which I describe are usually hidden. (Free 

Composition, 1979, p. 132) 

The apparent difference between these two statements can perhaps be explained by the 

importance Schenker gives in the first quotation to the “fundamental line”(Ursatz). The 

“prolongation” he mentions refers to the prolongation of the notes comprising the 

Urlinie. It seems that, to Schenker, the “foreground” material which the listener 

primarily hears and with which the performer is engaged, is relatively unimportant to 

this bigger picture. In the second quotation he clearly says that repetition of a motivic 

idea does occur but that it can manifest in a way that is hidden and not obvious to the 

listener, thus concurring with the later Schenkerian scholars quoted above.   
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Finally, to conclude this brief discussion of Schenkerian analysis, it may be of interest 

to consider how it relates specifically to lieder. There are many existing Schenkerian 

analyses of Schubert lieder, and a comparison of these, as relating to ‘Auf dem Flusse’, 

will be discussed in the conclusion of this thesis.  It was observed in Chapter 1 that 

Schenker rarely if ever included the piano introduction of a song as part of a 

middleground structure or Ursatz (McNamee (1985). McNamee provides four different 

Schenkerian readings of the Schubert song ‘Pause’ from Die Schöne Müllerin, all 

varying to the extent that the piano introduction is included in the graph (p. 104). While 

all the examples are similar in showing a 3�	2�	1�  descent, the number of repetitions of the 

first two notes varies considerably depending on whether the introduction is included as 

part of the Ursatz. 

Fortunately, as only some aspects of Schenkerian theory are considered relevant in this 

investigation, such matters are not of primary importance; however, the analysis 

presented here will demonstrate that on many occasions during the songs of 

Winterreise, the piano introduction is of absolutely vital motivic importance to the 

overall structure of the song, as was the case in McNamee’s analysis of ‘Erlkönig’. 

Consequently, as McNamee hints, Schenker’s comparative disinterest in the piano 

introductions of lieder from the point of view of the Ursatz may be questionable. To 

further highlight this point, McNamee’s article provides evidence that in several 

Schubert songs the piano introduction and vocal line, while not seeming to have much 

in common, actually contain many motivic similarities. This finding will be confirmed 

in the research presented here. 

The following is a summary of this discussion regarding Schenkerian analysis: 

1.  The concept of the Ursatz is an important part of Schenkerian analysis, but this 

“big picture” approach may not necessarily be useful in a motivic analysis of a 

vocal or instrumental work. 

2. The “middleground” of Schenkerian thought is potentially far more useful in a 

motivic analysis of such a work, and has been used by many scholars to discover 

motivic ideas within a composition, particularly “hidden” repetitions, the 

repetition usually being an enlarged form of the original. Schubert’s Erlkönig is 

one notable song in which this approach has proven instructive. 
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3. The whole area of Schenkerian analysis is controversial and has been criticised 

by Kerman, Cook and others for missing important “surface” ideas in favour of 

the bigger picture. Nonetheless, it is evident that Schenker’s ingenious division 

of musical structures into foreground, middleground, and background layers 

provides a highly valuable analytical tool, particularly when observing the 

motivic relationships between the foreground and middleground aspects of a 

composition. 

4.4 The Motivic Approach 

A number of theorists since Schenker have shown a stronger interest in the motivic 

development of what Schenker would call the foreground or middleground.  For 

example, Zbikowski notes when discussing the relationship between cognition and 

musical structure, that:  

Motives are generally reckoned to be one of the basic building blocks of musical 

works, but they are also a bit slippery: the “same” motive typically assumes a 

number of diverse shapes over the course of a work. Thinking of a motive as a 

cognitive category makes it possible to account for its identity, as well as its 

diversity, and reveals how aspects of categorization are embodied by musical 

materials. (Zbikowski, 2002, p. 16) 

Zbikowski therefore underlines that motives can provide a coherent means of organising 

music, while also observing their tendency to transform during the course of a 

composition.  

The concept of motivic development was very important to Arnold Schoenberg, a 

contemporary of Schenker’s who, as well as being a prominent composer, was a highly 

significant and respected music theorist. Schoenberg gives a greater weighting to 

surface motivic construction than Schenker.  Schoenberg has provided a succinct 

summary of motivic development of ideas in musical composition:  

 Even the writing of simple phrases involves the invention and use of motives, 

though perhaps unconsciously. Consciously used, the motive should produce 

unity, relationship, coherence, logic, comprehensibility and fluency …  A 

motive appears constantly throughout a piece:  it is repeated. Repetition alone 
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often gives rise to monotony. Monotony can only be overcome by variation.” 

(1967, p. 8)   

The above quote illustrates Schoenberg’s belief in the importance of foreground motivic 

construction in composition; in addition, once used, the motive requires repetition and 

variation.  Kerman (1980) refers to Schoenberg as “a brilliant theorist and critic” (p. 

318) and notes that Schoenberg’s preserial compositions display a high level of 

coherence; they are organised through the use of motive, rhythm and texture rather than 

tonality (p. 318). Schoenberg’s focus on foreground motivic construction, while 

differing from Schenker’s approach, nevertheless provides further evidence of the 

importance of a unified structure; whether the building blocks of this structure are 

motivic as in the more foreground approach of Schoenberg or consist of enlargements 

and motivic parallelisms as observed by other more Schenkerian scholars such as 

Burkhart and McNamee above, the result in each case provides a form of unity within a 

composition.   

A highly influential essay by E. T. A. Hoffman (1813) on Beethoven’s 5th Symphony is 

recognised as a landmark in music criticism that promoted this approach to music 

analysis9. Before discussing the symphony, Hoffman compares the inner unity of 

Beethoven’s works to those of Shakespeare: 

In Shakespeare, our knights of the aesthetic measuring-rod have often bewailed 

the utter lack of inner unity and inner continuity, although for those who look 

more deeply there springs forth, issuing from a single bud, a beautiful tree, with 

leaves, flowers, and fruit; thus, with Beethoven, it is only after a searching 

investigation of his instrumental music that the high self-possession inseparable 

from true genius and nourished by the study of the art stands revealed. (1994, 

pp. 61–62) 

Hoffman then observes the importance of unity in the fifth symphony, observing how 

all the themes relate to each other: 

                                                 
9 Arthur Locke, who translated the article and provided commentary, notes that Hoffman’s article is also 
remarkable for the fact that most contemporary criticism considered Beethoven’s First and Second 
symphonies to be superior to the Fifth. (Locke, 1917, p. 125)  
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Above all, it is the intimate interrelationship among the themes that engenders 

that unity which alone has the power to hold the listener firmly in a single mood. 

(Hoffmann, 1994, p. 62) 

Hoffman, although acknowledging this organicism, does not go into specific detail 

about how it is achieved. However, it is obvious that he understands that the symphony 

as a whole represents not only the surface harmonic and melodic events, but also 

contains an underlying unity and organic coherence.  

Rudolph Reti, another well- known musical theorist from the 20th century, has done 

much to demonstrate the use of motivic construction in many works by major 

composers. In his book The Thematic Process in Music (1961), he provides many 

musical examples which reveal the motivic relationships between seemingly unrelated 

thematic ideas in a composition.  Kerman writes of Reti that his analysis is based:  

… not on tonality, line, or triad but on motif. Reti's demonstrations of the hidden 

identity of all themes in a musical composition — a sort of poor man's 

organicism — has had a particular impact in Britain. (Kerman, 1980, p. 317) 

Despite Kerman’s description of Reti’s work as “a sort of poor man’s organicism”, it is 

clear that Reti, like Schoenberg, was very interested in the structural function of musical 

motives in unifying a composition. Reti believed that different themes and sections of a 

single composition were strongly influenced and shaped by one or more important 

motivic ideas usually, if not always, found at the beginning of the composition.10 

Regarding Reti’s approach, Cook observes that it has some similarity to Schenkerian 

theory: 

The basic coherence of a piece of music, Reti argued, lay in its motivic patterns; 

whether or not these were bundled into easily recognizable themes was a matter 

of compositional style and not of the music's essential structure. This is rather 

similar to Schenker's distinction between surface form and background structure, 

and the similarity is the result of a basic conception shared by both analysts: 

                                                 
10 Reti’s discussion of Beethoven’s string quartet opus 135 provides a relevant case in point.  His 
numerous musical examples from this quartet illustrate the importance of the initial motivic idea at the 
beginning of the first movement. 
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each saw musical composition as the organic elaboration of some kind of 

underlying idea. (1994, p. 98)  

 This underlines some similarities between Reti’s approach and the “middleground” 

aspect of Schenkerian thought. Cook, however, is critical of Reti’s analyses, claiming 

that he picks out the evidence that fits his interpretations and ignores what does not 

(1994, p. 108). Similarly Dunsby and Whittall observe that at times his approach to 

analysis “may seem to authorise an alarming freedom in determining which notes of a 

theme represent an underlying motive” (1988, p. 91). 

Such criticisms of Reti’s work are legitimate and provide a salutary warning for anyone 

seeking to find motivic connections. However, many of his analyses, for example that 

of Beethoven’s quartet opus 135, remain very impressive in revealing important 

unifying features that are not obvious on the surface, but which account for a form of 

musical logic and unity not formerly apparent. His analysis of Schubert’s “Wanderer” 

Fantasie (pp. 101–104) demonstrates that much of the melodic and indeed rhythmic 

content of the entire Fantasie is derived from its first few bars, an observation that, as 

mentioned, will be shown to apply to Winterreise.11  Significantly, Reti observes that 

the same written notes from the beginning feature later in the work with a changed key 

signature — effectively concealing the similarities between the sections. He concludes 

with the observation that “through the effect of identical pitch plus changed accidentals, 

the work’s architecture becomes an uninterrupted cycle” (Reti, 1961, p. 104). Such 

procedures were observed in chapter 1 during the brief investigation of Die Schöne 

Müllerin and will also be seen to occur in Winterreise. 

4.5 Neo-Riemannian Analysis 

Another form of musical analysis that has been used more recently in connection with 

Schubert’s harmonic language is Neo-Riemannian. This analytical approach has mainly 

been used to understand harmonic progressions which do not conform to more 

‘traditionalist’ approaches. Although requiring the understanding of a variety of 

symbols, letters, and numbers which are different to those present in other fields of 

music analysis, at a basic level it is a harmonic approach based on the progression from 

                                                 
11 Reti demonstrates many similarities in melodic content and shape between different themes and 
movements of the work, some less obvious than others. 
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one chord to the next with minimal note changes. For example, a strong Neo-

Riemannian progression might be from C major (C–E–G) to A minor (C–E–A) with the 

only note changing from G to A. Alternatively the C–E–G of C major could move to the 

B–E–G of E minor, with the only change to the initial chord being the movement of C 

down a semitone to B. 

There are many examples in Schubert’s music where the use of Neo-Riemannian 

techniques have proven a useful way to account for seemingly unorthodox harmonic 

progressions. Clark (2011) notes this in her discussion of two of Schubert’s 

songs,‘Ganymed’ and ‘Auf dem Flusse’. Neo-Riemannian analysis has been considered 

here as it is one of the recent ways in which scholars such as Siciliano (2005) and Cohn 

(1999) have attempted to understand Schubert’s music. However, as it is of most use 

when applied to unusual modulations and tonal schemes, rather than motivic ideas, it 

will not play much part in the following analysis of Winterreise. 

 

4.6 Conclusion 

It can be seen from the above discussion that most of the major twentieth-century 

proponents of musical analysis from the Classical and Romantic canon believe in the 

concept of “organicism” (Kerman, 1980, p. 318) — that is, the way a piece of music 

evolves from its first notes to form a complete entity where all its parts relate and 

belong to each other. The approaches of Schenker, Reti, and Schoenberg, though 

perhaps at first sight not having a great deal in common, all consider this aspect of 

musical composition to be important, even if in Schenker’s case it is only as an adjunct 

to the broader large-scale approach which it encompasses. To condense the ideas of the 

theorists noted above, it is suggested here that some of the most important tools used by 

the canonic classical and romantic composers to achieve this organicism are: 

1. Using hidden repetitions, the repetition usually being an enlarged version of the 

original motive; 

2.  Related to this, repeated phrases where the recurrence captures the same or very 

similar phrase shape as the original; and 
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3. Repeating motivic figures in a foreground way, but with the notes in a different 

order and/or the rhythm changed.  

These ideas are present particularly in the writings of Schenker and his followers and 

are central to the approach of Reti. 

The writings of the scholars which have been examined in this chapter make it clear that 

most, if not all, music theorists, regardless of the school of thought they represent, 

believe on some level that motivic construction is an important contributor to the 

structure and unity of musical composition, particularly those by canonic composers 

such as Beethoven and Schubert. As has been noted, the existing literature concerning 

Winterreise suggests in contrast that there are no definite motivic ideas that pervade the 

entire cycle. It seems that no analysis from any school has successfully and 

convincingly uncovered a motivic structure that operates throughout Winterreise. 

Though motives such as the “grief motive” have been observed by numerous 

authorities, it is not considered in itself to constitute comprehensive evidence of a 

motivic plan which operates across the cycle as a whole. On the contrary, this thesis 

proposes that the motivic coherence of Winterreise grows organically from the piano 

introduction of ‘Gute Nacht’, the very first song of the cycle. The motives presented 

there can be observed in various forms and transformations in all the other songs in the 

cycle. 

The analysis beginning in Chapter 4 draws largely from the analytical methods of 

Schenker and Reti. Some Schenkerian principles will be applied regarding the 

foreground and middleground of the songs, in the way that was noted above in the 

writings of Schachter, Jonas, and Burkhart. However, the more central core of 

Schenkerian analysis which concerns the background Ursatz is not the focus of this 

analysis, although it will be considered on occasion in relation to some individual songs. 

In adapting the organicist model developed in their different ways by Reti, Schoenberg, 

and Schenker, the method of analysis presented here does not represent anything new. 

New knowledge is acquired through the application of this method which reveals a rich 

motivic structure underlying Schubert’s cycle that has not been observed before. 
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CHAPTER 5 — NEWLY IDENTIFIED MOTIVIC IDEAS IN 

WINTERREISE: THE FIRST TWELVE SONGS 

5.1 Introduction 

Winterreise has inspired much discussion concerning whether there is a coherent 

unifying motivic structure which operates throughout the cycle. As was outlined in 

the literature review, many scholars believe that no such motivic coherence is 

present and, to date, no convincing argument has been put forward to support its 

existence. The position expressed here is that such a structure does exist, and that 

many, if not all, of the significant motivic elements are found both in the first 

song, ‘Gute Nacht’, and moreover in the six-bar piano introduction to that song.  

5.2 Motivic Figures in the Piano Introduction to ‘Gute Nacht’ 

5.2.1 Overview  

To briefly summarise, authors have identified and commented on two primary 

recurring motives in the cycle: 

1. The ‘grief motive’ (Everett, 1990), or ‘sighing motive’ (Youens, 1991), 

involving the semitone between scale degrees 6 and 5 of the minor scale. 

2. The ‘journeying figure’, which consists of repeated chords, usually 

quavers, and is thought to represent the walking motion of the protagonist 

as he undertakes his journey. 

Some individual authors, such as Youens and Moore, have identified other 

motives, such as the similarity of the ascending scalic semiquaver figure in the 

piano part of bar 16 of ‘Gute Nacht’, to figures in ‘Auf dem Flusse’ and ‘Der 

Wegweiser’. Beyond such specific observations, there is little concerning 

recurring significant motives. No author has identified any motives that have been 

shown to recur across, and thus connect, all the songs in the cycle. This research 

will demonstrate how the piano introduction of ‘Gute Nacht’ contains six 

significant and closely related motives which feature prominently throughout the 

entire cycle. These six motives are identified in Example 5.1. 
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Example 5.1: Piano introduction of “Gute Nacht”. 

M1, the initial four-quaver melodic figure (F – E – D – A) begins in the right hand 

at the end of the first bar and continues into bar 2. Across transpositions into 

various keys, it consists of the descending scale degrees 3 – 2 – 1 before falling to 

5. This four-note figure recurs very frequently during the songs of Winterreise in 

many different keys and note orders.  

 

 

Example 5.2: M1 

M2 is the scalic descending dotted figure which descends from the minor third to 

the tonic (F – E – D) at the end of bar 2. This is closely related to the initial 4-note 

figure, though the dotted rhythm is significant in distinguishing it from M1.  

 

 

Example 5.3: M2 

The existing literature does not draw attention to the fact that the first appearance 

of M3, known as the ‘grief motive’, can be found in the piano introduction of 

‘Gute Nacht’, in the inner part of the right hand at the end of bar 2 through to bar 4 

(A – B♭ – A). In fact, its first occurrence at the end of the second bar is in 

counterpoint with Motive 2. Its appearance here is admittedly subtle and concealed 

within the texture but its presence remains significant given its later prominence in 

many forms. 
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Example 5.4: M3 

M4 comprises the melodic movement outlining the interval of a perfect fourth (A 

– D – A) between dominant and tonic. This motive is a three-note figure which 

runs dominant–tonic–back to dominant or its inversion, tonic–dominant–back to 

tonic. It occurs several times in bars 4 – 6, both in octaves and in the inner right 

hand part. This motive is also closely related to the initial 4-note figure, M1. 

Although melodic movement between dominant and tonic may not be unusual in 

itself, it is the return to its starting note (tonic – dominant – tonic or dominant – 

tonic – dominant) which gives it the distinct identity of a motive. The inner right 

hand line in bars 4 – 6 shows the presence of this motive, moving from A to D and 

back to A several times as shown below. To highlight this figure, it additionally 

appears in octaves in the right hand: 

 

Example 5.5: M4 

M5 is the four descending scalic semiquavers in the right hand melody line which 

move from the subdominant down to the tonic (G – F – E – D) in the second half 

of bar 5. This motive does not recur as frequently as the others, but is observed in 

various keys, and also in an augmented form throughout the cycle. In addition to 

being present in semiquavers in bar 5, as noted above, it occurs an octave lower in 

an expanded form in the top voice of the left hand, beginning with the G at beat 2 

of bar 5 and continuing on until the first beat of bar 7. Although motive M5 is 

defined here as only a four-note figure, there are times when it is immediately 

followed by motive M6, as occurs in the introduction to ‘Gute Nacht’. 

Rhythmically, M5 occurs during the cycle very frequently with notes of the same 

length, as in ‘Gute Nacht’ (four semiquavers), but also with other rhythmic values 

such as triplets.  The mordent in this figure as it first appears is not considered part 

of any motivic function, although in at least one song (‘Erstarrung’) it seems to 

have some relevance. 
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Example 5.6: M5 

M6 contains a repeated tonic – leading-note – tonic, or 8� − ♯7	� − 8�, figure (D – C♯ 

– D) in the piano right hand at bar 6 which concludes with the D at the beginning 

of bar 7. As with M4 it is the return to the tonic (tonic – leading-note – tonic) 

which defines it as a distinctive motivic figure. As noted above, at times 

throughout the cycle motive M6 is immediately preceded by M5, as occurs in the 

introduction of ‘Gute Nacht’.  This association lends weight to their significance. 

 

 

Example 5.7: M6 

It is important to underline that, though all of these motivic ideas are used separately, 

there are close relationships between them. M2 and M4 are closely related to M1, and 

M3 and M6 represent semitone neighbour notes above and below notes from M1. 

Example 5.8 below illustrates these relationships. 

The relationship between motives M1, M2 and M4 is particularly significant as M2 and 

M4 are not really new motives intervallically but represent the first and second parts of 

M1 respectively, with M2 introducing the dotted rhythm. The detailed nature of the part 

writing of the piano introduction of ‘Gute Nacht’ is noteworthy. Most significantly, the 

inner right hand part outlines for the first time motives M3 and M4, and a version of M5 

is outlined in the upper left hand part as noted above. Also, the motivic figures overlap, 

with M3 being present under M2 in the second and third bars, the final D of M4 

concluding in the inner right hand part as M5 begins in the upper part, and the 

appearance of M5 in quavers in the upper left hand part overlapping with M6 in the 

upper right hand part.  
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M1 

  

 M2 

(usually with dotted rhythm) 

M3 

 

M4 

 

M5 

 

M6 

Example 5.8: Illustration of the melodic similarities between the six separate 
motivic figures. 

The ‘journeying figure’, as identified by Youens (1991, p. 127) is present in the 

first chords of the piano introduction of ‘Gute Nacht’ before the entry of the top 

right hand line. However, although this figure is definitely significant as a 

rhythmic motive in some of the other songs of Winterreise, it is difficult to ascribe 

the same level of motivic significance as the other melodic motives defined above. 

The analysis presented here is primarily concerned with melodic motives, with 

aspects such as rhythm and texture also referred to where they have a unifying role 

between songs. 

It is therefore possible, as motives M2 and M4 are drawn from M1, and as motives 

M3 and M6 consist of two of the notes of M1 with the addition of an auxiliary 

note, to view many of the motivic figures in Winterreise as bearing a discernible 

relationship to the first two bars of the piano introduction of ‘Gute Nacht’. 
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Furthermore, as the journeying figure is not a melodic figure, but consists more of 

the establishment of a feeling of pulse, it may be possible to view a large part of 

the melodic content of Winterreise as stemming from the first four notes of the top 

right-hand piano part of bars 1 and 2 of the piano introduction to ‘Gute Nacht’ (F – 

E – D – A). 

Each song in the first part of the cycle will be explored individually in this chapter 

to demonstrate how these six motivic figures recur in different forms. Given the 

fundamental significance of Motive 1 from which the other motives can be seen to 

have been derived, it is important to underline that this motive takes various forms 

by reordering its intervals. Historically composers have developed and 

transformed motives in various ways. Schubert’s approach to this in Winterreise is 

not inconsistent with Beethoven’s ways of developing musical ideas.  Processes of 

inversion and retrograde are widely recognised ways through which a motive can 

be transformed. Further, symphonic procedures have explored manifold ways in 

which ideas could be developed organically such as the altering of intervals and 

note order. The numerous appearances of the various forms of M1 are clearly not 

intended to be obvious to the listener at each recurrence: that no one has observed 

them before now underlines how subtly they have been concealed. Schoenberg 

(1967) observes the importance of variation in the use of motivic ideas: 

Whether a motive be simple or complex, whether it consists of few or 

many features, the final impression of the piece is not determined by its 

primary form. Everything depends on its treatment and development (p. 8). 

In the case of Winterreise, numerous examples of the reordering of the notes of 

M1 seem clear. Frequently, the first vocal entry of the songs provides a 

restatement of this motive. One of the most common reorderings of the notes of 

M1 is that of retrograde. The following example from ‘Mut’ illustrates this, the 

first four notes comprising M1 in retrograde; both this example and the others 

following show first the key of the song in which the version of M1 appears, and 

underneath the same bars transposed into the key of D minor as M1 first appears in 

‘Gute Nacht’.  



115 

 
 

 

 

 

Example 5.9: ‘Mut’, first vocal entry, bars 5 – 7, showing the retrograde form of 
M1; a transposition to the original D minor of ‘Gute Nacht’ is also included for 
reference. 

This is one of many examples throughout which illustrate this use of M1 in 

retrograde. Such passages show relationships between different forms of what are 

essentially and unambiguously variations of the same motive. Another  reordering 

of the notes of M1 is clearly present at the first vocal entry of ‘Die Wetterfahne’ 

(Example 5.10); and also in the first vocal entry of ‘Frühlingstraum’ (Example 

5.11), where it appears in the major key with the addition of a neighbour note (A 

minor in ‘Die Wetterfahne’ and A major in ‘Fruhlingstraum’). Again, versions of 

these excerpts in the key of D are shown. 

 

 

 

Example 5.10: ‘Die Wetterfahne’, first vocal entry, bars 5 – 7 

 

 

Example 5.11:  ‘Frühlingstraum’, first vocal entry, bars 4 – 6  
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An example which shows a different version of this same note ordering is that of 

the first vocal entry of ‘Erstarrung’. Although the tonic C occurs on the way up to 

the E♭, the same melodic shape is clearly evident. 

 

 

Example 5.12 ‘Erstarrung’, first vocal entry, bars 7 – 9.  

Once such examples are placed side by side in the same key, the relationships 

between them are very clear. Variety is provided through the use of different keys, 

rhythms and metrical placements, and so forth, but the common source is clear.  

A noteworthy example which features a different note ordering of M1 is the first 

vocal entry of ‘Im Dorfe’. Its use is very subtle and does not appear to have been 

noticed before now even though it is written in the same D tonality as ‘Gute 

Nacht’, although in D major rather than D minor (Example 5.13). 

 

 

Example 5.13: ‘Im Dorfe’, first vocal entry, bars 6 – 9, showing a subtle 
reordering of the notes of M1. 

The above examples illustrate only a few of the many instances of the variety with 

which M1 appears throughout the course of Winterreise. Once one accepts the 

notes of M1 as a motive, there are many further forms of it that are less obvious 

but can be traced back to the same source, which is, as noted above, the first four 

notes of the first song, ‘Gute Nacht’. These different forms of M1 need to be 

identified, and the method which will be used is explained below. 
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5.2.2 The Note Ordering of M1 

The method of distinguishing the note order of M1 during the course of the cycle 

will be by letter, the note order of the motive’s first appearance at the very 

beginning of ‘Gute Nacht’ being called M1A. Given the four separate notes which 

comprise this motive, there are 24 possible note combinations. However, the 

situation is more complex. 

When identifying occurrences of M1, the same note order median – supertonic – 

tonic – dominant (3 – 2 – 1 – 5) can be maintained but the final scale degree 5 

either falls a fourth or rises a fifth. Whenever this situation occurs it is considered 

to be a new note order, as the melodic effect is different. Theoretically, then, there 

become not 24 but 96 possibilities for the note order, assuming the four notes lie 

within the span of an octave. It will be seen from this analysis that Schubert does 

not use all of the possible combinations of M1 and that some note orders are far 

more frequent than others. There may be some subjectivity regarding the exact 

note order of M1 at times, especially when one or more of the notes of the motive 

are repeated (for example, in the case of the first vocal entry of ‘Gute Nacht’ or 

‘Wasserflut’). To avoid confusion, this analysis will almost always follow a set 

rule in determining the various note orders of this motive. This rule states that 

when notes from M1 are repeated before the final note of the motive is reached, 

the clearest result is provided by working backwards from the end of the phrase, 

and therefore considering the last repetition of a repeated note to form the relevant 

note order of M1 which is sounded. The following illustration from ‘Gute Nacht’ 

should assist in explaining this. 

 

Example 5.14: ‘Gute Nacht’, vocal part, bars 10 – 11, showing the note order of 
this version of M1. The F is repeated; according to the methodology used here, the 
final F is the one that is used to classify the form of M1 used as A – E – F – D or 5 
– 2 – 3 – 1 in the key of D minor. 

Another example which illustrates the value of this approach is that of the first 

vocal entry of ‘Erstarrung’. 
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Example 5.15: ‘Erstarrung’, first vocal entry, bars 7 – 9, with the notes marked x 
showing the form of M1 used. The final note, C, or D in the transposed example, is 
used to define the note order rather than its earlier occurrence at the end of bar 8.  

Although there are other ways to identify the different versions of M1, this method 

is straightforward, and in most cases successfully captures the melodic effect of 

each different version of M1. An exception to the rule will occur on occasions 

when a version of M1 may not exactly conform to, but so clearly resembles, one of 

the most frequently-used note orders that it makes sense to override the rule and 

label it as such. This situation occurs only a few times during the course of this 

investigation and Example 5.16 from ‘Mut’ provides one such instance. 

 

 

 

Example 5.16: ‘Mut’, first vocal entry, bars 5 – 7, in both its key of G minor and 
transposed to the D minor of ‘Gute Nacht’. The initial M1 in retrograde is clear; 
but the note order of the descent in bars 2 and 3 is less certain. Although 
technically the note with the arrow above it defines a version of M1 other than the 
original 3 – 2 – 1 – 5 descending figure from the beginning of ‘Gute Nacht’, it so 
closely resembles it in shape here that it is considered as this original form rather 
than the 3 – 1 – 2 – 5 it would be if the rules laid down above were followed 
exactly. 

It is important to emphasise that this slightly altered approach is only used in 

situations where there is considerable repetition of the notes of M1 in the melodic 

line. Whatever method is used to exactly define the note order of M1, the above 

example from ‘Mut’ illustrates how prevalent these notes can be, as the entire two-

bar phrase is comprised only of these four notes. 
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5.2.3 The Most Frequently Used Note Orders of M1 

Before providing a table which references the various forms of M1, it is important to 

note that although many forms of the motive have been found, there are three note 

orders which occur far more frequently than any others. These are the original note 

order found at the beginning of ‘Gute Nacht’ (3 – 2 – 1 – 5 descending), the note order 

found at the first vocal entry of the second song,‘Die Wetterfahne’ (5 – 3 – 2 – 1 with 

an ascending leap of a sixth between the first two notes and then a stepwise descent to 

the tonic), and the retrograde (5 – 1 – 2 – 3 ascending), which, as will be seen, also 

occurs initially in ‘Gute Nacht’. All three of these forms were considered in the 

introductory remarks above. 

5.2.4 Identification of the Versions of M1  

Although all the motivic figures identified as motives M1 to M6 occur within the 

cycle, M1 is by far the most complex. A reference is provided here to enable the 

reader to identify the different versions of M1 which occur. For the purpose of 

convenience, all the versions of M1 seen below are written in D, the key of ‘Gute 

Nacht’. Naturally, in the course of the cycle the examples of M1 occur in a wide 

variety of keys and rhythms. Twenty first occur in the minor mode, and six appear 

first in a major key. All except one (M1Q) occur within the span of an octave. 

Example 5.17 below lists the different versions of M1. 

The analysis used here has identified 26 separate forms of M1, coincidentally the 

same number of letters present in the alphabet. However, the main objective is to 

quantify and provide a rational approach in assimilating the large number of 

different appearances of the same motivic figure M1 which pervade Winterreise. 

Three middleground versions of M1 are included in the above example: M1G, 

M1Q and M1W.  It was felt that these forms of M1 were clear enough that they 

should be included here. 
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Example 5.17: Versions of motive M1 in Winterreise. 

The final figure, M1*, which occurs several times, is included as an extended 

version of M1. This is the scalic figure rising from scale degree 1 to 5, usually 

with a dotted rhythm, which occurs on multiple occasions, most notably in ‘Auf 

dem Flusse’, ‘Rückblick’, ‘Der Stürmische Morgen’, and ‘Der Wegweiser’, two of 

which are shown below in Examples 5.18 and 5.19.  

 

Example 5.18: ‘Auf dem Flusse’, first vocal entry, bars 5–8, showing an 
appearance of M1* in bars 5 – 6.  The close relationship between M1* and other 
forms of M1 is evident as bars 6 – 7 contain a similar figure which because of the 
low B introduced is categorised as M1D. 
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Example 5.19: ‘Der Wegweiser’, vocal part, bars 17 – 19, showing another 
appearance of M1*, this time in the key of G minor. Again the dotted rhythm is an 
important feature of this motive.  

This figure, which contains the notes of M1 plus the subdominant of the scale, is 

referred to as M1(*) as it is not M1 but is closely related to it and probably derived 

from it. It also has a close relationship to M2, with the pitches and rhythm of the 

first three notes forming a retrograde of M2.  

5.2.5 Classification of the Other Motives  

With the exception of M5, which in any case is defined by its descending 

subdominant-to-tonic scalic formation, the other motivic figures listed here 

contain fewer notes than M1. Nevertheless, different versions of M4 occur; this 

figure varies between a dominant – tonic – dominant and tonic – dominant – tonic 

formation. The former (D – T – D) will be referred to as M4A and the latter (T – D 

– T) M4B.  Also, on a few rare occasions, there are many consecutive repetitions 

of M4. When this occurs it will be referred to as M4C. Although M3, the ‘grief 

motive’, is clearly present in the songs of Winterreise, it will not be highlighted in 

musical examples provided as much as the other motivic figures as its presence 

has been widely identified in the literature. 

5.3 Gute Nacht 

As shown above, ‘Gute Nacht’ announces all six motivic ideas that have been 

identified through this research in its piano introduction, after which they occur 

frequently throughout the cycle. The following comments will attempt to illustrate 

the way in which these motivic figures appear. Although clearly present 

throughout, they are transformed through changes to the keys in which they 

appear, rhythmic variation, and, regarding M1 and to a lesser extent M4, the note 

order.  This variety will be examined below. In particular, the first four melodic 

notes of ‘Gute Nacht’ which comprise M1 occur repeatedly throughout the cycle 

in a wide range of different keys, both minor and major. The combination of Ms 5 
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and 6, M6 following M5 as in the introduction of ‘Gute Nacht’, also recurs 

frequently in other songs of the cycle. 

‘Gute Nacht’ contains numerous examples of M1, perhaps most clearly at the first 

vocal entry in bars 7 – 11. All the notes comprising this phrase are drawn from 

M1; after a statement of M1A, two further forms of M1 are in evidence. 

  

Example 5.20: ‘Gute Nacht’, first vocal entry, bars 7 – 11. All the notes from this 
phrase are drawn from M1. The order of the first four notes, as in the piano 
introduction, is designated M1A, while the notes in the middle are designated 
M1B, with the note order concluding the phrase, marked by the x figures and used 
as an example above, being defined as M1C.  

Bars 15 – 17 of ‘Gute Nacht’ illustrate another version of M1which will be 

referred to as M1D. This is a retrograde version of M1A, appearing in these bars in 

F major, the relative major of ‘Gute Nacht’s’ tonic of D minor. 

 

Example 5.21:‘Gute Nacht’, bars 15 – 18, showing the appearance in F major of 
M1D in both vocal and piano parts. 

M1 can also be seen in bars 28 – 29 and 32 – 33, in the bass line of the piano, 

which will be referred to as M1E. The notes in the top right hand line of the piano 

part at bars 32 – 33 clearly relate to the shape of M1, though a C♯ leading note is 

inserted. 
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Example 5.22: ‘Gute Nacht’, bars 32 – 33, illustrating the appearance of M1E, in 
the bass line of the piano. The top line of the piano right hand also forms M1, but 
the C♯ prevents it from being a perfect example. 

Bars 24 – 29 are significant in that the piano part in bars 25 and 27 contains a clear 

example of M3 (A – B♭ – A). The E – F – E figure at bars 24 and 26, though 

similar in nature, is derived from bar 9, in the first vocal entry, and consists of two 

of the notes of M1.  This is shown below in Example 5.23. 

The ascending D minor scale in the vocal part of bars 27 – 29 shown in this 

example is also significant. It occurs in a more obvious scalic formation at bars 42 

– 43 and 46 – 47, but is clearly suggested at bars 27 – 29. A discussion of this 

figure and its derivation is provided below. 

 

Example 5.23: ‘Gute Nacht’, bars 24 – 29, showing the two neighbour-note 
figures in the piano part, one representing M3 and the other being taken from M1.  

Although later songs in Winterreise have more extended scales, this is the first 

indication that a complete scalic figure may be a significant recurring idea in the 

course of the cycle. It seems very possible that this scalic figure in bars 42 – 43 

and repeated in 46 –.47 is a completion of the curious earlier scalic figure noted 

above by Moore and Youens in the piano part at bar 16. Bars 27–29 also show a 

very close resemblance to bars 42 – 43 and 46 – 47.  Bars 16 – 17, as discussed 

earlier, contain an appearance of M1D. 



124 

 
 

 

Example 5.24: ‘Gute Nacht’, bars 16 – 17, showing the curious ascending scalic 

figure noted by Moore and Youens. The B♮ is significant in suggesting that it is not 

a tonic-to-dominant-scale, as encountered in later songs, such as ‘Auf dem Flusse’ 
and ‘Der Wegweiser’. 

 

Example 5.25: Vocal part of ‘Gute Nacht’, bars 42 – 43, showing the same figure, 
but extended to form a D-minor scale. This has been anticipated at bars 27 – 29, 
where the vocal line forms a D-minor scale which closely resembles the above 
figure.  

 

Example 5.26: Vocal part of ‘Gute Nacht’, bars 27 – 29, showing an earlier 
version of this scalic figure. The repeated A at the beginning of bar 28 sets it apart 
from the figure at bars 42 – 43 shown above. 

The above examples provide evidence to support my earlier argument that it is best not 

to regard the scalic figure at bar 16 as being related to the similar figure which forms the 

first five notes of a minor scale in ‘Auf dem Flusse’ and ‘Der Wegweiser’. Rather, the 

figure in bar 16 appears to be an early hint at what is to come in ‘Gute Nacht’, with the 

B♮ moving to C over C major harmony at bar 17, but later moving instead to C♯ to 

become the final part of a D minor scale at bars 27 – 28 and being quoted exactly as part 

of this same D minor scale at bars 42–43. Because of these considerations, it is believed 

best not to label the ascending scalic figure in bars 16 – 17 as the diatonic M1* which is 

to be found in later songs from the cycle. Example 5.21 above also illustrates how this 

figure derives from M1D. 
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It was noted earlier that bars 32 – 33, representing the end of the first stanza of the 

song, provide an example in the top line of the piano part which strongly suggests 

M1, with the C♯ at the end of bar 32 preventing it from being a perfect example. 

Bars 32 – 33 are shown again below, the top line A – F – E – C♯ resolving to a D 

in bar 33. The figure, however, clearly contains the four notes F – E – D – A 

which comprise M1.12 

 

Example 5.27: ‘Gute Nacht’, bars 32 – 33, the piano top line being given a virtual 
version of M1; the C♯ at the end of bar 32 technically prevents it being called M1. 
As previously noted, M1E is present in the bass line of the piano part. 

In addition to this figure’s occurrence here in the piano part of bars 32 – 33, it is 

also present in the vocal line at bars 64 – 65 and 96 – 99, again at the end of the 

different stanzas of the song. In addition, it is present in a more subtle way in the 

inner right hand piano part in the postlude at bars 103 – 104. M6 is also present, 

arranged between the inner right and left hand parts. 

 

Example 5.28: The A – F – E – C♯ figure concealed, along with M6, in the piano 
postlude of ‘Gute Nacht’. 

                                                 
12 It was observed at the end of the literature review that Cooke (1973) ignores the C♯ and actually calls 

this figure an example of the “arched 5 – 3 – 2 – 1” minor which he believes to represent grief (pp. 137-
138). This figure is of course referred to here as M1F. 
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This discussion has identified the six motivic figures which are present in the 

piano introduction of ‘Gute Nacht’, and illustrates that five separate forms of M1 

are present, not including the A – F – E – C♯ figure noted above.  It will be 

observed shortly that the shape of this A – F – E – C♯ figure will become an exact 

form of M1 in the next song, ‘Die Wetterfahne’, in the key of A minor. 

 

5.4 Die Wetterfahne 

This song, though short, contains a surprising amount of motivic complexity.  

Various authors have noted how the agitated semiquavers of the piano 

accompaniment represent the wind blowing the weathervane around13. Youens 

refers to the agitated piano introduction as an‘icy blast’ (1991, p. 135). Feil (1988) 

and Youens (1991) both note the importance of the unison, and frequently 

unharmonised nature of much of this song. Indeed, Feil observes that 26 of the 51 

bars of the song are in unison14. Youens comments that: 

The wintry forcefulness of the song's climate is evident first and foremost 

in the unison writing: nowhere else in the cycle does one find an entire 

introduction, complete phrases, and the instrumental interludes thus 

unharmonized, nor are there precedents in earlier songs by Schubert or 

anyone else. (1991, p. 135) 

These observations indicate a clear agreement amongst scholars that Schubert has 

used the agitated semiquavers of the piano part and the unusual number of unisons 

to create a stark, turbulent winter scene. 

Although Youens (1991, p. 135) notes that the third stanza of ‘Die Wetterfahne’ is 

twice repeated, she does not provide a detailed analysis of the song’s form. It is 

difficult to classify its form as it is not strophic, nor can it be claimed to be 

through-composed, as the icy unison passage from the first vocal entry returns for 

stanza 3. The repetition of stanza 3 is slightly varied again. Although the song has 

                                                 
13 In an earlier article Youens writes that in bars 15 – 18 the placement of strong syllables as the vocal 
part ascends ‘seems a deliberate depiction of the gusts of wind that buffet the weathervane’ (Youens, 
1984, p. 34). 
14 This number 26 appears to include both the piano part by itself when in octaves as well as the 
additional unisons between voice and piano.   
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elements which defy conventional structures, it can perhaps best be viewed, like 

many other songs comprising Winterreise, as a combination of strophic and 

through-composed forms. 

The piano introduction highlights several motivic figures, including the ‘grief 

motive’ (M3). This motive can also be identified in the background in bars 8 – 9 

and on several other occasions, notably 19 – 20, 23 – 24, 27 – 28, 30, 38 – 39, 40 

and 48.  

As will be found in many subsequent songs from Winterreise, many of these 

motivic recurrences are repetitions of, or closely resemble, previously stated 

material. For example, in ‘Die Wetterfahne’, the appearance of the grief motive in 

the piano part at bars 23 – 24 very closely resembles its appearance in the piano 

introduction. As the grief motive (M3) is so prominent in this song, the piano 

introduction is given below as Example 5.29, with the grief motive marked as M3.  

In the second half of bar 2 this figure is repeated an octave lower15. Throughout 

the songs, Schubert makes use of variations of this motive, sometimes using 

octave displacements, sometimes disguising it around passing notes, sometimes 

using it in the major key, and sometimes simply using it as a two-note motive 

beginning on the flattened sixth and falling a semitone down to the fifth16. Everett 

(1990) provides considerable detail regarding many of these occurrences. 

The piano introduction of ‘Die Wetterfahne’ provides a subtle but unmistakeable 

reference to M1. The E – A – C which comprise the first three notes are drawn 

from this motive, while the missing B is introduced at the end of bar 3 and is very 

prominent in the trills and semiquavers which conclude the introduction in bars 4 

and 5. Although suggested, this possible appearance of M1 in the introduction is 

considered too vague to classify as a definite form. However, the first four notes of 

the initial vocal entry form a clear version of M1 (E – C – B – A or 5 – 3 – 2 – 1) 

after its suggestion in the introduction. 

M5 is also present in this piano introduction. Although it is tempting to consider 

the descending scalic figure from subdominant to tonic (D – A) as a coincidental 

                                                 
15 Also, although M3 is marked in the example as beginning on the tened sixth (F), it is possible to see it 
as beginning on the previous note E, a displacement of an octave. 
16 Der Lindenbaum’, the fifth song in the cycle, represents a good example of many of these variations. 
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part of this introduction, it occurs so frequently in the song on its own account that 

it is labelled here as M5. 

 

Example 5.29: Piano introduction of Die Wetterfahne, bars 1 – 4. M1 is suggested 
at the beginning and end of the introduction, and M3 is clearly outlined. M5 is 
also present. 

This first vocal entry of ‘Die Wetterfahne’, from the end of bar 5 through to bar 9, 

is shown below as Example 5.30. As noted above, the four notes of M1 are formed 

in A minor at its very beginning. The note order, however, is different to that of its 

first occurrence in ‘Gute Nacht’. In ‘Die Wetterfahne’ the dominant (E) appears 

first before the descending figure from the third to the tonic. This will be referred 

to as M1F. It is significant that this note order occurred numerous times in ‘Gute 

Nacht’ in the key of D minor but with the addition of a C♯ leading note which 

prevented it from being identified as a completely clear version of M1. However, 

the presence of this figure in the piano postlude of ‘Gute Nacht’, shown above, 

provides a clear means of linking the two songs. M3 is also noted (E – F – E) in A 

minor, while M5 is present once more, this time more clearly than in the piano 

introduction. 

 

Example 5.30: First vocal entry of Die Wetterfahne, bars 5 – 9.The first four notes 
show M1F, while M3 and M5 are also present. This entry is in unison with the 
piano part. 

This initial vocal entry is repeated at bars 24 – 28, and occurs again slightly varied 

at bars 35 – 38. This variation in bars 35 – 38 is worthy of some discussion, as the 

change which has taken place is the substitution of the first vocal bars (bars 5 – 6) 

which contain M1F with a bar that instead features the notes of M5, D – C – B – A 

in the tonic A minor, with an A instead of an E being used to begin the phrase at 
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the end of bar 34. A retrograde version of M5 is also present in these bars. A 

comparison of these two sections is shown below. The presence of the D – C – B – 

A of M5 in the piano introduction and in bar 7 would perhaps not be as significant 

except for the fact that its importance is underlined so strongly at bars 35 – 36. 

 

Example 5.31: ‘Die Wetterfahne’, bars 5–9, shown as a comparison to bars 34–38 
below. 

 

Example 5.32: ‘Die Wetterfane’, bars 34 – 38, showing the increased presence of 
M5. 

The piano part at bars 19 – 20 contains a version of M3, and the new material 

introduced at bar 30 clearly displays this figure in the vocal part (C – D♭ – C, in F 

major), and is repeated and further developed at bars 40 – 43. 

‘Die Wetterfahne’ closes as it begins, with material from the piano introduction 

used as a postlude. 

5.5 Gefrorne Tränen 

In a similar fashion to ‘Gute Nacht’ and ‘Die Wetterfahne’, the piano introduction 

to ‘Gefrorne Tränen’ introduces the motivic figures to be developed in the song. 

The top line of the piano right hand outlines three of the four notes which 

comprise M1 in F minor, (G – A♭ – C) but without the tonic F, while the left hand 

is given M4. It is important to emphasise that while it is common for tonal music 

to contain a bass line which moves from dominant-to-tonic and vice versa, the 

number of immediate repetitions that feature in this figure in Winterreise justify its 

designation as a motive in its own right. Here, in the piano introduction of 

‘Gefrorne Tränen’, it is repeated three times (C – F – C – F – C – F), including a 

variant where middle C, rather than the C an octave below, is introduced as a 

minim. The large number of repetitions of this figure defines it as M4C. In 
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addition, the presence of M3 can be observed in the middleground of the piano 

introduction. The ‘x’ markings in the Example 5.33 illustrate its occurrence.  

The second part of the piano introduction, from the end of bar 3 to the final 

cadence on the dominant at bar 7, introduces a curious left hand figure which 

begins on a D♭ and descends by scale. This figure can be viewed as a combination 

of M5 and M6 in A♭ major. The top right hand line of bars 4 and 5 strongly 

suggests M5 in A♭ major. The introduction is shown below. 

 

 

Example 5.33:‘Gefrorne Tränen’, piano introduction, bars 1 – 7, showing the 
occurrence of Motives 3, 4, 5, and 6, while 3 notes from M1 are also present. The 

‘x’ shows the appearance of M3 (C – D♭ – C) in middleground on two different 

levels. M4C (C – F – C repeated) is quite clear, while M5 and M6, in the key of A♭ 

major, are a little more hidden. M3 appears as part of the other motives, for 

example in bar 1 as part of M1in F minor (C) and in bar 3 as part of M5 in A♭ 

major (D♭ ). Though not marked, M5 is also suggested in the right hand in bars 4 

and 5. 

The middleground appearance of M3 in the piano introduction is shown below in a 

diagrammatic way which may make its appearance clearer. 

 

Example 5.34: M3 in middleground in the piano introduction. 
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The appearance of M5 and M6 noted above is supported by the structure of both 

the vocal and piano parts in bars 8 – 17. Bars 3 – 5 of ‘Gefrorne Tränen’ are 

shown once more below, along with M5 and M6 as they appear in the piano 

introduction of ‘Gute Nacht’, but transposed to the key of A♭ major, which is 

relevant to ‘Gefrorne Tränen’. Despite the presence of the E♭ in bar 5, which does 

not belong to either M5 or M6, the shape of these motives is clearly captured in 

bars 3–5 of ‘Gefrorne Tränen’. 

 

Example 5.35: Piano introduction of ‘Gefrorne Tränen’,  bars 3 – 5, with the left 
hand appearance of M5 and M6 and right hand suggestion of M5 both marked. 

 

Example 5.36: ‘Gute Nacht’, bars 5 – 6, transposed to A♭ major. The similarity 

between these bars and bars 3 – 5 of ‘Gefrorne Tränen’, shown above, is evident.     

The identification of M5 and M6, transposed to A♭ major, would be less 

convincing were it not presented so clearly in the first vocal entry of this song in 

the vocal and piano parts. The F in the vocal part at bar 9 which appears to define 

F minor is not repeated at bar 11. The repeated vocal line from the end of bar 9 to 

the end of bar 11 not only does not repeat the F but includes a D♭ at the beginning 

of the phrase. This D♭ creates the exact notes which are included in M5 and M6, in 

the same order as that found in ‘Gute Nacht’. M5 and M6 are very prevalent in the 

piano part until bar 19. Much of the piano accompaniment later in the song, while 

not precisely outlining M5 and M6, is clearly based on the material introduced in 

bars 12 – 18 which features these motives, this material in turn being first 

incorporated at bar 5 of the piano introduction.  
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A notable feature of this use of Ms 5 and 6 is that the notes forming these motives 

appear in the vocal line in bars 7 – 11 over F-minor harmony while the same 

melodic notes are used in bars 12 – 17 over A♭ major harmony. The notes from 

M5 and M6 are stated clearly in the piano part at the end of this phrase in bars 15 – 

17 as it cadences in A♭ major. Also, M1 is woven into the texture at bars 13–14, in 

A♭ major, in the same form as in the previous song, ‘Die Wetterfahne’, M1F. This 

may seem coincidental, but M1F also occurs, with the same notes, in A♭ major, in 

the piano part at bars 30 – 33 and 40 – 43. These points are all illustrated in 

Example 5.37. Although not marked in the example, the vocal part from bars 12 – 

15 consists entirely of the notes comprising M5 in A♭ major (D♭ – C – B♭ – A♭), 

in the descending form which defines M5, which in ‘Gute Nacht’ was a scalic 

descent from G to D in D minor (G – F – E – D). 

 

 

Example 5.37: ‘Gefrorne Tränen’, bars 7 – 17, showing the use of M5 and M6 in 

A♭ major. The same notes are used at the first vocal entry, but over F-minor 

harmony. M1F is shown also, in the piano part. This form of M1 is also used in the 
piano part at bars 30 – 33 and 40 – 43. 

M3 is quite clear in bars 21 – 29 in both vocal and piano parts, in the keys of both 

F minor (C – D♭ – C) and A♭ major/minor (E♭ – F♭ – E♭) (Example 5.38). Everett 
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(1990, pp. 162–163) discusses in some detail the appearance of M3 (the ‘grief 

motive’) in this song.  

 

Example 5.38: ‘Gefrorne Tränen’, bars 20 – 22, showing the occurrence of M3 in 

F minor. The same material is repeated a few bars later in A♭ minor (E♭ – F♭ –    

E♭) 

Bars 30 – 39, as noted earlier, show the piano accompaniment using material 

drawn from bar 5 of the piano introduction, while the rhythmic and melodic 

character of the vocal part is drawn from the notes and rhythm of the first vocal 

entry at bars 7 – 8. Both vocal and piano parts, then, in bars 3 – 39, are strongly 

influenced by M5 and M6, which were present in these earlier bars. M3 is present 

once more as a middleground structure in bars 35 – 38 and 45 – 48 (C – D♭ – C).  

Bars 45 – 49 are shown below. 

 

Example 5.39: ‘Gefrorne Tränen’, bars 45 – 49, showing the more extended 
appearance of M3 in the piano bass line, in the tonic key of F minor. The rhythmic 
and melodic character of the right-hand and vocal parts is drawn from bar 5 of 
the piano introduction. 

Finally, as the song concludes, the first three notes of M1 which were established, 

in the tonic F minor, at the very beginning of the song, are joined by the tonic F, 
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which occurs as the very last note of the piano postlude, forming a new version of 

M1 which will be called M1G. This is shown below. 

 

 

Example 5.40: ‘Gefrorne Tränen’, bars 50 – 55, the boxed G, A♭ and C in bars 50 

– 51 finally resolving to the missing F from M1 in bar 55. All these notes of M1 
are present in the top line of the piano part.  

‘Gefrorne Tränen’, apart from more obvious statements of the motives, contains 

several middleground appearances of the motives, with the first three notes of M1 

beginning in the tonic key and the final F which completes the motive not heard 

until the very end of the song. Also M3 is present as a middleground structure both 

in the piano introduction and in the left hand at bars 35 – 38 and 45 – 4817.   

Motives 5 and 6, in the key of A♭ major, have also been observed many times in 

this song. Although these motives do not seem immediately obvious, their shape 

can be seen clearly upon closer inspection. That the first vocal entry, after 

beginning in F minor, concludes at bar 17 in A♭ major, lends weight to the 

proposal that M5 and M6 appear in this key, the relative major of the song’s tonic 

key F minor. Viewing it in this way makes the song’s motivic construction more 

understandable from the point of view of the motivic figures discussed here. 

                                                 
17 Again, as noted by Everett (1990)   
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To review the occurrences of M1 in this song, it was found that two forms of M1 

were present, M1G from the piano introduction, the final F held back until the 

very end of the song, and M1F in the key of A♭ major. It may be of significance 

that M1F in A♭ major in ‘Gefrorne Tränen’ is written with exactly the same notes 

as appear with M1F in the previous song, ‘Die Wetterfahne’, but with a changed 

key signature (A minor to A♭ major). Indeed, the same applies to M5, also seen in 

both songs18. Finally, the text for the first verse of ‘Gefrorne Tränen’ shows the 

protagonist suddenly becoming aware of the frozen tears on his cheeks: 

Gefrorne Tropfen fallen 

Von meinen Wangen ab: 

Ob es mir denn entgangen, 

Dass ich geweinet hab? 

Frozen tears are falling 

From my cheeks: 

Did I not notice 

That I was weeping? 

 

The unusual way in which the melody is harmonised — the notes of the vocal line 

lending themselves to both F minor and A♭ major harmony — may serve to 

illustrate the protagonist’s lack of awareness of the tears falling down his cheeks. 

As a parallel, listeners may not realise the harmonic conjuring trick which 

Schubert has achieved with the melodic line. A motivic analysis as presented here 

serves to illustrate the harmonic and melodic subtlety and sophistication of this 

song.  

‘Gefrorne Tränen’, despite its apparent simplicity, has proven to be one of the 

most complex and elusive songs to analyse in the entire cycle. To summarise, the 

following points should be emphasised: 

1. Though Motives 1, 3, 4, 5, and 6 are all present, their appearances vary in 

terms of how obvious or how concealed they are; 

                                                 
18 Reti commented upon this point in his analysis of the Wanderer Fantasy (Reti, 1961, pp. 101-104) 
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2. The piano introduction once again is of vital importance in establishing the 

motivic figures, as all are present in the introduction; 

3. Two forms of M1 are present, M1F and M1G; 

4. M1F occurs with the same written notes as in the previous song, ‘Die 

Wetterfahne’, but which are altered because of the changed key signature 

from A minor to F minor (or A♭ major); 

5. The motives appear at times in a more middleground way, with the final 

resolution of M1G not occurring until the end of the song and M3 also 

appearing in a more middleground way both in the piano introduction and 

later in the song. 

5.6 Erstarrung 

5.6.1 Overview 

Although this song does not appear to have received the same analytical attention 

from scholars as some others, such as ‘Auf dem Flusse’ and ‘Der Wegweiser’, its 

motivic structure is nevertheless remarkable. Again, the piano introduction is 

integral in establishing the melodic ideas, while the first vocal entry contains a 

clear statement of the notes of M1, this time in C minor. Though somewhat 

embellished with neighbour notes, the first three bars of the left hand of the piano 

introduction clearly outline the shape of M1 (C – E♭ – D – G). In addition, the 

shape of M1A is captured between the fourth beat of measure 1 and the third beat 

of measure 3. 

On closer inspection, the surrounding passing notes observed above are also of 

motivic significance.  The very first three notes in the left hand, C – B – C, present 

M6 in C minor, and the triplet G – A♭ – G in the left hand of bar 3 states M3. 

These two motives, M3 and M6, reoccur in the bass line of the piano part as the 

song continues, often as triplet figures (see for example bars 10, 14, 16 and 18). 

It is possible to see forms of M5 and M6 at the end of the piano introduction, with 

the Neapolitan D♭ replacing the expected D♮. M5 and M6 occur in the same order 
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as seen in the piano introduction of ‘Gute Nacht’, and the presence of these 

motives, though clearer in the right hand, is present an octave lower in the bass 

line. Similarities between the piano introductions of ‘Erstarrung’ and ‘Die Krähe’ 

will be explored later. The piano introduction of ‘Erstarrung’ is shown below in 

Example 5.41. 

 

 

 

Example 5.41: ‘Erstarrung’, piano introduction, bars 1 – 8, with motivic figures 1, 

3, 5, and 6 marked. The repeated C and B♮  in bar 7, although transposed to C 

minor, is very reminiscent of bars 6 – 7 of ‘Gute Nacht’. Ms 5 and 6, though not 
boxed, are additionally present in the bass line  in bars 6 – 8, again with the 

Neapolitan D♭ taking the place of the expected D♮.  

M1 appears once more at the first vocal entry, in a note order virtually identical to 

that of M1F, seen at the first vocal entry of ‘Die Wetterfahne’. The only difference 

is the addition of the tonic C as the phrase ascends. As this C is part of M1, and the 

shape of the figure otherwise exactly resembles M1F, it has been identified as 

another example of this note order. The changed key and rhythm hides its very 

close resemblance to the same M1 note order seen in ‘Die Wetterfahne’. After 

establishing this figure in bars 8 – 9, it is developed in bars 10 – 11, the G – C – G 

in bar 11 representing M4A. The only note not drawn from M1 in these 4 bars is a 

B♮ introduced at bar 10. As this B♮ is both preceded and followed by a C it can be 
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viewed as a statement of M6, the first C being the same note as the final note of 

M1F. This material is repeated in bars 12 – 15 with considerable extra decoration, 

then further developed in bars 16 – 19, before the song cadences in E♭ major at bar 

23. 

Although M1 is clearly defined in bars 8 and 9 in the vocal part, it becomes less 

clear as the vocal part continues. However, its shape pervades the vocal part 

between bars 8 and 23. After its appearance in bars 8 – 15, the significant notes of 

the vocal line appear to be E♭ in bars 16 – 19, C in bar 20, and G in bars 21 – 23, 

all of which are notes comprising M1 in the tonic key of C minor. Thus it can be 

seen that although M1 is more of a background structure in these later bars, its 

presence is still of great importance to the overall melodic line. In fact, it is 

possible to see a middleground version of M1A (E♭ – D – C – G descending) in 

bars 19 – 23, the supertonic D occurring as the fourth beat of bar 19.   

The purpose of the preceding paragraph is not to give a bar-by-bar description of 

the melodic line of ‘Erstarrung’, but to illustrate the significance of M1 and the 

variety Schubert is able to achieve after clearly establishing it early in the song. 

The first four bars of the vocal part of ‘Erstarrung’ are shown below. The fourth 

bar (bar 11 of the song) contains a statement of M4, which, as noted above, is 

drawn from the notes of M1 (G – E♭ – C – D). 

 

 

Example 5.42: ‘Erstarrung’, first vocal entry, bars 7 – 11, with motivic figures 
marked. 

‘Erstarrung’ has five verses, and is written in a ternary structure, with the third 

verse comprising the ‘B’ section, and verses 4 and 5 being a repeat of the musical 

material of verses 1 and 2. Because of this repetition, the features discussed above 

from the early part of the song are heard again in the repeated ‘A’ section. The ‘B’ 

section, in A♭ major, appears to be based on a major version of M5 and M6, the 
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descending scalic figure D♭ – A♭ in the vocal part in bars 47 – 48 corresponding to 

M5, and the A♭ to the leading-note G in bar 48 forming half of M6. The missing  

A♭ which resolves M6 is found at the beginning of bar 50. Bars 47 – 50 are then 

developed for the remainder of the verse. A similar statement of M5 and M6 in A♭ 

major was observed in the previous song, ‘Gefrorne Tränen’; such subtle forms of 

connection between successive songs contribute to a sense of continuity and 

underlying coherence.19 

The vocal part of bars 46 – 50 is shown below, along with a transposed version of 

M5 and M6 from the introduction of ‘Gute Nacht’ for comparison. In addition, it 

is possible to see a resemblance between these bars from ‘Erstarrung’ and several 

bars from ‘Gefrorne Tränen’. 

 

Example 5.43: ‘Erstarrung’ vocal part, bars 46 – 50, showing the presence of M5 

and M6 in A♭ major. The repeated A♭ as a grace note in bar 48 increases the 

resemblance to the original version of M6 in the piano introduction of ‘Gute 
Nacht’. 

 

Example 5.44: Melody line of bars 5 and 6 of the piano introduction to ‘Gute 

Nacht’, transposed to A♭ major. The resemblance in shape to bars 46 – 50 of 

‘Erstarrung’, shown above, is striking. The beginning E♭, although not considered 

part of M5, is common to both examples. 

 

Example 5.45: ‘Gefrorne Tränen’, vocal part, bars 7 – 11, showing its 
resemblance to bars 46 – 50 of ‘Erstarrung’. The resemblance of these bars to M5 
and M6 was shown above when discussing that song. The common key and notes 
of these bars and bars 46 – 50 of ‘Erstarrung’ provides a further linking factor. 

                                                 
19 Additionally, the dotted rhythm which characterises this ‘B’ section can be viewed as relating to M2, as 
it is related rhythmically through the dotted rhythm and melodically through the descending scalic 
melody which characterises this motivic figure.  
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5.6.2 Motivic Convergence in ‘Erstarrung’ 

‘Erstarrung’ contains a notable form of motivic convergence. This occurs at bars 

58 – 64, where elongated versions of M3 and M6 are present in the piano bass 

line. At the same time the vocal part is given the same motives with crotchet 

movement, but is organised so that the motives in the vocal and bass piano lines 

are opposed to each other: when the piano bass line has M6 the vocal part has M3, 

and vice versa. The top line of the piano’s right hand triplets in these bars double 

the vocal line an octave higher, creating a further contrast to the bass line. Finally, 

the high E♭ to D minims in the vocal line at bar 62 provide the beginning of M1 in 

a new form (identified as M1H) while the piano bass line continues to sound M6 

in octaves. 

As discussed previously, the first vocal entry begins at bar 7 with a statement of M1, 

and this is repeated at the return of the ‘A’ section of the ternary form in bar 63. 

Therefore, M1 occurs in two different note orders, both immediately before the return of 

the ‘A’ section, as noted above, and immediately after. The G and C are common to 

both statements of this motive.  This complex motivic scenario is illustrated below. 
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Example 5.46: ‘Erstarrung’, bars 58 – 65, showing the occurrence of motivic 
convergence. M3 and M6 are interchanged between the vocal line and piano bass 

line before the E♭ – D minim figure at bar 62 which begins M1 in anticipation of 

the return of the ‘A’ section at the end of bar 63. M1H is repeated at bar 65 as a 
recurrence of the first vocal entry at bar 7; the G and C in bars 63 – 64 are 
common to both statements of M1; M1H in bars 62 – 64 and the overlapping M1F 
in bars 64 – 65. M6 begins again as crotchets (C – B – C) at bar 64 as the bass 
line material from the opening at bar 7 is repeated. 

5.6.3 Remarks Concerning Songs 2, 3, and 4 of Winterreise 

It is possible to see additional motivic similarities between sections of the last 

three songs which have been examined here. Examples 5.43, 5.44 and 5.45 above 

illustrate a melodic resemblance between bars 47 – 51 of ‘Erstarrung’ and bars 7 – 

11 of ‘Gefrorne Tränen’. In addition, however, a further resemblance can be seen 

between these sections and the vocal part of bars 5 – 9 of ‘Die Wetterfahne’, 

which comprise the first vocal entry and are integral to the structure of this song. 

Although the appearance of M6 in the first vocal entry of ‘Die Wetterfahne’, 
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shown above as example 5.31, was considered too tenuous to initially consider in 

its analysis, the presence of this motive becomes more evident when compared to 

the two songs which follow it.  

In the discussion of ‘Gefrorne Tränen’ in section 5.5 it was observed that M1F 

occurred in ‘Gefrorne Tränen’ and ‘Die Wetterfahne’, and that the notes used were 

identical in both songs except for a changed key signature and the change from 

minor to major mode. A similar compositional device seems to have been used in 

these two songs, and in ‘Erstarrung’, which involves M5 and M6, with the shape 

and key selection of these motivic figures being very important in the tonal 

structure of all three of these songs. Although perhaps not immediately obvious in 

‘Die Wetterfahne’, the below example illustrates these similarities. 

 

 

 

Example 5.47: Comparison of first vocal entries of ‘Die Wetterfahne’ and 
‘Gefrorne Tränen’ with the beginning of the B section of ‘Erstarrung’. The 
changed key signatures and change of mode hide the similarities between these 
sections, the melodic shape of all three being based largely on M5 and M6. 

The above example shows the similarities present in all three of these sections, and 

that M5 and M6 are very important in the melodic structure of the phrases. The 

motivic connections and note similarities form a subtle link between these three 

songs — songs which on the surface seem quite different from each other in key, 

mood and tempo. The relationships between them are revealed through the 

identification of the motivic figures they share.20   

                                                 
20 Reti’s comments are again relevant regarding a similar procedure in the ‘Wanderer’ Fantasy (Reti, 
1961, pp. 101-104). 
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5.7 Der Lindenbaum 

‘Der Lindenbaum’, in addition to being one of the most immediately appealing 

songs in the cycle, has attracted considerable scholarly interest. Although the 

analysis presented here finds many examples of the motivic figures, a more 

detailed analysis of this song is provided in Chapter 6.  

Winterreise is dominated by songs in a minor key: 16 minor compared with 8 

major. ‘Der Lindenbaum’, in E major, is the first in the cycle in a major key. 

Accordingly, the motivic figures identified above have appeared predominantly in 

minor tonality. However, the appearances of the motivic figures remain evident 

when in a major key. For example, ‘Der Lindenbaum’ has statements of M3 in 

both major and minor modes, firstly, in E major, at bar 2 of the piano introduction, 

then 2 octaves lower in the bass line of bar 4. The first minor statement of the 

motive is at bar 26 in the top line of the piano part. Of particular interest is the 

sustained C♮ – B♮ figure in the piano bass line during the ‘B’ section (bars 45 – 

58), which is an elongated form of the grief motive (M3).21 

The very beginning of the piano introduction contains a version of M6 in E major 

(E – D♯ – E) before the top line of the right hand outlines a major version of M1A 

(G♯ – F♯ – E – B).  This figure is an integral part of the structure of the song. 

The occurrence of these particular motivic figures clearly highlights the 

relationship of ‘Der Lindenbaum’ to the previous song, ‘Erstarrung’. The piano 

introduction of ‘Erstarrung’, as noted above, also begins with a statement of M6 

followed by M1. The version of M1 in both songs is the same as that first seen at 

the very beginning of ‘Gute Nacht’ (M1A). These similarities provide a sense of 

the cycle unfolding in a way that is musically coherent, the different forms of the 

motives providing a form of continuity across the songs despite their variety of 

poetic content, keys and tempi. The first two bars of the piano introduction of ‘Der 

Lindenbaum’ are shown below. These bars outline firstly M6, then M1A, and 

finally M3, all in the tonic key of E major. 

                                                 
21 This is noted by several authors, including Jonas (2005) and Everett (1990). 



144 

 
 

 

Example 5.48: ‘Der Lindenbaum’, piano introduction, bars 1 – 2.  Motives 1, 3, 
and 6 are clearly outlined in the top right-hand line. 

 

Example 5.49: The presence of these motives in the right-hand top line shown 
more clearly. M1 is a major version of M1A, the same note order as at the 
beginning of ‘Gute Nacht’. 

The striking ‘horn-call’ figure (mentioned particularly by Nettheim, 1997) first 

seen in the piano introduction at bars 7 and 8, contains the first three notes of M5 

in E major. It will be seen shortly that this motive is completed at the end of the 

first vocal phrase. The horn-call figure also contains the notes of M1 in the 

demisemiquaver chords. 

 

Example 5.50: ‘Der Lindenbaum’, piano introduction, bars 6 – 8, showing the 
‘horn-call’ figure which in its top line comprises the first three notes of M5(A – G♯ 
– F♯) in E major. Perhaps coincidentally, the notes of the demisemiquavers are 
those of M1 (B – E – F♯ – G♯  ) in the tonic E major. 

The first vocal entry of ‘Der Lindenbaum’, although appearing on the surface to 

contain contrasting melodic material to that of the piano introduction, actually 

represents another appearance of M1 in a new note order (designated as M1I). 

After M1I, the final notes of the phrase are a clear major-key statement of M5, 

which may be considered a completion of the notes of the ‘horn-call’ figure, 

which, as observed above, contained the first three notes of M5 (see Example 

5.50). 
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Example 5.51: ‘Der Lindenbaum’, first vocal entry, bars 8 – 12, showing the 
presence of M1I and M5.  The even rhythm of M5 is again significant here. 

M1 appears once more in an unambiguous form in the piano part of the E minor 

section at bars 29 – 30 and 33 – 34, in the retrograde form of M1D (B – E – F♯ –

G). When a similar triplet figure in the piano part occurs at the return of the song 

to the ‘A’ section in E major (bar 59 onwards), it is in the tonic major key and 

consists of major arpeggios which do not include the supertonic (F♯). Instead, it 

includes a statement of M4A. Bar 29 is shown below, M1D appearing in octaves 

in the piano part. 

 

Example 5.52: ‘Der Lindenbaum’, bar 29, showing the retrograde form of M1, 
which is referred to here as M1D. 

As noted above, a more comprehensive analysis of this song, together with a 

detailed discussion of the ‘B’ section, will be provided in Chapter 6. The 

identification of its main motives provided here has established not only their 

ongoing presence but also distinct relationships to the preceding songs. 

5.8 Wasserflut 

Despite receiving less attention than other songs by analysts, ‘Wasserflut’ contains 

many notable motivic features, and can be seen to be particularly important in the 

structure of Winterreise as a whole. The piano introduction contains Motives 4A 

and 6, while the first vocal entry clearly articulates M1. A significant motivic 

figure in this song is M4A. Here it is especially obvious in the introduction as the 

B – E – B figure. At the vocal entry in bar 5 it is also evident, then again in the 

vocal part of bars 7 and 8 as F♯ – B – F♯ in the dominant key of B major. 



146 

 
 

M6 is present in the piano introduction, although slightly concealed, the beginning 

E of the first two bars moving to a D♯ at the end of the bar, and then back to the 

beginning E. This is shown below. 

 

Example 5.53: ‘Wasserflut’, bars 1 – 2, showing the immediate appearance of 
M4A and M6 (E – D♯ – E in the bottom line of the right-hand). 

The first vocal entry at bar 5 of this song, shown below, illustrates yet another 

example of M1. The notes in the first two bars of the vocal line are drawn entirely 

from these notes in E minor (G – F♯ – E – B). The clear statement of M1 in the 

second bar (bar 6) presents a slight problem in designation as it begins in the form 

of M1A (3 – 2 – 1) but then ascends rather than descends to the dominant B. 

However, this B is immediately followed by B an octave lower which corresponds 

exactly to M1A. This will therefore be treated as M1A rather than as a new note 

order, the higher B interrupting the descent to the lower one which defines M1A. 

 

Example 5.54: The first vocal entry of ‘Wasserflut’, bars 5 – 8. M1A is shown, as 
well as an occurrence of M4A. The F♯ – B – F♯ figure, over dominant B major 
harmony, is referred to as M4C, which is designated for occurrences of M4 which 
recur several times in a row. 

The vocal line of bar 11 of ‘Wasserflut’ marks the first time that M1 has been 

extended to encompass a complete ascending scale, although this was suggested 

earlier in ‘Gute Nacht’ (bars 27 – 29 and 42 – 43 and 46 – 47). In ‘Wasserflut’, 

this happens through the retrograde form of M1, referred to here as M1D. M1D, of 

course, was encountered in the previous song, ‘Der Lindenbaum’, as a triplet 

figure in the piano part in bar 29 in the same key of E minor and at the same 

octave register. Here, in ‘Wasserflut’, it is presented with the same rhythm, a 

triplet followed by a dotted figure, but is extended to form a complete E melodic 
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minor scale.22 The dotted rhythm within this scalic figure becomes more 

significant in the next song in the cycle, ‘Auf dem Flusse’, which is also in the key 

of E minor. This appearance of M1D in ‘Wasserflut’ is shown below.  

 

Example 5.55: ‘Wasserflut’, bars 11 – 12, M1D expanding to form a complete E 
melodic minor scale. The dotted scalic figure becomes important in the next song, 
‘Auf dem Flusse’. 

Also present in bars 13 – 14 is a three-note descending scalic figure in triplets. 

This material is developed later in the song from bars 19 – 26. The scalic figure at 

bars 13 – 14 appears to be based on M5 in E minor, as the last four notes clearly 

move as a scale from subdominant to tonic. Although this may be coincidental, 

these notes, in the same triplet rhythm and tonic tonality key of E major, were 

identified as the M5 which provided a cadence for the first vocal entry at bars 11 – 

12 of the previous song, ‘Der Lindenbaum.’ In addition, although not marked, it is 

possible to see M1A (C – B – A – E) in these bars of ‘Wasserflut’ in the key of A 

minor, formed with the first triplet note of each group in the vocal line. 

 

Example 5.56: ‘Wasserflut’, bars 13 – 14, showing another appearance of M5, 
with the preceding triplets at the beginning of bar 13 leading up to its occurrence. 

Further triplet material in the vocal part at bars 19 – 26 again outlines M5 and M6, 

this time in the key of G major.  The top line of the piano part continually intones 

the F♯ to G of M6 in G major. This is shown below. 

                                                 
22 This complete scale, suggested in ‘Gute Nacht’ but fully established here in ‘Wasserflut’, can also be 
observed in later songs, for example ‘Rast’.  
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Example 5.57: ‘Wasserflut’, bars 24 – 26, showing the presence of M5 and M6 in 
the vocal part, and M6 in the top right hand piano line.  The vocal line of bar 24, 
which has the clear shape of M5 and M6, is the same in bars 19, 20, and 23. This 
repetition serves to reinforce the motivic idea. 

 

Example 5.58: Motives 5 and 6 from the piano introduction to ‘Gute Nacht’, 
transposed to G major for comparison. 

The shape of M6 also is clearly present in bars 27 – 28, this time in the key of E 

minor. 

 

Example 5.59: ‘Wasserflut’, bars 27 – 28, showing the occurrence of M6 in the 
key of E minor. 

It can be seen also that the triplet figure in the piano postlude at the end of the 

song, in bars 31 – 32, comprises M5. Its relationship to both the ‘horn-call’ figure 

and first vocal entry of the previous song, ‘Der Lindenbaum’, is evident. 
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Example 5.60: Bars 31 – 32, the final two bars of ‘Wasserflut’, piano postlude, 
showing the presence of M5, the triplet figure strongly resembling the earlier 
‘horn-call’ figure first seen in E major at bars 7 – 8 of ‘Der Lindenbaum’. It is 
also closely related to the end of the first vocal entry of that song (bars 11 – 12). 
Here it is present in the key of E minor, the final tonic chord completing it. 

This analysis has demonstrated a considerable motivic connection between 

‘Wasserflut’ and ‘Der Lindenbaum’. This will be elaborated upon after a 

discussion of the next song in the cycle, ‘Auf dem Flusse’. 

5.9 Auf dem Flusse 

5.9.1 Overview 

‘Auf dem Flusse’ is one of the more extraordinary songs in the cycle. Numerous 

authors, notably Lewin (1982), Kramer (1994) and Damschroder (2010) have 

commented on its complex key scheme, particularly the unusual shift from E 

minor to D♯ minor in bar 9, the modulation to G♯ minor in bars 48 – 52 and the 

curious relationship between E major and E minor which is present throughout the 

song. Various explanations have been provided for its unusual harmonic structure. 

However, apart from its widely noted harmonic interest, it contains numerous 

examples of the motivic figures discussed here that have not been observed in the 

published literature. Theories regarding this complex song are discussed in detail 

in the conclusion of this thesis. This section, however, will draw attention to the 

main motivic recurrences.  

From the motivic viewpoint discussed here, bar 1 of the piano introduction 

suggests what Youens calls the “journeying figure” implying regular rhythmic 

steps, seemingly occurring for the first time since ‘Gute Nacht’23.  M1A (in a 

major mode) is present in the first two bars of the piano left hand, this time in C 

                                                 
23 Youens says of this figure, ‘The figure appears only sporadically in part 1 after “Gute Nacht” and in 
contexts that make the assignment of a specific textual symbolism somewhat tenuous’ (Youens, 1991, p. 
85). 
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major against the underlying E minor harmony. It is important to observe that 

while the harmony represents the tonic E minor, M1 is transposed but 

unambiguous nonetheless. M4A is present in the piano bass line. The voicing of 

the dominant and tonic chords in bars 3 and 4, which illustrate the presence of 

M4A, has been seen previously in the piano introduction of the third song, 

‘Gefrorne Tränen’, a semitone higher in the key of F minor. The presence of M4 

was also noted in the bass line of that introduction.  Bars 1 – 4 of ‘Auf dem Flusse’ 

are shown below24. 

 

Example 5.61: ‘Auf dem Flusse’, bars 1 – 4, showing M1A and M4A in the bass 
line of the piano. 

M4A is present at bar 18 in the vocal part, in D♯ minor, and again, though slightly 

varied with the addition of a B auxiliary note, at bar 20. This B neighbour-note 

also represents M3 (A♯ – B – A♯), showing again how the motivic figures can 

occur simultaneously. Bars 47 – 51 also share the same motivic ideas (M3 and 

M4), with the same notes, occurring concurrently.  Bars 18 – 19 are shown below. 

 

Example 5.62: ‘Auf dem Flusse’, bars 18 – 21, vocal line. M4A is evident. The B 
neighbour-note forms M3 (A♯ – B – A) in D♯ minor.  

In bar 15, M3 occurs in the vocal part in the tonic key of E minor as a decoration 

of the line, and recurs multiple times in the piano bass line in bars 41 – 69 in the 

keys of E minor, G♯ minor, and G minor. 

Two other significant motivic ideas are present in this song. The first, noted in 

‘Wasserflut’, occurs at the very first vocal entry, shown above, and it consists of 

an ascending minor scale from the tonic to the dominant, with a dotted figure. 

This, as indicated above in the introductory section of this chapter, is referred to 

                                                 
24 It is also possible to see M3 (B – C – B) in the lower right-hand part of the opening chords. 
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here as M1*, as it is not strictly a version of M1 but is closely related to it. This 

dotted figure becomes more prevalent in ‘Auf dem Flusse’ as the motive is 

repeated, for example at bars 7 and 14, and then in the bass line of the piano part 

from bar 41. It is significant that the second time this phrase occurs, in the vocal 

part at bars 6 – 8, it begins on B instead of E, forming a retrograde version of M1 

(M1D), and continues to begin on a B every other time it appears in the tonic key, 

both in the vocal and piano parts. The slight contrast between the motivic figures 

M1* and M1D is shown below. The dotted rhythm present in this version of M1D 

also corresponds to a retrograde version of M2.   

 

Example 5.63: ‘Auf dem Flusse’, first vocal entry, bars 5 – 8. M1D is established 
as the opening figure is repeated. The first vocal entry can be viewed as an 
occurrence of M1*, which includes the fourth degree of the scale. 

This M1D figure does not recur in the vocal part when the song returns to E minor 

at bar 41, but is used extensively in the piano bass line in bars 41 – 65 with the 

addition of a neighbour-note flattened 6th, which forms M3, as noted above. With 

its dotted rhythm it is also possible to see a retrograde form of M2 in this example. 

 

Example 5.64: ‘Aus dem Flusse’, piano part, bars 40 – 42, showing the extension 
of M1D to encompass M3, the ‘grief’ motive (B–C–B). A retrograde form of M2 is 
also present in bar 41 (E –F♯ – G), the dotted rhythm being integral to its 
presence. 

The similarities between M1 and M2 have been commented on previously, in the 

introductory section of this chapter, when defining the various motivic figures that 

stem from ‘Gute Nacht’. It is again evident here, in ‘Auf dem Flusse’, that the 

relationship between these two motivic ideas is a close one: M2’s three notes are 
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drawn from M1 but its dotted rhythm is significant as an entity within itself. The 

retrograde form of M2 in the above example illustrates this close connection.  

Another important motivic idea in ‘Auf dem Flusse’, not related to the Motives 

M1 – M6, is the appearance of a three-note repeated chord semiquaver triplet 

figure from bars 31 to 39 in the piano part. This figure then disappears for the rest 

of the song but occurs in later songs, most notably ‘Irrlicht’ and ‘Einsamkeit’. It 

can be viewed as an extension of the journeying figure, though it certainly has its 

own individual character suggestive of a greater sense of urgency than is present in 

the quieter journeying chords of, for example, ‘Gute Nacht’.  

5.9.2 Motivic Transformation in ‘Auf dem Flusse’ 

At this point, it is worthy of note that the M1(*), and M1D which are encountered 

at the beginning of the vocal line of ‘Auf dem Flusse’ have by the end of the song 

become transformed into M2.  M1D in the bass line of the piano part of bar 70, 

instead of continuing up the scale, turns around and outlines the notes and rhythm 

of M2 in E minor. This figure is repeated in the following bar as shown below. 

 

 

Example 5.65: ‘Auf dem Flusse’, bars 69 – 74, showing the transformation of M1 
to M2 as the song concludes. 
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5.9.3 Motivic Relationship Between Songs 5, 6 and 7 

The sections above outline a special motivic relationship between the last three 

songs examined. The retrograde form of M1, M1D, seen at bar 29 of ‘Der 

Lindenbaum’, is present also in ‘Wasserflut’ and ‘Auf dem Flusse’. While ‘Der 

Lindenbaum’ contains a clear statement of M1D, this figure is extended to 

encompass a scale in ‘Wasserflut’. In ‘Auf dem Flusse’, however, the scale is 

stopped at the dominant. The dotted rhythm encountered in each song’s statement 

of M1D relates these songs at first vaguely but progressively more definitely to 

M2, with which ‘Auf dem Flusse’ concludes. The fact that all three songs are in 

the key of E forms an additional linking agent, and suggests that the key structure 

of Winterreise may be more important than is often considered, as these three 

songs not only have the same motivic figure M1D, but the notes used in it are 

exactly the same in each of the three songs (B – E – F♯ – G). These similarities are 

shown below in Example 5.66. 

 

 

 

Example 5.66: Comparison of M1D in Der ‘Lindenbaum’, ‘Wasserflut’, and ‘Auf 
dem Flusse’.   

These different extensions of M1D are evident when viewed together. It will be 

remembered that a surprisingly close relationship was found earlier between 

several important melodic lines of ‘Die Wetterfahne’, ‘Gefrorne Tränen’, and 

‘Erstarrung’, which featured Ms 5 and 6. In the group of E minor songs just 

examined, the focus is on M1D rather than Ms 5 and 6.  

In addition, it could be argued that the similarity between the piano introductions 

of ‘Erstarrung’ and ‘Der Lindenbaum’ acts as a link between the two sets of songs. 

The two piano introductions are shown below to underline this point.  
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Example 5.67: Comparison of piano introductions: Bars 1 – 3 of ‘Erstarrung’ and 
bars 1 – 2 of ‘Der Lindenbaum’. The presence of M6 followed by M1A is striking 
in both introductions, although it is a little more hidden in ‘Erstarrung’, M1A 
being marked with an x. M3 is also present in both examples. 

5.9.4 Motivic Significance of Bars 41 – 54 in ‘Auf Dem Flusse’ 

Much has been written concerning the structure of bars 41 – 54 of ‘Auf dem 

Flusse’, perhaps most notably by Lewin (1982). The point of view expressed here 

does not disagree with his findings, or those of other authors; rather it approaches 

the music more from a melodic, rather than harmonic, viewpoint.  When this 

perspective is used, M6 can be seen as a background melodic structure spanning 

across this passage. A recurring E – D♯ – E figure is an important motivic idea, 

although this is slightly hidden by the use of harmony which features brief 

modulations to D♯ minor and G♯ minor before the tonic of E minor is regained at 

bar 54. To illustrate this, the whole section is reproduced below, followed by a 

representation of the vocal line. 
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Example 5.68: ‘Auf dem Flusse’, bars 41 – 58. The harmonies present in bars 45 – 
52 are unusual.   scheme  showing the complex harmonic scheme present in these 
bars. As noted in the previous comments above, M1 and M3 are prominent in the 
left hand here. 
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Also present in the vocal part, however, is M6, E – D♯ – E.  This is shown below. 

 

 

Example 5.69: ‘Auf dem Flusse’, vocal line, bars 43 – 54. The boxed notes show 
the presence of M6 (E – D♯ – E) in the tonic key. 

The above example shows the overarching role of M6. It is present, in the tonic E 

minor, despite the modulations to D♯ minor and G♯ minor.  In fact, as these keys 

both contain a D♯, these modulations can be seen as logical in the context of M6 

(E – D♯ – E). The original modulation from E minor to D♯ minor in bar 9, 

although not directly featuring M6, clearly relates to it harmonically; and the 

melodic use of E – D♯ – E that may be behind this harmonic structure is much 

more evident in the melodic line later in the song, at bars 43 – 54. As noted above, 

a more detailed analysis of ‘Auf dem Flusse’ will be found in the conclusion of 

this thesis. 

5.10 Rückblick 

The piano part of the first bar of the piano introduction to ‘Rückblick’ traces a 

version of M1* (an ascending scale from tonic to dominant) in octaves between 

the hands which is decorated in this instance with a couple of passing notes, B♮ 

and C♯. Although it is not an exact form of this figure, its shape is clear, and it 

provides a discernible relationship with the initial vocal entry of ‘Auf dem Flusse’, 

which, as was noted above in section 5.9, begins in the same way with the M1* 

figure, perhaps providing a subtle link between the two songs. A similar process 

was observed above in ‘Erstarrung’ and ‘Der Lindenbaum’, where both piano 

introductions begin with a statement of M6 followed by M1A.  

The semiquaver figure alternating between octave D’s in bar 2 is also significant 

as it becomes an important part of the G major section of the song (bars 28 – 48). 
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In fact, this D-octave figure is already present in bar 1, contained between the top 

notes of the left and right hands, but is established more overtly at bar 2. 

 

Example 5.70: ‘Rückblick’, bars 1 – 2. The boxed notes indicate M1*, which can 

be seen despite the insertion of chromatic passing notes (B♮ and C♯). It is doubled 

an octave lower in the bass. The arrows indicate the D semiquaver figure which is 
also significant in the B section of the song. 

The first vocal entry in ‘Rückblick’, at bars 11 – 12, comprises a statement of 

M1D (in this instance D – G – A – B♭) with the addition of a passing F♯. This is 

the same shape as was seen in bars 6 – 7 of ‘Auf dem Flusse’; so the very first 

vocal entry of ‘Auf dem Flusse’ corresponds to the ascending left hand figure in 

the first bar of ‘Rückblick’ (they are both M1*) and the next vocal entry of ‘Auf 

dem Flusse’, which contains almost the same melodic material but begins on the 

dominant to form M1D, has the same shape as the first vocal entry of 

‘Rückblick’(both being M1D). In ‘Rückblick’, the additional stepwise movement 

back down to the tonic after the statement of M1D is significant not only because 

the notes are again part of M1 but because the stepwise movement from the tonic 

to the minor third and back again becomes important in later songs, perhaps most 

notably in ‘Der Wegweiser’ and ‘Der Leiermann’.  Indeed, it was observed above 

in section 5.9 that ‘Auf dem Flusse’ concludes with this very figure. This tonic-to-

mediant-to-tonic movement occurs again at bars 12 – 13 and 15 – 16, of 

‘Rückblick’, this time in the key of D minor. In the ascent to D minor, the scalic 

passage of M1* appears again. 

 

Example 5.71: vocal part of ‘Rückblick’, bars 10 – 12, showing the appearance of 

M1D. After the B♭ which concludes its first statement, it returns stepwise to G and 

then begins a G-minor scale which outlines M1* once more before moving to D 
minor. 
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The notes of M1 are so prevalent in this phrase that M1F also occurs in the vocal 

line. The below example demonstrates this. 

 

Example 5.72: Notes marked with x show the clear shape of M1F also in this 
phrase before the scalic ascent in bar 12. 

The notes of M1 are present at bars 17 – 20.  Although the C♯ passing note 

intrudes slightly, they are perhaps best considered as two already familiar forms of 

M1, M1A and M1F.  

 

Example 5.73: Vocal part of ‘Rückblick’, bars 17 – 18, showing an occurrence of 
M1A in D minor.  The shape of M4A (A – D – A) is also present in the structure.  

 

Example 5.74: Rückblick, bars 19 – 20, showing a similar version of M1 which 
ends on the tonic D.  Its shape this time is defined as M1F. 

The following example from ‘Gute Nacht’ highlights the close similarities 

between these songs, the key of D minor being common to both examples. 

Although as noted above, the example from ‘Gute Nacht’ was not strictly 

considered to be M1F because of the passing C♯, it can be seen to be very closely 

related to it25. The greater number of notes from M1 present in the above examples 

from ‘Rückblick’ provides a more convincing case for their allocation as 

representing M1. 

                                                 
25 The fact that a complete version of M1F had not yet been observed also militated against labelling this 
example from ‘Gute Nacht’ as such. M1F made a definite occurrence very soon afterwards, in the first 
vocal entry of the next song, ‘Die Wetterfahne’. 
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Example 5.75: Gute Nacht, vocal part, bars 64 – 65, showing the similarity of 
these bars to the above examples from Rückblick. 

M1 occurs again in the vocal part a few bars later, at bars 22 – 23 and 25 – 26 in a 

new guise which will be referred to as M1J, as the first minor section of the song 

concludes. M4A is also present in these bars. This is shown below. 

 

 

Example 5.76: Vocal part of ‘Rückblick’, bars 25–26, showing the occurrence of 
M1J, with M4A occurring simultaneously. This figure occurs again towards the 
end of the song, in G major. 

An octave D semiquaver figure is introduced in the piano part at bar 28, at the 

beginning of the first G major section, and continues on until bar 40. This can be 

viewed as an extension of the D octave figure which was observed at the 

beginning of the song, in the very first bars of the piano introduction. This 

repeated D figure recurs in other songs, most notably in ‘Im Dorfe’. 

The notes in the vocal line at the beginning of the G major section of the song 

(bars 28 – 29) can be seen to draw strongly from Motive 1. A neighbour-note C is 

also in evidence, however. Although the D is missing, when the material at bars 28 

– 29 is repeated at bars 32 – 33, the figure begins with the D as an anacrusis, rather 

than the G which is the last beat of bar 27, thus providing an even more striking 

resemblance to M1, in this instance M1F in G major. As shown below, the left 

hand of the piano part provides a clear outline of M1, in the new guise of M1K (A 

– G – D – B) in G major in bars 28 – 29 and 32 – 33. 
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Example 5.77: ‘Rückblick’, bars 28 – 29, showing the close resemblance of the 
vocal line to a form of M1, and an appearance of M1 in the left hand. This is a 
new note order designated as M1K. 

The vocal line at the end of the G major section (bar 46) provides a preview of the 

occurrences of M1 and M4 which are to appear towards the conclusion of the 

song. In bar 46 M4A is present while the shape of M1 is captured, the C which 

forms a descending scale preventing it from being a definite version of this 

motive; however, M1 is captured exactly in G major in a very similar phrase at 

bars 60 – 61 and 63 – 65, in the form of M1J, the same as that used to conclude the 

vocal part of the first G minor section noted above at bars 22 – 23 and 25 – 26. 

M4A is also present, as was observed in these earlier bars, and is highlighted by 

the singer lingering on a high G in bars 63 – 64 for far longer than on previous 

occasions in the song.   

The concluding bars of ‘Rückblick’ contain a major key example of M3, with the 

protagonist’s final repetition of the thought of standing again before his lover’s 

house, the repeated D – E – D figure forming the motive in the tonic key of G 

major. The use of these motives (M1, M3 and M4) in a major key enhances the 

gentler, dreamy moments of the text of ‘Rückblick’. These motivic occurrences 

are shown below. 

 

 

Example 5.78: ‘Rückblick’, vocal line, bars 63 – 65, showing the occurrence of 
M1J and M4A, this time in the tonic major, G major. M4A is highlighted by the 
longer high G in bars 63 – 64. 
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Example 5.79: ‘Rückblick’, vocal part, bars 66 – 69, showing M3 in the key of G 
major. 

In concluding this discussion of Rückblick, it is important to note yet again the 

piano introduction’s significance in establishing the motivic content of the entire 

song. As well as providing a version of M1(*), it sets up the agitated emotional 

nature of the song, introduces the main semiquaver accompaniment figure, and in 

bars 1 – 4, though most obviously in bars 2 and 4, previews the D semiquaver 

figure which occurs in the G major section.   

‘Rückblick’, then, provides further illustration of the motivic recurrences that 

abound across the songs of Winterreise. Motives 1, 3 and 4 are clearly present, 

with M1 appearing in several different versions. The way in which motives from 

one song return and are further developed and extended in subsequent songs can 

be seen to be contributing to a subtle and impressive musical continuity.   

5.11 Irrlicht 

The piano introduction of ‘Irrlicht’ begins with a figure clearly derived from M4 in 

bars 1 and 2. Then, in bar 4 it moves from B to F♯ and back to B, providing an 

unambiguous example of M4B (tonic – dominant – tonic). A longer-term version 

of M4B begins with the first bar’s movement from B down to F♯, continues with 

the F♯ which begins bar 3, and concludes with the next B at the beginning of bar 4, 

the second bar being incidental in the longer term structure.  These different 

versions of M4 are shown below26. 

                                                 
26 Barry (2000) notes the tonic-to-dominant motion in fourths in ‘Wasserfluth’ and ‘Irrlicht’ in her 
discussion of the cycle, but she does not appear to consider it a motivic idea as such (Barry, 2000, p. 198). 
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Example 5.80: ‘Irrlicht’, piano introduction, bars 1 – 4, showing the various 
appearances of M4B, with the E to B figure in bar 4 clearly derived from M4. 

The first vocal entry at bar 5 outlines yet another exact form of M1, this time in 

another note order (5 – 2 – 1 – 3) which will be referred to as M1L. The key it 

occurs in, however, is not that of the tonic, B minor; instead it occurs as if 

transposed in E minor (B – F♯ – E – G) before continuing on to cadence in B 

minor at bar 8. This is shown below. 

 

Example 5.81: ‘Irrlicht’, bars 5 – 8, showing M1L, in E minor over the underlying 
B-minor harmony. The piano part continues with material from the introduction, 
thus reinforcing M4B, this motive being slightly hidden through occurring an 
octave higher in bars 7–8.  Although not marked, the piano top line F♯ – G – F♯ in 
bars 5 – 6 forms M3 in the tonic key of B minor, and is repeated at bars 17 – 18 
and also in the piano postlude, at bars 40 – 41. 

Youens notes the four-chord “journeying figure” (Youens, 1991, p. 87) which 

occurs in the piano part at bar 13. At bar 17 in the vocal part there is a statement of 

the scalic ascending tonic-to-dominant figure M1*, though this time it appears as 

straight semiquavers rather than as a dotted figure. Bar 19 consists of M1, this 

time in B minor and following the pattern of M1F, F♯ up to D then falling back to 

C♯ and B. This varied vocal material in bars 17 – 20 occurs over the same material 

in the piano accompaniment as was heard at bars 5 – 8. M6 (B – A♯ – B) is also 

subtly present.  
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Example 5.82: ‘Irrlicht’, bars 17 – 20, showing the presence of M1* and M1F 
over the same piano part as in bars 5 – 8. A form of M6 is also present at bar 19 
(B – A♯ – B). The occurrence of M6 in this song is discussed in more detail below. 

Harmonically, ‘Irrlicht’ features the Neapolitan chord (C major) in bars 33 – 34 

and 37 – 38. Schubert uses this Neapolitan relationship on several occasions in 

Winterreise, perhaps most notably in the second half of ‘Einsamkeit’, which is in 

B minor (though its original key was D minor). Also present in ‘Irrlicht’ is the 

repeated-note motive observed in the previous song, ‘Ruckblick’.  It can be seen as 

a repeated F♯ in the piano introduction at bar 3, a figure which occurs several 

times in the course of the song, four times in the piano part and once in the vocal 

part. In addition, this repeated triplet figure was first suggested in ‘Auf dem 

Flusse’, in the piano part of bars 31 – 39, and will be seen again in the 12th song, 

‘Einsamkeit’.   

‘Irrlicht’ appears on the surface to be a relatively simple song; however it has a 

great deal of motivic coherence and a tightly knit structure. Motives found are: 

M1L, M1F, M1*, M4B, M3 and M6. 

5.11.1 Presence of M6 Throughout ‘Irrlicht’ 

A background form of M6 runs throughout ‘Irrlicht’. In B minor the notes which 

form this motive are B – A♯ – B.  Every significant vocal phrase in the song ends 

with a statement of A♯ to B. Furthermore, this is also frequently the case in the 

piano part, including in the piano introduction. When the Neapolitan modulation 

occurs, B♮ to C♮ is the most frequent interval; indeed, it pervades the B section of 

the song before the return to B minor at bars 35 – 36 and 39 – 40. This return to B 

minor concludes on both these occasions with the A♯ to B interval. A reduction of 

this structure is provided below in Example 5.83. It will be observed later that the 
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‘B’ section of the vocal part of ‘Einsamkeit’, which is in the same key, also has a 

similar background structure. 

 

 

 

Example 5.83:‘Irrlicht’, sketch of bars 5 – 36, showing continued appearance of 
M6 (B – A♯ – B) throughout the song. M6 also occurs in the Neapolitan key, C 
major (C – B – C). 

 

Example 5.84: ‘Irrlicht’, piano introduction, bars 1 – 4. The boxed notes indicate 
the presence of M6, as well as the previously noted M4A. If the B – A♯ – B figure 
were not repeated so much throughout the song, its presence in the introduction 
could be considered incidental. This phrase is repeated almost identically in bars 
41 – 44 to conclude the song. 



165 

 
 

5.12 Rast 

While the songs of Winterreise mostly tend towards some sophistication in form, 

‘Rast’ is one of the few that presents a simple strophic form, the first two verses of 

Müller’s poem fitting the first ‘A’ section, and the second two fitting into the same 

musical structure for the second half of the song. This simplicity is appropriate 

given the song’s content and title, the wayfarer finally finding some rest in an 

abandoned hut. After a four-bar piano introduction which suggests but does not 

implicitly state the ‘journeying figure’, the first vocal entry features M3 (G – A♭ – 

G). Other motivic figures are suggested but not obvious. The ascending scalic 

figure in bars 12 – 15 provides a version of M1*, closely resembling its 

appearance in ‘Auf dem Flusse’, and extends to complete a scale, E♭ major in this 

case, as it does in ‘Wasserflut’. In bar 14, just before the cadence, there is an E♭ 

major version of M3 (B♭ – C – B♭). All these figures are repeated in the second 

strophe of the song. 

In addition to the extended scalic form of M1 noted above, M1D in the tonic key 

of C minor (G – C – D – E♭) can be seen to provide the structural outline as the 

phrase evolves. The first note in the vocal part is a G, which moves to a C at the 

first cadence point at bar 10. The notes leading up to the final cadence in E♭ major 

at bar 15 are C – D – E♭. It is interesting that Schubert has reinforced the pitches:  

the beginning G at bars 6 – 7 is repeated several times as part of the grief motive, 

M3; the C is reinforced with the octave leap at bar 10, and the final C – D – E♭ 

progression is reinforced by the modulation to E♭ major at bar 15 as well as the 

repeated E♭ an octave lower. The C – D – E♭ is also present an octave lower 

earlier in the ascending C minor scale in bars 12 – 13, which additionally 

reinforces these pitches. Although the notes comprising Motive 1D are clearly 

present in this phrase, it may be tempting to dismiss their occurrence as 

coincidence; but as will be shown, a similar longer-term statement of M1D occurs 
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two songs later, in ‘Einsamkeit’. M6 appears at bars 9 – 10, but the D halfway 

through bar 9 disguises its presence. Both the B and C are repeated, however, to 

form M6. The first vocal entry of ‘Rast’ is shown below, with the relevant motivic 

ideas marked. 

 

 

Example 5.85: ‘Rast’, first vocal entry, bars 6 – 15, showing the various motivic 
figures which are present. 

A slightly elongated form of M5 and M6 appears later in the song, at bars 22 – 32. 

Although not immediately obvious, the vocal line does seem to be based on these 

motivic figures. This is shown below.   

 

Example 5.86: ‘Rast’, vocal line, bars 21 – 27, showing M5 and M6 in the vocal 
part, in the tonic key of C minor. 

 

 

Example 5.87:  Ms 5 and 6 as they occur in the piano introduction of ‘Gute 
Nacht’, transposed to C minor. The similarity to the above example from ‘Rast’ is 
striking. 

 

Example 5.88: ‘Rast’, bars 28 –31, with piano accompaniment, showing further 
forms of M6. The B to C in the piano part at the end of the phrase seems to 
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connect with the earlier C – B – C figures in the vocal part. M3 is also shown in 

the piano bass line (A♭ – G). The beginning G for this neighbour-note figure, 

though not shown here, occurs at bar 24; the A♭ is present from bar 25, resolving 

to G in bar 30.  

‘Rast’ can therefore be seen to contain a number of the motivic ideas, most 

particularly M1D and M6. In this song, there is a tendency for them to occur on a 

deeper level than in the preceding songs in the cycle. As was observed, M6 first 

occurs at bars 9 and 10 in the vocal line, and occurs in a slightly enlarged form 

later in the song, at bars 21 – 31; the same occurs with M1D in bars 6 – 15. The 

clear shape of M5 followed by M6 at bars 21 – 23 and 51 – 53, as seen in the 

piano introduction of ‘Gute Nacht’, provides a further link between ‘Rast’ and 

earlier songs in the cycle.  

5.13 Frühlingstraum 

The piano introduction of ‘Frühlingstraum’ features an unambiguous statement of 

M1F in A major in the first 2 bars (E – C♯ – B – A). The F♯ is added as a passing 

note which can be seen as a major version of M3.  This initial melodic idea is 

repeated at the first vocal entry in bars 4 – 6. Then the same notes are repeated in a 

different order in bars 6 – 8, forming a new form of M1, designated as M1M. 

The way M1 first appears is similar to the way it occurs in the previous song, 

‘Rast’. In both songs, a reference is made to M3 before M1 ascends, with M1D in 

‘Rast’ and M1F in ‘Frühlingstraum’ being ascending versions of M1. 

 

Example 5.89: ‘Frühlingstraum’, piano introduction, bars 1 – 4, showing the 
presence M1F. M3 also occurs within it.  This figure is repeated as the first vocal 
entry in bars 5 – 6. 



168 

 
 

 

Example 5.90: ‘Frühlingstraum’, bars 5 – 8, showing the presence of M1F in the 
vocal part and a new form of M1 in bars 6 – 7, M1M. The note order of M1M is 
capable of other interpretations, but here, according to the rule generally used, it 
is considered A – B – E – C♯ (1 – 2 – 5 – 3), with the neighbour–note F♯ marked x 
forming M3 once more within this statement of M1. 

The Schnell section (bars 15 – 26) contains several clear statements of the grief 

motive (M3) in the vocal part in various keys:  B – C – B in bars 15 – 16, D – E♭ – 

D in bars 19 – 20, E – F – E in bar 21, A – B – A in bars 22 – 24 and E – F – E 

once more in bar 25. Everett (1990, p. 166) briefly notes the appearance of this 

motive in this section of ‘Frühlingstraum’. 

The Langsam section (bars 27 – 43) contains various overlapping statements of 

M1, M3 and M6 in the vocal part. The notes in bars 28 – 36 are drawn entirely 

from M1 in A major with the exception of a D which acts as an appoggiatura to 

the C♯ which is part of M1. However, because of the initial D major harmony of 

this section it is possible to view this repeated D to C♯ figure, which occurs 

frequently in the vocal part, as an occurrence of M6 within the M1 (A major) 

structure of these bars. Weight is given to this argument by the fact that the D to 

C♯ figure consists of exactly the same notes as were present at the first appearance 

of this motivic figure at bars 6 and 7 of the piano introduction to ‘Gute Nacht’. In 

addition, the time signature and quaver rhythm of these notes is the same as in 

their first appearance in the introduction of ‘Gute Nacht’.  

Bars 32 – 34 are comprised only of the notes of M1; although other interpretations 

of the notes in these bars are possible, the order here is so close in shape to that of 

M1A that this form of M1 will be chosen to define its occurrence here. 
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Example 5.91: ‘Frühlingstraum’, vocal part, bars 32 – 34, showing the 
appearance of M1 in the form of a slightly altered version of M1A. The C♯ marked 
x, while still being a note from M1, momentarily interrupts the descent to the A 
and E of M1A. Apart from this it is an exact form of M1A, and is designated this 
form here. 

A further statement of M1, but in D minor, occurs at bars 39 – 40 in the new note 

order of M1N. Apart from this, the notes of M1 in D minor pervade the vocal part 

in bars 37 – 40, the only note not part of this motive being the passing G in bar 39 

which resolves down to the third F. M3 is clearly present in the piano right hand in 

these bars in the key of A minor (E – F♮ – E).  It is possible to see the shape of M3 

in the vocal part as well as M1 in these bars. This works melodically and 

harmonically because two of the notes (F – E) from M1in the key of D minor (F – 

E – D – A) form M3 in A minor. 

The notes comprising bars 41 – 42, a repetition in a minor key of bars 35 – 36, are 

drawn from the original A major notes, but with a minor third (C♮) instead of the 

major third. This causes the C♯ of the M6 figure noted above (D – C♯ – D) to alter 

to C♮ before descending to A as the section concludes in A minor. 

As a final motivic idea, the inner left hand part of the piano intones a repeated A – 

G♯ figure throughout bars 27 – 42 that conforms to M6 in the key of A major. 

While some of the motivic ideas discussed above have occurred over D harmony 

(both major and minor), the repeated A – G♯ figure in the piano part provides a 

continual reminder of the over-riding tonality of A. 
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Example 5.92: ‘Frühlingstraum’, bars 28 – 42, illustrating the presence of M1 and 
M6, M6 being chromatically changed at the end of the section. The notes marked 
‘x’ indicate M1A, as noted above. 

 

Example 5.93: The complete Langsam section of ‘Frühlingstaum’, bars 27 – 43. 
Except for a C♯ in bar 32, the inner left hand piano part consists entirely of the A 
– G♯   –A of M6 in A major. 
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The entire first half of the piece is then repeated (bars 44 – 88) and the song 

concludes in A minor. This is appropriate, considering the text at the end of 

‘Fruhlingstraum’, in which the singer asks the question as to whether he will 

embrace his sweetheart again. The piano answers darkly and negatively in the 

minor key as the song concludes. 

The form of ‘Fruhlingstraum’ is again relatively straightforward, the six verses of 

the song falling easily into two musically identical halves which comprise three 

verses each. What is remarkable, however, is how Schubert has managed to have 

separate and highly atmospheric musical ideas for each of the first three verses, 

and then used the same musical material which is equally effective for the last 

three verses.  

‘Fruhlingstraum’ is one of the most evocative songs of Winterreise.  Much 

contrast is to be found in it:  in both halves of the song, the tempo fluctuates 

considerably between the three different sections. The two main motivic ideas 

used are M1 and M3, although M6 appears in the third section. M1 is explicitly 

clear in the first section (bars 1 – 14) and third section (bars 27 – 43) which, apart 

from the alteration to the minor key at the end of the third section, are in the same 

key (A major) and contain many of the same notes as the initial idea (C♯, B, A and 

E). However, in performance the two sections sound very contrasting. The use of 

two different versions of M6 in the third (Langsam) section does not seem 

coincidental as the D – C♯ – D figure encompasses the very same notes and 

rhythm as were encountered originally in the piano introduction of ‘Gute Nacht’. 

The D – C♯ – D figure also becomes significant in later songs, most particularly in 

‘Im Dorfe’ and ‘Die Nebensonnen’. The A – G♯ – A version of M6 underpins the 

overall A tonality of this section.  

5.14 Einsamkeit 

It may be expected that ‘Einsamkeit’, as the end of the first half of Winterreise, 

would contain a number of the motivic ideas discussed previously. As will be 

shown below, there are clear references to the main motives but, after so many 

foreground examples in preceding songs, they are frequently in the middleground.  
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The ‘journeying figure’ is present in the 6-bar piano introduction, with M3 

outlined in the upper left hand (F♯ – G – F♯). These same notes are also evident in 

the first vocal entry (bars 7 – 14), a 4-bar phrase which is repeated though sung to 

different words. This is expanded upon in bars 15 – 22 so that, in addition to M3, 

bars 15 – 16 outline M1F (F♯ – D – C♯ – B), and 16 – 18 M1A (D – C♯ – B – F♯) 

as the phrase returns to F♯. These examples of M1 are slightly more middleground 

and are partly hidden by passing notes of A♯, G and E♯.  However, the underlying 

shape of these bars in the vocal part is clear:  D, C♯, B and F♯ are the main notes 

featured. 

A considerably more middleground version of M1 can be seen in bars 6 – 22. The 

first vocal entry at bars 6 – 10 strongly emphasises the notes F♯, B and C♯, which 

are three of the notes from M1 in the tonic key of B minor. The F♯ – G – F♯ of M3 

also appears within these notes of M1.27 The missing D from M1 is not present, 

but appears at the peak of the second vocal entry, at bar 16, providing a 

middleground form of M1D, as occurred two songs earlier in ‘Rast’. This D which 

completes M1D at bar 16 can also be viewed as the beginning of M2, which 

overlaps M1, the dotted rhythm and note order providing elements present in M2’s 

first occurrence in bars 2 – 3 of ‘Gute Nacht’. In addition, the shape of M1A is 

clearly captured in these bars as the musical line returns to F♯ in bar 18. These 

points are illustrated below. 

 

Example 5.94: ‘Einsamkeit’, vocal part, bars 6 – 10, showing multiple motivic 
occurrences: M3 (F♯ – G – F♯) is clearly present and marked x, while the phrase 
is centred around three of the notes from M1.  

                                                 
27 M3 within the notes of M1 also occurs at the beginning and first vocal entry of the previous song, 
‘Frühlingstraum’. 



173 

 
 

 

Example 5.95: ‘Einsamkeit’, vocal part, bars 14 – 18, showing the D at bar 16 
which now completes a middleground form of M1, in this instance in the 
retrograde form of M1D (F♯ – B – C♯ – D) which begin at bar 6. The D in bar 16 
also occurs as part of M2, the dotted rhythm being significant in linking it to its 
first occurrence in the piano introduction of ‘Gute Nacht’. This phrase also shows 
the symmetry of the vocal line: the first F♯ at bar 14 can be seen as the beginning 
of M1F (F♯ – D – C♯ – B) while it is possible to see M1A (D – C♯ – B – F♯) 
descending from the D at the peak of the phrase at the beginning of bar 16.   

M3 (F♯ – G – F♯) is present in the vocal part throughout this first section on many 

occasions. This provides a further connection between ‘Einsamkeit’ and ‘Rast’, as 

‘Rast’ featured M3 on its way to an expanded form of M1D. Further, the two 

songs were originally in the same key, D minor, before being changed by 

Schubert. 

Apart from the appearance of M3 within the middleground form of M1D in 

‘Einsamkeit’, M4 can be observed within the first vocal phrases. The vocal line 

begins at the end of bar 6 on F♯, arrives clearly on a B which is repeated at bars 8 

and 9, and then descends again to the F♯ from which it started. This provides a 

slightly expanded form of M4A (F♯ – B – F♯) which lasts the length of the phrase. 

The same structure is evident in the second vocal phrase at bars 14 – 17, although 

it is less clear as the vocal part ascends to a D, as noted above, before descending 

to the B and then to the F♯.  

The shape of the vocal line in the first half of the song also moves on several 

occasions in the opposite direction, from F♯ down to C♯ and back to F♯. Despite 

the fact that it does not correspond to the B minor harmony present, it provides a 

curious reversal of M4. This reversal is even more explicit in the vocal part at bar 

19. 

 

 

Example 5.96: ‘Einsamkeit’, vocal part, bars 6–10, the arrows showing the 
appearance of M4A and also its reversal F♯ – C♯ – F♯. 
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Example 5.97: ‘Einsamkeit’, vocal part, bars 18 – 22, again showing the F♯ – C♯ 
– F♯ reversed version of M4A as the ‘A’ section of the song concludes. C♯ is the 
lowest note reached in the vocal line during the song. 

It then can be seen that bars 6 – 22 of ‘Einsamkeit’ feature motives M1D, M1A, 

M1F, M3, and M4A. 

The second vocal entry at bars 14 – 18 and shown above as Example 5.95, is very 

similar to bars 18 – 22, shown in Example 5.97, and contains numerous additional 

examples of the motivic figures. In fact, a more detailed examination of this phrase 

reveals that all six are present, with M5 immediately followed by M6, as in the 

piano introduction of ‘Gute Nacht’. This is shown below. 

 

Example 5.98: ‘Einsamkeit’, bars 14 – 18, illustrating the presence of all six of the 
motivic figures, including M1F and M1A in middleground. Bars 18 – 22 are 
almost identical.  

The second half of the song presents the main motives in different forms. It could 

be argued that the vocal part in bars 24 – 25 (repeated in bars 26 – 27) contains 

three notes of M1 in A major (C♯, B and A) but does not contain the E that would 

be required to complete the motive28. As such, it is probably more accurate to view 

the vocal part of bars 24 – 27 as representing a form of M2 rather than M1, 

especially as the dotted rhythm which is so often a feature of M2 is present with 

the repeated B’s at the beginning of bars 24 and 26.   

                                                 
28 However, the E does appear in the piano part at the end of bar 25 as part of a clear statement of M3 (F – 
E). 
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Example 5.99: ‘Einsamkeit’, bars 23 – 25, showing the presence of a version of 
M2 in the vocal part. M3 (F – E) occurs in the second beat of the piano part and is 
particularly expressive as it is the minor form rather than the F♯ – E that would be 
more expected in the A major tonality. 

The piano part at bars 24 and 26 provides a surprise, as it is the first example of a 

tremolo in the cycle. Coinciding with the text in which the singer is cursing the 

fact that the world is so fair when he is suffering so much, the contrast between the 

tremolo on the diminished seventh chord and the disarming resolution to an A 

major chord is highly appropriate.  

The piano part in bars 28 – 29 suddenly moves into semiquaver triplets, something 

which seems rhythmically new, but may be recalled from the piano introduction of 

‘Irrlicht’ — a song that shared the same key (B minor) and thus invites 

comparison — and also in the piano part of bars 31 – 39 of ‘Auf dem Flusse’. A 

middleground version of M3 (G to F♯) in the left hand piano in octaves is present 

from bars 29 – 33. This is similar in concept, though not as enlarged, as that found 

in the B section of ‘Der Lindenbaum’ earlier in the cycle. Also, the statements of 

M3 in the piano part at bars 25, 27, 37, and 39 are significant in the context of the 

extremely powerful emotional texture of the song. The appearance of the 

Neapolitan, C major, at bars 31 – 32 and correspondingly at bars 43 – 44, is 

significant as it occurred earlier in ‘Irrlicht’. 

Bars 35 – 37 are of note in that they are very similar to bars 23 – 25, but down a 

tone, in G major instead of A major. However, of particular interest is the fact that 

the D in the vocal part which begins the phrase turns it into an exact statement of 

M1 — a version first seen in ‘Die Wetterfahne’, and identified as M1F. While this 

motive was hinted at earlier in A major, in bars 23 – 25, the initial D ensures that it 

is now clearly present in G major. It will be remembered that Schubert has done 

something similar before, in the first vocal phrases of ‘Auf Dem Flusse’ which 
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began with M1*, the missing note to clarify M1 being held back until the phrase is 

repeated at the pickup to bar 6.  

 

Example 5.100: ‘Einsamkeit’, bars 35 – 37, showing the presence of M1F in G 
major (D – B – A – G), the second A in the vocal phrase being considered to 
define it as this version of M1 in accordance with the commonly-used rule outlined 
at the beginning of this chapter. M3 is also present in the piano part of bar 37. 

A further connection between ‘Einsamkeit’ and ‘Irrlicht’ can be observed in the 

vocal part in bars 20 – 22 of the latter song, where the note D is established before 

moving down to the leading note A♯ from which it resolves to B. The same notes 

occur in ‘Einsamkeit’ in bars 33 – 34 and 45 – 46, although in its final statement in 

bar 45 the first two notes are moved up a third to become D and F♯, perhaps to 

highlight emotionally the wretched plight of the suffering protagonist. While the 

A♯ to B may tentatively be considered as a version of M6, a further example of 

M1, M1O, can be seen in the piano part in these bars. Also, the final chords of the 

song are the same as those for bar 7 of ‘Gute Nacht’, just before the first vocal 

entry, providing a further link between the two songs. These points are shown 

below.  

 

Example 5.101: ‘Einsamkeit’, bars 45 – 48, showing a new form of M1 in the 
piano part, M1O. This form of M1 is also present in bars 33 – 34. The voicing of 
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the final chords in bars 47 – 48 is the same as that of the chords of bar 7 of ‘Gute 
Nacht’ just before the first vocal entry.  

The reason for the labelling of the last two notes of the vocal line as M6, when of 

course it is not unusual for a composition to finish in this way, is that it is possible 

to again see an expanded form of M6 in operation over the second section of 

‘Einsamkeit’, in a similar fashion to that which was found in ‘Irrlicht’. The below 

graph illustrates the part the motivic figures M3, M4 and M6 play in the 

middleground. It can be seen that M6 is present as a background structure during 

the entire song, in the bass line during the A section and in the vocal line (notated 

in the example an octave higher for simplicity) during the B section. M3, although 

present in the A section, is more of a foreground musical idea so for the sake of 

simplicity is not included below. 

 

Example 5.102: Graph of ‘Einsamkeit’, featuring the background and 
middleground structure of M6.  Important occurrences of M3 and M4 are also 
indicated. Bar numbers are indicated at the top of the example. 

Yet another connection between ‘Einsamkeit’ and ‘Irrlicht’ can be found in the use 

of M4. As mentioned in section 5.11, it appears frequently in ‘Irrlicht’, although 

usually as M4B rather than the M4A of ‘Einsamkeit’. The texts of these two 

songs, ‘Irrlicht’ and ‘Einsamkeit’, are particularly despairing, and this may have 

led Schubert to use similar material in both songs. The repeated triplet semiquaver 

figures which are common to both songs form an additional means of relating 

them. 

To review, ‘Einsamkeit’ contains all six of the motivic figures. The way these 

motives are used and woven into the vocal and piano parts is extremely subtle. Not 

only are these motives present, but they are all found in the first half of the song, 

and are elaborated on in the second half (bars 23 – 48), along with some motivic 

and tonal references to ‘Irrlicht’, which is in the same key of B minor. 
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5.15 Summary of Findings in the First Twelve Songs 

The above discussion of the first twelve songs of Winterreise provides 

considerable evidence for the frequent appearance of the six closely related 

motivic ideas which form the main thrust of this analysis. The motivic figures 

occur in all of the first twelve songs; M1 appears clearly many times, in many 

different rhythms and note orders, while the other motives are frequently present 

and often featured. At times different motivic figures have been observed to occur 

simultaneously, while in the case of ‘Auf dem Flusse’, it was observed that a 

motivic transformation had occurred, the M1 which was so prevalent throughout 

the song becoming transformed to M2 at its conclusion.  

In addition, further connections were found between some of the songs, for 

example the subtle motivic connection between the consecutive songs in the 

tonality of E, where the M1D figure found in ‘Der Lindenbaum’ appeared in an 

extended form, in ‘Wasserflut’ as a complete minor scale, and in ‘Auf dem Flusse’ 

as M1*. Strong similarities were found between songs 2, 3, and 4 (‘Die 

‘Wetterfahne’, ‘Gefrorne Tränen’ and ‘Erstarrung’), the contrasting keys of these 

songs concealing how closely they are related melodically. In addition, the clear 

melodic shape of Ms 5 and 6 is evident, M6 immediately following M5 as in the 

piano introduction to ‘Gute Nacht’, in all three of these songs.    

What is perhaps the most significant aspect of this investigation is not only the 

presence of the motives but the variety of ways in which the composer varies and 

develops them. At times they are explicitly clear but the variety of ways in which 

they are refigured in note-order, transposed in different registers, shared between 

vocal and piano parts and often moving between foreground and middleground 

levels, is testament to Schubert’s compositional skill. As motives they are 

concealed to the extent that they have not been observed before but, once 

identified, they do provide clear links that relate the musical substance of the first 

twelve songs of the cycle. The table provided below illustrates the motivic figures 

as they occur in the first twelve songs of the cycle. 
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Table 5.1: Occurrence of the motives in the songs of the first half of Winterreise. 

Song Forms of M1 present Other motives present 

Gute Nacht M1A, M1B, M1C, M1D, 

M1E 

M2, M3, M4, M5, M6 

Die 

Wetterfahne 

M1F M3, M5, M6 

Gefrorne 

Tränen 

M1F, M1G M3, M4, M5, M6 

Erstarrung M1F, M1H M2 (indirect), M3, M4, 

M5, M6 

Der 

Lindenbaum 

M1A, M1D, M1I M2, M3, M4, M5, M6 

Wasserflut M1A, M1D M4, M5, M6 

Auf dem 

Flusse 

M1A, M1D, M1* M2, M3, M4, M6 

Rückblick M1D, M1F, M1J, M1K,  

M1* (strongly suggested) 

M3, M4 

Irrlicht M1F, M1L, M1* M3, M4, M6 

Rast M1D M3, M5, M6 

Frühlingstraum M1A,M1F, M1M, M1N M3, M6 

Einsamkeit M1A, M1D, M1F, M1O M2, M3, M4, M5, M6 
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CHAPTER 6 — NEWLY IDENTIFIED MOTIVIC IDEAS IN 

WINTERREISE: THE SECOND TWELVE 

SONGS 

6.1 Die Post 

‘Die Post’, the first song of the second half of the cycle, is a lively, attractive and 

atmospheric work containing several of the motivic ideas discussed here. It provides a 

clear contrast from the dark conclusion of the first half of the cycle. The eight-bar piano 

introduction firmly establishes the tonic key, E♭ major, and presents dotted 6/8 

figurations which presumably represent the cantering of the horse and the sound of the 

post horn. It is significant that Schubert does not overuse the post horn imagery. Apart 

from its appearance in the introduction, it only occurs once more, almost exactly 

halfway through the song, to separate the second and third stanzas. Regarding this, 

Youens observes: 

Schubert’s wanderer, however, does not hear omnipresent fanfares. The 

composer limits the obvious reference to the external world and instead depicts a 

wanderer more preoccupied with his reactions to the sound than with the sound 

itself, an almost immediate progression from external observation to inward 

mental processes. (Youens, 1991, p. 228) 

In other words, the protagonist is looking inwards for much of the song, questioning the 

emotions he feels as he hears the sound of the post horn. This is not surprising as the 

text tells us that the post is coming from the town he has just left, where his former 

sweetheart lives (‘Nun ja, die Post kommt aus der Stadt, / Wo ich ein liebes Liebchen 

hatt / Mein Herz/!’). 

Perhaps most striking from the analytical point of view taken here is the appearance at 

the end of these introductory bars of motive M4, which occurs clearly in bars 7 – 8. 

From bar 9, M4 continues in the left hand of the piano, where it now is used to almost 

certainly suggest the clatter of horse’s hooves. It is possible to observe M1 in bars 8 – 9, 

in the top line of the piano part, as the piano retires to its repetitive dominant-to-tonic 
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figure before the vocal part begins at the end of bar 9. In this instance M1 occurs in E♭

major (B♭ – E♭ – F – G), with the B♭ and E♭ in bar 8 occurring as M4 (the post horn), 

and the F and G appearing immediately after as the top line of the right hand. This is a 

new note order of M1: although it is 5 – 1 – 2 – 3, the same order as M1D, the last two 

notes are displaced down an octave, creating a different effect. This new form of M1 is 

designated M1P. As noted above, the piano figure in the left hand in bars 9 – 12 which 

underpins the dominant-to-tonic harmony takes over the M4 figure from the right hand 

at bars 7 – 8. Due to the high number of repetitions of M4, it will be classified here as 

M4C. These motivic occurrences are shown below.  

 

Example 6.1: ‘Die Post’, bars 7 – 10, showing the appearance of M1P and M4C. 

The repeated chords in the piano part of bars 9 and 10 have the same voicing as was 

present in two of the E minor songs from the first part of the cycle, ‘Wasserflut’ and 

‘Auf dem Flusse’29. Once more, the written notes are the same, but the close 

relationship between these accompaniments is hidden once again by the change of mode 

(E minor to E♭ major in this case). This is shown below. 

  

                                                 
29 The opening chords of ‘Gefrorne Tränen’ also have this voicing, in the key of F minor. 
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Example 6.2: Comparison of piano voicings in the opening vocal phrases of ‘Die 
Post’, ‘Wasserflut’, and ‘Auf dem Flusse’. When viewed in this way, the 
similarities in note and voicing are clearly apparent. 

Bars 20 – 21 contain a statement of M3 in the vocal line first in the major mode, then in 

the minor mode. The same idea is used in bars 29 – 31, although transposed. Bars 33 – 

37 comprise further statements of M3 in the major mode in the key of G♭ major in first 

vocal and then piano parts, the piano in bars 36 – 37 providing a slightly decorated 

version. Schubert’s development of this motive in these bars is further testament to his 

ability to rework motivic ideas in an imaginative way to create the remarkably varied 

world of sound present throughout Winterreise. 

Bars 38 – 46 are also of interest as they signify the end of the first half of the song and 

the same material is used at the conclusion of ‘Die Post’. Bars 38 and 42 contain further 
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statements of M3 in both major and minor modes, but this time with the minor mode 

form coming first. Bars 39 – 41 contain another statement of M4C, as does bar 43. 

Earlier, some specific motivic relationships were noted between ‘Einsamkeit’ and 

‘Irrlicht’. A similar relationship can be observed between ‘Einsamkeit’ and ‘Die Post’, 

though they do not in this case share the same key. The vocal line in ‘Die Post’ in bars 

38 – 46 bears a remarkable similarity to bars 6 – 10 of ‘Einsamkeit’, which comprise the 

initial vocal entry. Although the musical material in ‘Die Post’ occurs in E♭ major rather 

than B minor, the vocal shape is almost identical, featuring examples of M3 and M4, as 

shown below. 

 

 

Example 6.3: Comparison of ‘Die Post’, bars 37 – 41, with ‘Einsamkeit’, first 
vocal entry, bars 6 – 10. Both phrases share a remarkably similar shape which 
encompasses M4A, while showing further examples of M4 as well as M3. 

Though ‘Die Post’ may initially seem to be more straightforward than some of the other 

songs in Winterreise, it evidently contains considerable motivic detail. Clearly present 

are M1, in the new note order of M1P, M3, and M4, with the greatest emphasis on M4, 

perhaps as it corresponds most clearly to the character and imagery Schubert represents 

in the song. 

6.2 Der greise Kopf 

This slow, thoughtful and mournful song presents a strong musical contrast from ‘Die 

Post’. Its tonality of C minor, the relative minor of the E♭ major of ‘Die Post’, is 

important in the context of the overall tonal structure of Winterreise, as the next two 

songs, ‘Die Krähe’, and ‘Letzte Hoffnung’, are also in C minor and E♭ major 

respectively.  
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The most obvious motivic element present in ‘Der Greise Kopf’ is M3. This motive, G 

– A♭ – G in C minor, occurs in bars 1 and 2 in the piano introduction, and again in the 

vocal entry at bars 5 – 6. Subsequently, it occurs in the vocal part at bars 26 – 27, and 

again in the return of the A section at bars 30 – 31. M2, with its distinctive dotted 

rhythm, is explicitly clear at the end of the piano introduction. This figure recurs 

numerous times throughout the song, being present in the vocal part in bars 8 and 33, 

and in the piano part at bars 10 and 35. In addition, the notes of M1 are present in the 

first two bars, although it is more hidden, in a new note order which will be designated 

M1Q. This is another example where three notes of M1 are clearly presented while the 

4th note is delayed. The final D that completes the four notes of the motive in bar 2 

forms a very important part of the melodic line, taking up the last two beats of the bar. 

 

Example 6.4: ‘Der Greise Kopf’, piano introduction, bars 1 – 4 showing the 
presence of M1Q, M2 and M3. Although M1 is slightly hidden, the phrase clearly 
establishes the first three notes before moving to and stopping on the missing D.   

In bars 13 and 14 the vocal line is given a descending scalic triplet figure similar to that 

observed earlier in bars 19 and 20 of ‘Wasserflut’, in the same key of G major. A 

similar figure is encountered later in ‘Der Greise Kopf’ in the return of the ‘A’ section 

at bars 38 – 39, but in the changed key of C major. These descending scalic figurations 

are motivically important because, though rhythmically they are based on the passage 

which first occurs in bar 3 of the piano introduction, the notes are altered to form scales 

which conclude with M5, in G major at bar 14 and in C major at bar 39, the latter 

appearing to additionally suggest M6 as shown below. The even rhythm which tends to 

characterise M5 is also present in these bars. 
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Example 6.5: Bars 13 – 14 and 38 – 39 of ‘Der greise Kopf’, showing the 
suggestion of M5 in bars 13 – 14 and M5 and M6 in bars 38 – 39, the D in bar 39 
providing a decoration. The even rhythm, in this case triplets, is reminiscent of the 
piano introduction of ‘Gute Nacht’. 

The unison between the piano and vocal parts in bars 25 – 30 simply and powerfully 

represents the dark text. ‘Wie weit noch bis zur Bahre’, intones the singer, declaring 

how because of his youth his final rest in death is still so far away. M3 is present in 

these bars, and so is yet another new statement of M1, which will be referred to as M1R 

(See example 6.6 below). In the interests of practicality, M1R is considered here to 

descend rather than ascend to the final C — the C is present at both the top and bottom 

of the piano part, but the vocal line, which follows the convention of sounding an octave 

lower than written, reinforces the lower C. 

 

 

 

 

 

Example 6.6: ‘Der Greise Kopf’, bars 27 – 30, illustrating the presence of M1R  

(E♭ – D – G – C) in the piano part. It is largely doubled in the vocal part, creating 

a sparse, dark texture. 

‘Der Greise Kopf’ is a significant song which, although not containing the density of 

motivic material found in various other songs of Winterreise, nonetheless does contain 

several of the motivic elements which are present throughout the cycle. These are 

motives M1, M2 and M3, with suggestions of M5 and M6. Once more, M1 is present in 

both the piano introduction and the first vocal entry. Another feature of ‘Der greise 



186 

 
 

Kopf’ is that it is possible to see a form of motivic parallelism of M1 in the background 

harmonic structure of this song. The following sketch illustrates this. 

 

Example 6.7: ‘Der Greise Kopf’, sketch of bars 1 – 30. The dotted minims show 
the presence of M1 as a middleground structure in the bass line of the piano (C – 

E♭ – D – G). Due to its very middleground structure, it is not provided with a 

letter name for identification. However, the notes C – E♭ – D – G are clearly 

present in the harmonic reduction, and the four notes of M1 from bars 22 – 30 
form an enlarged version of M1R.  

The E♭ major tonality which accompanies the E♭ of M1 at bar 22 is very important to 

the overall harmonic structure of the song, as its ‘B’ section, beginning at bar 16, travels 

through numerous keys before settling on E♭ major (the relative major) at that point. 

This E♭ major tonality leads straight to the dark unison passage noted above which 

precedes the return of the ‘A’ section of the song. The word “graut” (dread) at this E♭ 

major chord highlights its importance, the wanderer expressing dread at his youth as the 

death for which he yearns is still so far away. 

There is a static, sparse quality present in ‘Der Greise Kopf’, particularly as noted above 

in bars 25 – 30, which hints at later songs from Schwanengesang such as ‘Der 

Doppelgänger’ and ‘Am Meer’, in which Schubert uses sparse harmonic texture to great 

advantage. 

6.3 Die Krähe 

A number of connections were noted earlier between ‘Die Krähe’ and the preceding 

song. However, some of the song’s more significant elements appear to have their 

origins in a much earlier one in the cycle — ‘Erstarrung’, also in the key of C minor. 

The introductions of both songs can be viewed as being based on M5 and M6 from the 

introduction of ‘Gute Nacht’. In fact, the piano introduction of ‘Die Krähe’ directly 

contains many of the melodic ideas which formed the piano introduction to 
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‘Erstarrung’. The first three notes of the piano bass line of ‘Erstarrung’ (C–B–C) are the 

same as the initial melody line in the introduction of ‘Die Krahe’, but three octaves 

lower. Also, the second half of bar 5 up until the resolution to C minor at bar 8 of 

‘Erstarrung’ is remarkably similar to the right hand descending scalic line in bars 3 and 

4 of the piano introduction of ‘Die Krähe’, again displaced by three octaves and 

cadencing in C minor. A particular feature in both songs is the use of the Neapolitan D♭. 

A similar descending scalic figure with a D♭ derived from the song’s piano introduction 

can be found in bars 29 – 30 of ‘Erstarrung’.30 The triplet accompaniment present 

throughout ‘Die Krähe’ is also present in ‘Erstarrung’, although it is much more rapid in 

the latter song. The descending C-minor scale at the end of the introduction is marked 

as a transition from the left hand to the right hand of the piano part, but it is evident that 

the left hand alone from the middle of bar 5 mirrors the same C-minor scalic figure, 

including the Neapolitan D♭. Although the notes from the introduction of ‘Die Krähe’ 

do not appear in quite the same order as those in ‘Erstarrung’, the similarity between the 

two introductions is striking, and illustrates yet another reference point between 

different songs in the cycle, particularly those in the same key. 

                                                 
30 It will be remembered that the Neapolitan was also a significant harmonic structure in both ‘Irrlicht’ 
and ‘Einsamkeit’. 
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Example 6.8: ‘Erstarrung’, piano introduction, illustrating its close relationship to 
the introduction of ‘Die Krähe’. The boxed notes show the notes which will later 
form the piano introduction of ‘Die Krähe’. The triplet accompaniment is also 
common to both songs. 

The relationship of ‘Die Krähe’ to ‘Der greise Kopf’ is also closer than it may first 

appear. Again, the songs are in the same key of C minor and their opening phrases both 

conclude with the same descending six notes. The relationship between the openings of 

these phrases is less obvious but it is clear that both are structured around the interval 

between C and G, though one ascends as a fifth while the other descends as a fourth. 

Both feature the note F in the middle, that is, on the downbeat of the third bar. As was 

noted above, the B♭ in the mordant of the first vocal entry of ‘Der greise Kopf’, though 

subtle, is significant, as it allows the B♭ and B♮ to be present in this phrase, as is the 

case in ‘Die Krähe’. Thus, despite their differences in shape and rhythmic character, the 

structuring around the same pitch classes is striking as is shown below. 

 

Example 6.9: ‘Der greise Kopf’, first vocal entry, bars 4 – 8. 
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Example 6.10: ‘Die Krähe’, first vocal entry, bars 6–9, using the same notes as 

‘Der greise Kopf’ with a couple of octave displacements. The use of both B♭ and B

♮ is striking in both examples. The shape of the final descending C-minor scale is 

very similar in both songs, except for the dotted rhythm in ‘Der greise Kopf’ which 
forms M2. 

 

Example 6.11: The first vocal entries of both songs once more, with arrows 
showing some of the similarities present in melodic structure. Some octave 
displacement conceals these similarities to some extent.   

‘Erstarrung’, ‘Der greise Kopf’, and ‘Die Krähe’, then, appear to share much more than 

just a common key. There is a clear melodic relationship between these three songs. 

Although this relationship is different to that found in the earlier songs linked by the 

tonality of E (‘Wasserflut’, ‘Der Lindenbaum’, and ‘Aus dem Flusse’), the C minor they 

share suggests that Schubert’s choice of key is far from arbitrary.  

Significantly the melodic features shared between ‘Die Krähe’ and ‘Erstarrung’ are M5 

and M6. The C – B – C figure at the very beginning features M6, and the descending 

scalic figure from bars 3 to 5 is another variant of M5 and M6 from the piano 

introduction of ‘Gute Nacht’, though now with a flattened second degree of the scale.  

This is shown below. 

  



190 

 
 

 

 

Example 6.12: ‘Die Krähe’, piano introduction, bars 1 – 5, showing the clear 

shape of M5 and M6. M5 is altered slightly by the use of the Neapolitan D♭. 

     

Example 6.13: Transposition of M5 and M6 from the piano introduction of ‘Gute 
Nacht’, illustrating the relationship of these motives to the piano introduction of 
‘Die Krähe’. 

The descending line in bars 3 – 4 of ‘Die Krähe’, though closely related to ‘Erstarrung’, 

is altered slightly for the first vocal entry. The Neapolitan is removed and is replaced by 

a diatonic D♮. The B♮ neighbour note found in bar 4 of the introduction is also 

removed. It is significant that the piano introduction begins on a high C (C3) and 

concludes at bar 5 with a lower C (C2), providing an octave displacement which is 

highlighted later in the song. The same octave displacement occurs with the first vocal 

entry in bars 6 – 9. In addition to these factors, the grief motive (M3) is suggested in the 

piano introduction of ‘Die Krähe’. The last G of the first bar forms the grief motive with 

the A♭ and G in the following bar, although embellished melodically with a B♭ 

appoggiatura.  

The vocal part of bars 30 – 32, where F minor is briefly suggested, features the grief 

motive M3 (C – D♭ – C). This is heard before M1*, the ascending scalic figure which 
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moves up a fifth31 (observed previously in ‘Auf Dem Flusse’). As noted above, the 

octave displacement of a C is a feature of ‘Die Krähe’. Both the right hand melody from 

the piano introduction and first vocal entry begin on a C and end on the C an octave 

lower. Bars 29 – 30 and 34 – 35 illustrate the use of a more direct C octave leap 

followed by M3 (C – D♭ – C) and M1* as described above. 

 

Example 6.14: ‘Die Krähe’, bars 29 – 32, vocal part, showing the C octave leap 
and the presence of M1* without its usual dotted rhythm in bar 31. The dotted 
rhythm, however, is to be found earlier, in bar 29. 

The piano postlude of this song is similar to the beginning introduction, with the 

addition of a repeated right hand C in the last two bars which suggests the journeying 

figure, as noted by Youens (1991, p. 243).  

Despite the clear occurrences of motives 3, 5, and 6, this is one of the very few songs 

that does not contain a clear reference to M1 except for its variant M1*. Its absence 

makes this dark, atmospheric song one of the most unusual in the cycle.  

6.4 Letzte Hoffnung 

‘Letzte Hoffnung’ features many of the motivic ideas present in Winterreise. The most 

immediately obvious of these motives is M3, C♭ to B♭ in the tonic key of E♭ major, 

which is heard in four different registers during the piano introduction. This 

introduction is extremely evocative, almost certainly representing the falling leaves 

referred to in the text. Material from the introduction is repeated in the piano part at the 

first vocal entry, causing M3 to continue in the piano part until the end of bar 10. Even 

the new material in bar 7 features a major version of M3 in the bass line (C♮ – B♭). 

The first vocal entry of ‘Letzte Hoffnung’, although unusual in beginning with 

diminished harmony, also outlines M3 (C♭ – B♭), then clearly states M2 in bars 7 – 8 in 

                                                 
31 On this occasion the figure occurs in quavers, with no dotted notes present, as is also the case in 
‘Irrlicht’. In ‘Die Krähe’, the dotted rhythm, though not present in M1*, does occur two bars before at bar 
29. 
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E♭ major (G – F – E♭), with the characteristic dotted rhythm of M2). M6 is additionally 

present in the top piano line in these bars. 

 

Example 6.15: ‘Letzte Hoffnung’, first vocal entry, bars 5 – 8, showing the 
appearance of M3 and M2. 

 

Example 6.16: ‘Letzte Hoffnung’, bars 7 – 8, showing in addition the appearance 
of M6 in the top line of the piano part, and a major version of M3 in the bass line.  

At bar 11, there is a sudden change in the piano part to a descending C-minor scale from 

G to C. This is reminiscent of the descending scale which forms an important part of the 

melody of ‘Die Krähe’, also in C minor. Bars 11 – 13 are particularly noteworthy as the 

left hand is given M1 in C minor, in the form of 3 – 2 – 1 – 5 with the fifth ascending 

rather than descending as in M1A. This is a new form of M1 which will be designated 

M1S. The top line of the piano part provides a canonic effect of M1, but instead of 

ascending to the dominant G it descends, arriving at G via the F and F♯ to form the 

shape of M1A.  

 

Example 6.17: ‘Letzte Hoffnung’, bars 11 – 13, showing further appearances of 
M1. 
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The material based on M3 from the piano introduction is then repeated in the piano part, 

although this time it is harmonically altered and moves through a variety of keys until 

finally arriving emphatically at the dominant, B♭ major, at bar 24.   

After a short one-bar segment which features material drawn from the introduction, the 

piano part then moves into E♭ minor with an octave figure that strongly resembles the 

earlier appearances of M1S and M1A at bars 11 – 13. After M1S is stated at bar 26, the 

broken octaves in the piano part descend by scale, coming to rest on B♭ at bar 29, and 

providing a middleground version of M1A, as occurred in bars 11 – 13, although in a 

different key. The prominent C♭ to B♭ figure in bars 27 and 28 provides another 

example of M3 before the piano part finally settles on B♭ at bar 29.  

 

Example 6.18: ‘Letzte Hoffnung’, bars 26 – 28, showing the appearances of M1S, 
M1A, and M3. Although in a different key, the similarity between these bars and 
bars 11 – 13 is striking. 

Bars 29 – 31 represent a sudden change in the tempo and musical material as the text 

describes the wanderer’s hopes falling beyond recall. The notes comprising the vocal 

line of bars 29 – 30 are drawn entirely from M1. This is another occasion where various 

designations of the note order of M1 are possible; as the overall shape of the phrase 

appears to closely resemble M1D it will be given this designation. 



194 

 
 

 

Example 6.19: ‘Letzte Hoffnung’, bars 29 – 31, showing the occurrence of M1D, 
as the protagonist sings poignantly of watching a leaf fall from a tree and his 

hopes falling with the leaf. The tonic E♭ is missing when the piano repeats the 

phrase in bars 30 – 31. 

The piano part then reiterates this thematic material in bars 30 – 31 before the E♭ minor 

descending scale figure, which begins with M1S, is reintroduced in the piano part and is 

altered in bar 34 to finally return to E♭ major. In bars 41 – 42, E♭ minor is hinted at 

again as M3 is heard in the vocal part. The song concludes with a piano postlude that is 

reminiscent of the material from the introduction. M3 is once more present in these final 

bars (43 – 47) — this time between the notes of E♭ and F♭, in the implied key of A♭ 

major which is reached at bar 46 before the final cadence in the tonic E♭ major at bar 

47.  

‘Letzte Hoffnung’ is clearly a song of intense emotion. The repeated falling flattened 6th 

to dominant semitone of M3 is a significant feature throughout, while several 

permutations of M1 play a very important part in its structure. M2 and M6 also occur in 

the first vocal phrase. Kramer believes this song to occupy a special place in the cycle, 

and writes that: 

[‘Letzte Hoffnung’] is something of a watershed. What follows is the music of 

resignation. The old tensions have been played out. The wanderer continues, but 

by a kind of motor reflex, without feeling. (Kramer, 1994, p. 179)  
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6.5 Im Dorfe 

The analytic point of view presented here reveals much about the musical relationships 

in ‘Im Dorfe’. These relationships will be subject to further detailed investigation in the 

following chapter.   

The alternating D – C♯ – D figure in the bass line of the opening bar is a clear form of 

M6. The notes are identical to the ones used in the piano introduction of ‘Gute Nacht’, 

though an octave lower. The third beat, including the grace notes in the left hand and the 

subsequent chord, also exactly comprises the notes of M1, this time in D major (F♯ – E 

– D – A).  

 

Example 6.20: ‘Im Dorfe’, piano introduction, bar 1. M6 is shown, its D tonality 
corresponding with that of ‘Gute Nacht’, while the chord on the third beat is a 
statement of all the notes of M1. 

The second bar is a repeat of the first, and the right hand in bar 4 is also the same. The  

B♭ and B♮ which comprise the top line in bars 3 and 4 suggest M3 in both its major and 

minor form, perhaps suggesting the conflict between dreams and reality which is 

present in the text of this song. These pitches recall the C♭ to B♭ figure which was such 

an important feature of the previous song, ‘Letzte Hoffnung’, the C♭ being 

enharmonically changed to B♮ in ‘Im Dorfe’. 

The first vocal entry of ‘Im Dorfe’, at bars 6 – 10,  presents the notes of M1 in yet 

another different note order (which will be referred to as M1T), while the piano part 

repeats the same material from the introduction. Although the material in both parts is 

then slightly varied until bar 19, the melodic line still seems largely based on M1, the 

beginning, high point and end of each vocal phrase comprising notes from this motive 

in the tonic key of D. The presence of F♯ and F♮ in the melodic line provides a major 

and minor reference to M1, and, as with the notes from M3 in the piano introduction, 

may suggest a conflict between dreams (major) and reality (minor). This viewpoint is 
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supported by the text in bars 11 – 18, which observes that in the morning the sweet 

dreams of the villagers will have vanished and they will again have to confront reality. 

 

 

Example 6.21: ‘Im Dorfe’, first vocal entry, bars 6 – 10, showing the presence of 
M1T. 

The repeated Ds in the piano part from bars 19 – 25 are reminiscent of the D-octave 

repeated figure in the middle section of ‘Ruckblick’, in which the traveller is 

reminiscing about happier times in the town he has left. In ‘Im Dorfe’, his thoughts are 

of the pleasures of dreams, and the hope that these pleasures may remain on wakening. 

The association of this repeated D figure with thoughts of fleeting happiness contrast 

not only with the darkness of much of the cycle but with the imagery of the “journeying 

figure” where, from the opening bar of the cycle, its repeated notes have different 

associations. The middle section of ‘Im Dorfe’ also features another statement of M1 in 

its now familiar retrograde form, this time in G major, in the piano part. It first occurs in 

the right hand top line at the second half of bar 21, and again at the corresponding place 

at bar 23. The motive is then heard a melodic step higher in bar 24, before another G 

major statement at bar 25. 

 

Example 6.22: ‘Im Dorfe’, bar 21, the small boxes showing the presence of M1D 
in the top right hand of the piano part and the larger box indicating the D-octave 
figure which was also observed in ‘Rückblick’. 

A further form of M1, M1U, is to be found in the middle section of ‘Im Dorfe’ 

(Example 6.23). This will be discussed in the more lengthy analysis in Chapter 6.  
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Example 6.23: ‘Im Dorfe’, bars 23 – 25, showing M1U in the vocal part, 
occurring in addition to M1D in the piano part in these bars.  

At bar 30, the A section of the song is repeated, showing another appearance in the 

vocal part of M1T. Bars 36 and 37 are varied, creating a transition into bar 38, where 

the accompaniment suddenly becomes more homophonic, and the vocal part states 

M4A. This motive is repeated in bar 43 to the same text as the wanderer asks himself 

why he lingers where men sleep. 

 

Example 6.24: ‘Im Dorfe’,vocal part, bar 38, showing an example of M4A. 

Bars 47 – 51 of ‘Im Dorfe’ consist of a piano postlude based on material from the 

introduction. 

It is important to note that the motivic approach undertaken here has revealed a highly 

cohesive structure within itself, as well as a strong motivic connection to the piano 

introduction of ‘Gute Nacht’.  

6.6 Der stürmische Morgen 

‘Im Dorfe’ began and ended with a figure that featured M6. Though the mode has 

changed from major to minor, the piano introduction to ‘Der Sturmische Morgen’ gives 

immediate prominence to these same pitches, D – C♯ – D. This occurs across three 

octave registers at the start, at the end of the second bar, and in the closing cadence. As 

such, the notes of M6 frame these introductory bars and can be seen to provide a 

middleground structure.  
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Example 6.25: ‘Der stürmische Morgen’, piano introduction, bars 1 – 3, showing 
the presence of M6. 

The vocal part of ‘Der Sturmische Morgen’ begins with an ascending scalic figure 

which, though much faster and in a different key, is highly reminiscent of the first vocal 

entry of ‘Auf dem Flusse’, labelled M1*. In addition, it is possible to see further motivic 

connections between this phrase and the piano introduction to ‘Gute Nacht’. M6 is 

present in bars 5 – 7, and the shape of M4A is captured in bar 5.   

 

 

Example 6.26: ‘Der stürmische Morgen’, first vocal entry, bars 3 – 8, showing the 
appearances of M1* and M6, with the notes marked x showing the outline of M4 
in bar 5. 

The middle section from bar 10 – 14 is unambiguously in B♭ major. The vocal line at 

bar 10 takes M1 in this key in the form of M1A (D – C – B♭ – F). The middle section 

only lasts for four bars; however, M1A is repeated in the vocal line in bar 12, the third 

bar of the section. 

 

Example 6.27: ‘Der stürmische Morgen’, vocal part, bars 9 – 10, showing the 

occurrence of M1A in B♭ major in the middle section of the song. All the notes in 

these bars are drawn from M1 except the final A of bar 10. 

Bars 14 to the end begin as a repetition of bar 6, but then the material is extended and 

the song finishes in the expected D minor with a repeat of the energetic piano triplet 

figurations from bars 8 and 9. M6 occurs once more in the vocal line as it concludes, in 

bars 16 – 18.  
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Example 6.28: ‘Der stürmische Morgen’, bars 16  – 18, showing M6 once more at 
the conclusion of the vocal line. 

It was observed previously that the interval between C♭ and B♭ was an important 

structural feature of ‘Letzte Hoffnung’. Similarly, in the piano introduction of ‘Im 

Dorfe’ it was noted that both B♭ and B♮ (enharmonically C♭) were prominent, providing 

both a major and minor form of M3. The relationship between B♭ and B♮ is also of 

importance in ‘Der stürmisch Morgen’, first occurring in the piano introduction in bar 2, 

and then again in bar 3. Subsequently, the whole middle section is in B♭ major, while in 

the last two bars B♮ is again present in the diminished seventh broken chord in the 

piano part. While certainly not immediately evident, this tonal relationship plays a 

subtle role in linking these three consecutive songs.     

‘Der stürmische Morgen’ is a short but powerful song which is very evocative in both 

vocal and piano parts of the storm the wanderer is observing. The storm is symbolic of 

the wild, cold feelings in his heart. Perhaps this sense of union between the wanderer 

and nature is the reason why Schubert doubles the vocal and piano parts for much of the 

song. 

6.7 Täuschung 

This song features several of the motivic ideas discussed. Perhaps the most prevalent of 

these is the use of M4A; the right hand piano part ascends from E at the very beginning 

to A at bar 5, and then back to E. 

 

Example 6.29: ‘Täuschung’, right hand of the introduction, showing the 
significance of M4 in this song.  On this occasion it is shown in the form of M4A 
(dominant – tonic – dominant). 
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Throughout, the piano part returns to these repeated octave Es which resolve 

melodically up to the same A on 8 occasions. As such, this interval of M4 is clearly a 

continual point of reference throughout the song.  

Other significant motivic ideas can be observed in the song. An incomplete form of 

M1A is present at the first vocal entry in A major at bars 6 – 8. Although the shape of 

this motive is clearly formed, the second degree of the scale is missing (B), so it cannot 

be classified as a complete version of M1. The remaining notes — C♯, A and E — are 

clearly present, strongly recalling the shape of M1A. This first vocal phrase contains a 

major version of M3, E – F♯ – E, in bars 7 and 8. In complete contrast with the minor 

form’s associations of grief, Schubert has used this major version of M3 to highlight a 

more pleasant moment in the cycle, where the wanderer sees a light before him and 

relates it to the light from his former sweetheart’s house. Although he realises this is 

illusionary, it still provides a moment of solace in the midst of his sufferings. 

 

Example 6.30: ‘Täuschung’, vocal part, bars 5 – 8, showing the presence of M3 
and an incomplete version of M1A in which the supertonic B is missing. 

A complete form of M1A in the same tonic key, however, is present in the piano part at 

bars 12 – 13, and again at bars 37 – 3932. The fact that the singer is resting during this 

statement of M1 in bars 12 – 13 gives it greater aural clarity.  

 

Example 6.31: ‘Tauschung’, bars 12 – 13, showing the presence of M1A in the 
piano part.  

Also notable is another appearance of M1 in A minor. It appears in a new form which 

will be referred to as M1V. The vocal line of bars 22 – 24 consists only of the notes of 

                                                 
32 In bars 37–39 the final E of M1A is delayed until bar 39. 
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M1. While the note order of M1 is to some extent subjective, according to the method 

applied here (in which the note order is determined by working backwards from the 

final note of M1), it will be referred to as 1 – 5 – 3 – 2.   The text to which this minor 

version of M1 is placed is the only time in the poem when the wanderer refers directly 

to his wretchedness (‘Ach, wer wie ich so elend ist / Gibt gern sich hin der bunten 

List’). A middleground version of M4B is present in octaves in the top line of the piano 

part between bars 21 – 36. These points are illustrated below. 

 

 

Example 6.32: ‘Täuschung’, bars 21 – 36, showing the enlarged appearance of 
M4B (A – E – A) in A major. Bars 24 – 26 show the ascent from E2 to E3 an octave 
higher, after which E2 is immediately re-established at the third quaver of bar 27. 
Bars 28 – 33 are omitted in the example, but the right hand octave E continues 
throughout these bars. The right hand octave line extends again by scale in bars 
34 – 35 to the A which forms the final A of M4B in bar 36. M1V is also noted in 
the vocal part at bars 22 – 24. 

The repeated A section is slightly shortened and is followed by the piano postlude. In 

this postlude, the final three bars of the song shape M4B with complete clarity, A – E – 

A. The final A is reached at the closing chord of the song, and gives a satisfying sense 

of closure as M4B is at last clearly stated. 
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Example 6.33: ‘Täuschung’, bars 41 – 43, illustrating its conclusion with a clear 
statement of M4B. 

‘Täuschung’, in the key of A major, represents a fleeting moment of remembered 

happiness before the return to darkness in the following song, ‘Der Wegweiser’. This 

emotional contrast is similar to that of ‘Frühlingstraum’, in the same key of A major, 

being followed by the much darker ‘Einsamkeit’ at the end of the first half of the cycle. 

6.8 Der Wegweiser 

Of all the songs of Winterreise, ‘Der Wegweiser’ is perhaps the one that has attracted 

the most interest from scholars. A brief overview of the most significant existing 

analytical ideas will be provided before beginning a motivic analysis. 

Youens opines that ‘Der Wegweiser’ has a discernible relationship to ‘Gute Nacht’ 

through the ‘journeying figure’ common to both songs, and the ascending stepwise 

figure from bar 16 of ‘Gute Nacht’ which is similar to the notes and rhythm of the very 

first notes of ‘Der Wegweiser’ (Youens, 1991, p. 85). Everett (1990) believes the ‘grief 

motive’ (M3) to be a very important element of the construction of ‘Der Wegweiser’ 

mainly through the D – E♭ – D figure which is clearly present, particularly in the two A 

sections of the song (pp. 167–168). In addition, he notes the importance of the B – C – 

B and E – D♯ – E figures in the B section (pp. 169–170). He further views the G – A♭ – 

G figure as being integral to the song’s structure as it recurs in the C section after being 

introduced in the first A section (p. 169). Although his analysis is generally convincing, 

it is significant that the important E – D♯ – E figure in the B section to which he alludes 
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is not supported by harmony which would make it the ‘grief motive’ (5� – ♭6� – 5�), or M3 

as it is called here33 (p. 171). 

Suurpää (2014) believes, like Everett, that the D – E♭ – D interval is important in the 

structure of ‘Der Wegweiser’ but also sees significance in the way that the E♭ at times 

rises to E♮ instead of falling to D34. Suurpää demonstrates that this is a very important 

structural feature of the song. It occurs in every section, most importantly, perhaps, in 

the ‘B’ section, where the D♯ to E figure is highly significant in bars 27 – 31 (the D♯ 

being E♭ enharmonically).  He notes, as did Kramer earlier35, that although the D♯ to E 

figure implies E minor, this is a key that is never confirmed:  

 

D♯ does not resolve upward, G minor replaces the major mode, the four-bar 

hypermeasures return, and the tragic overcomes the joyful. In addition, the 

apparent E minor is never cadentially confirmed; this tonal implication is also 

secondary. (Suurpää, 2014, p. 119) 

 

Kramer’s analysis (1994), although acknowledging Youens’ findings regarding its 

connection to ‘Gute Nacht’, relates ‘Der Wegweiser’ more to ‘Auf dem Flusse’, through 

the B to B♭ movement at the end of the B section of ‘Der Wegweiser’ (bars 34 – 39). 

This is significant for Kramer as he considers the B to A♯ interval, (the A♯ being 

enharmonically B♭), to be an important structural feature in ‘Auf dem Flusse’ (p. 180).  

Barry (2000) similarly notes the connection between ‘Der Wegweiser’ and ‘Gute 

Nacht’, and also, like Kramer, relates it to ‘Auf dem Flusse’, although in contrast to 

Kramer she finds this relationship more between the dotted ascending figures which are 

common to both songs than the B to A♯ interval (pp. 196–197). In addition, she 

considers ‘Der Wegweiser’ to be a reworking of ‘Rückblick’, from Part 1 of the cycle 

(p. 200). She does not fully explain her reasons for this claim.  

                                                 
33 G♯ minor harmony would be needed at this point. 
34 Everett also hints at this relationship (p. 170). 
35 See Kramer (1994, p. 180). 
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The C section of ‘Der Wegweiser’ (bars 57 onward) has drawn much comment from 

scholars. Youens makes the point that the minor chords between the diminished 

sevenths (bars 57 – 67) are designed to make the listener expect a change in harmony. 

When this does not happen it creates a sense of tension. She notes the research of Carl 

Schachter and Edward Aldwell, who have observed the unusual notation in the vocal 

part during these bars. The enharmonic spelling of the notes means the minor thirds are 

written in a way that will never bring them back to the beginning. Instead of writing the 

expected C♯ for the vocal part in bars 63 – 64 over the C♯ minor chord in the piano part, 

Schubert notates D♭. This creates a cycle of minor thirds which, in this notation, never 

arrives back at the point where it started: the next two notes in the cycle would be F♭ 

and A♭♭  rather than E and G (1991, p. 276). 

 

Everett suggests that bars 14 – 16 from the first A section are significant to the C 

section as they have a ‘grief motive’ figure of A♭ to G. This recurs in the closing section 

of the song, where the Neapolitan (A♭ major) is used and there is the same A♭ to G 

movement in the vocal part (Everett, 1990, p. 169). He also believes, in line with an 

earlier article by Robert Gauldin36, that the section from bars 57 – 65 represents the 

unfolding of a single diminished chord (G, B♭, D♭, E), which resolves to a D dominant 

seventh at bar 65, and to the tonic G minor at bar 67 (p. 172). He believes that there is a 

B♭ – A version of the ‘grief motive’ underpinning the harmony, with the B♭ occurring at 

bar 57 and the resolution to A as part of the D dominant seventh at bar 65. Although this 

may be the case, as with several other of Everett’s examples, this one requires a little 

imagination to see: the B♭ at bar 57,which is in the lower right hand piano part, travels 

via a G♯  and G♮ in bars 63 and 64 before arriving at the A at bar 65. Kramer, when 

                                                 
36 See Gauldin: Intramusical Symbolism in the Last Strophe of Schubert’s ‘Der Wegweiser’.  In Theory 
Only, Vol. 3, No. 12 (March 1978), p.3.  
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discussing these bars, believes that instead of representing diminished harmony, they 

are a prolongation of the dominant seventh of A, which is V of V37 (1994, p. 181). 

 

In contrast, Suurpää finds the E♭ to E♮ figure, an important feature of his overall 

analysis of the song, to be significant in the long coda of ‘Der Wegweiser’. His main 

point is that the remarkable harmonic features in bars 57 – 77 can be explained by the 

bass E♭ to E♮ movement in bar 59, when the augmented 6th chord present in that bar 

does not resolve down to a bass D as expected, but instead resolves up to E before 

finally reaching the tonic G minor at bars 66 and 67 (2014, p. 121). 

 

It can be seen that there is considerable variety in viewpoints when considering ‘Der 

Wegweiser’ both as a whole and when discussing the C section of the song. The 

analytic method adopted in this thesis also identifies many notable motivic features. The 

first section of the song, comprising the piano introduction and first stanza, introduces at 

the very beginning a retrograded form of M2, though without the dotted rhythm. In fact, 

as the three notes of M2 also belong to M1, these notes, combined with the high D 

which is the peak of the vocal part in bars 17 – 18, form a middleground version of M1 

in a new note order, referred to here as M1W. 

 

Example 6.34: ‘Der Wegweiser’, piano introduction, bars 1 – 5, showing M2 in 
retrograde, without the dotted rhythm. These notes could also be classed as three 
of the notes from M1, particularly as they are the same three notes, in retrograde 
and in the changed key of G minor, which begin ‘Gute Nacht’ in D minor. 

The first vocal entry, which is quite extended, spanning bars 5 – 19, provides examples 

of M5 and M6 in the key of G minor.  M1* is featured towards the end of the section, in 

bars 16 – 19. 

                                                 
37 In practice Kramer’s  A dominant seventh is the same diminished seventh alluded to above by Everett, 

the  B♭ functioning as the minor ninth and an implied A as the root of the chord, which does not properly 

appear until bar 64. 
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Example 6.35: ‘Der Wegweiser’, first vocal entry, bars 5 – 10, showing 
occurrences of M5 and M6 in G minor in addition to the retrograde of M2 
observed earlier. M5 is doubled with the piano while M6 is taken over by the 
piano immediately after M5. As in the piano introduction to ‘Gute Nacht’, M6 
immediately follows M5.   

 

Example 6.36: ‘Der Wegweiser’, bars 17 – 18, showing occurrences of M1* and 
M6. 

The middleground version of M1, defined as M1W, comprises the first three notes of 

the initial vocal entry and the high D which is reached at bar 17 and repeated at bar 18, 

shown as the highest note of M1* in the previous example. In this way, M1W appears 

as a middleground structure throughout the A section of the song. This is shown more 

clearly below. 
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Example 6.37: ‘Der Wegweiser’, showing the middleground appearance of M1W 
during the course of the A section of the song. 

It is also possible to see a slightly more middleground appearance of M5 during the A 

section of this song in bars 11 – 17. During these bars, the vocal line establishes a new 

pitch of M5 every two bars, with the Neapolitan A♭ replacing the expected A♮. M6 (G – 

F♯ – G) is present in bars 17 – 18, with M6 immediately following M5 as in the piano 

introduction of ‘Gute Nacht’. This is shown below. 

 

 

 

 

Example 6.38: ‘Der Wegweiser’, vocal part, bars 11 – 19, showing the enlarged 

version of Ms 5 and 6, with the Neapolitan A♭ replacing the expected A♮ . M6 

immediately follows M5. M1* is also shown.  

To further highlight the presence of M6, it will be remembered from the recent example 

6.36 that this motive occurred in the piano part as well as the vocal part in bars 17 – 18. 

It is shown again below. 

 

Example 6.39: ‘Der Wegweiser’, bars 17 – 18, illustrating once more the presence 
of M6 immediately following M5, this time in the piano part as well as the vocal 
part.  
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The B section begins with a statement in the major mode of melodic material from the 

A section. It is soon varied so that it reaches the D (thereby incorporating all the notes 

of M1) much earlier than in the A section. Bars 27 – 33 feature examples of M3, M4 

and M6 within E minor. It is also possible, though not essential, to see M2 in the key of 

A minor at a moment where both the vocal and piano parts are in unison. The 

convergence of these motivic figures occurs as the protagonist seems to finally realise 

the foolishness and futility of his journey. 

 

Example 6.40: ‘Der Wegweiser’, bars 27 – 33, illustrating the complexity of the 
motivic ideas as the singer questions the reasons for his journey. M3 is present on 
several levels, while the shape of M4A pervades both the vocal and piano parts. 
M6 is also present in the key of E minor, while in addition it is possible to see a 
version of M2 in A minor. 

The above examples of M3, M4A, and M6 are present in the assumed key of E minor, a 

key which is strongly implied in these bars but never reached. The A minor version of 

M2 may be simply coincidental, but it does appear with voice and piano parts in unison 

at a time when the tonality is uncertain: as the song moves from the implied E minor to 

the arrival on B at bar 33. The following middleground graph shows the presence of the 

motivic figures in the A and B sections of ‘Der Wegweiser’.  

 

Example 6.41: Schematic representation of the A and B sections of ‘Der 
Wegweiser’. The final version of M3, in bars 38 – 39, is represented in G minor as 
the song transitions back to this key. 
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The second A section, from bars 41 – 54, features much of the same melodic and 

motivic material as the first. However, the vocal line is varied towards the end of this 

section, resulting in yet another occurrence of M1 in bar 53, this time in the form of 

M1R, which was seen earlier in ‘die Greise Kopf’. In this example, the low G 

concluding the phrase is considered most important to the melodic line, rather than the 

high G two notes earlier.  

 

Example 6.42: ‘Der Wegweiser’, vocal part, bars 53 – 54, in a note order 
considered here as M1R, as the protagonist sings of his fruitless search for rest. 

The lengthy coda of ‘Der Wegweiser’ has, as was noted above earlier in this section, 

drawn much discussion from scholars. From the motivic point of view discussed here, 

however, it’s most important feature is an appearance of M1 in the vocal part of bars 68 

– 75, over the haunting repeated G and converging harmony in the piano part.  This is a 

new form of M1 which will be labelled M1X. The end of the vocal phrase, at bars 76 – 

77, can be related to M5 and M6 in the key of G minor, the Neapolitan A♭ taking the 

place of the expected supertonic A, as occurred earlier in ‘Erstarrung’ and ‘Die Krähe’, 

and indeed earlier, in the A section, of ‘Der Wegweiser’. 

 

Example 6.43: ‘Der Wegweiser’, vocal part, bars 71 – 77, showing the 
appearance of M1X. The resolution at bars 76 – 77 closely follows the shape of 

M5 and M6 in G minor but omits the scalic B♭ and substitutes A♭ for the expected 

A♮ . 

It will be seen shortly that the notes used in the vocal line of the final bars of ‘Der 

Wegweiser’ are of importance in the following song, ‘Das Wirtshaus’. From the 

analytic perspective adopted by this study, however, the note structure of this vocal 

phrase (bars 79 – 81) is remarkable in combining M2 (without the dotted rhythm) in its 

upper notes with a statement of M6 (G – F♯ – G) below. M2 occurs this time in its 

original note order, 3 – 2 – 1, after being retrograded at the beginning of the song. 
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Example 6.44: ‘Der Wegweiser’, vocal part, bars 78 – 81. The B♭, A and G are 

drawn from M2, and are the same notes as those beginning the song, now in 
reverse order. The G – F♯ – G of M6 is also in evidence. 

The above motivic analysis of ‘Der Wegweiser’ has highlighted numerous relationships 

between it and the piano introduction of ‘Gute Nacht’ which have not been observed 

previously. Indeed, a number of the existing detailed analyses tend to focus largely on 

semitone relationships — Everett and Suurpää with the ‘grief motive’ and Kramer with 

the B to A♯ figure. This analysis has confirmed the importance of this semitone 

relationship (M3), but has also uncovered numerous other motivic relationships which 

relate ‘Der Wegweiser’ to ‘Gute Nacht’ and to the cycle as a whole. All six of the 

identified motivic figures are present in this song.  

6.9 Das Wirtshaus 

The final bars of the previous song, ‘Der Wegweiser’, discussed above in section 6.8, 

are of further interest, as the concluding notes in the vocal part of bars 78 – 81 are the 

same as those used in the first vocal entry of ‘Das Wirtshaus’, even though ‘Das 

Wirtshaus’ is written in the changed key of F major. These notes are drawn from M2 

and M6 in the key of G minor and are present as the vocal part of bars 5 – 7 of ‘Das 

Wirtshaus’. This phrase has the same overall melodic shape as was present at the end of 

‘Der Wegweiser’. One can only admire Schubert’s compositional skill in being able to 

successfully use these same melodic notes despite the change of tonality from G minor 

to F major. A similar instance of this was found between the consecutive songs ‘Der 

greise Kopf’ and ‘Die Krähe’, though in that earlier example the key of C minor was 

common to both songs.   

As the first vocal phrase of ‘Das Wirtshaus’ continues into bars 8 – 9, the melodic line 

is representative again of M2 and M6, but the notes are now drawn from the key of F 

major. This is shown below. 
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Example 6.45: ‘Das Wirtshaus’, first vocal entry, bars 5 – 9. Bars 5 – 7 have the 
same notes as those which concluded the previous song, ‘Der Wegweiser’.  
Motives 2 and 6 are prominent in the phrase’s construction. The first three notes 
form a retrograde version of M2 both rhythmically and melodically in the key of G 
minor, while the dotted rhythms in bars 7 – 9 suggest M2, this time in the key of F 
major. M6 in F major is present in bars 8 – 9. 

 

Example 6.46: ‘Der Wegweiser’, bars 78 – 81, shown once more for comparison. 
These final bars of the vocal part contain the same notes as those which begin the 
vocal part of the next song, ‘Das Wirtshaus’, shown in the previous example. The 
melodic shape of the vocal part is very similar in both instances despite the 
different keys of the two songs. 

M2 and M6, therefore, form an important part of this initial vocal entry at bars 5 – 9 in 

‘Das Wirtshaus’, as they did in the final bars of ‘Der Wegweiser’. 

These same two motives can be observed again in the piano introduction. The A – G – F 

figure comprises the notes of M2 in F major, and the melodic line contains the F – E – F 

which forms M6 in F major. Like the preceding song, the focus is on three notes of M1 

(3 – 2 – 1) though now not in retrograde order while the remaining note (5) is withheld 

till the cadence at the end of the first vocal phrase38. In addition, M5 is clearly present in 

bar 4, and continues on to form the F and E which are the first two notes of M6 in F 

major, before turning to D minor for the first two beats of bar 5.  It is as if this is to 

remind the listener of that motive on the pitches D – C♯ not only from ‘Gute Nacht’ but 

where it was featured so prominently in ‘Im Dorfe’ and ‘Der stürmische Morgen’. 

However, the phrase concludes with an unexpected turn to a C major chord which, as 

the dominant, returns to F major for the vocal entry. The top line of the piano 

introduction is shown below. 

                                                 
38 This could be regarded as a middleground version of M1S, but is considered a little too vague here. 
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Example 6.47: ‘Das Wirtshaus’, top line of the piano introduction, bars 1 – 5, 
showing the various motives present. The notes of M2 in the key of F major are 
clear, but they are used here without the usual dotted rhythm. In bar 4, the notes of 
M5 and those which begin M6 occur in the same order as that used in the piano 
introduction of ‘Gute Nacht’. 

Bars 3 and 4 are of particular importance, as they recur at bars 10 – 11, 16 – 17, and 29 

– 30. However, the F that is needed to complete M6 is not attained until bar 31, at the 

end of the song (F major tonality is reached at bar 12, but A is the top note of the F 

major chord, not the F which would form M6). The shape of M5 and M6, however, is 

quite definite in the concluding bars 30 and 31. This is shown below. 

 

Example 6.48: ‘Das Wirtshaus’, bars 29 – 31, piano top line, showing the final F 
which concludes both the song and M6. 

M4A is present in this song in bars 19 – 20 and 27, the latter appearance slightly 

decorated; in fact, the melodic shape of the vocal line in bars 19 – 20 (from the end of 

bar 19) and 27 – 28 is very similar, the later bars being more decorated and expanded 

than the earlier phrase. 

 

Example 6.49: ‘Das Wirtshaus’, vocal part, bars 19 – 20, and 27 – 28, showing 
the appearance of M4A; bars 27 – 28 form a slightly enlarged version of the 
earlier phrase. 

The melodic structure of ‘Das Wirtshaus’ is deceptively simple. It is a slow, chorale-

like song which draws on many of the motivic figures from the piano introduction of 

‘Gute Nacht’, but in a way that only becomes clear after some investigation, M5 and 

M6 appearing once more as a unit and being an important part of the melodic shape. It 

will be remembered that M5 and M6 occurred in this way, as a single entity, in the 
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previous song, ‘Der Wegweiser’. M4 is also present in the short middle section of ‘Das 

Wirtshaus’. 

6.10 Mut 

The piano introduction of ‘Mut’ immediately provides clear examples of the motivic 

ideas discussed here; the very first piano notes form M1 in its retrograde form in the 

tonic key of G minor, which is referred to here as M1D (D – G – A – B♭ ascending). It 

is extended to form M3 in bars 2 – 3 (D – E♭ – D)39, which is also present in the inner 

right hand part, and then forms M1R (first heard in ‘Der greise Kopf’) on its descent 

back to G. The vocal part then repeats the initial statement of M1D at the first vocal 

entry in bar 5. This is shown below. 

 

Example 6.50: ‘Mut’, piano introduction bars 1–4, showing M1D at the very 
beginning. M3 is also present in both the top line and the inner right-hand part, 
while the top line in bars 3 and 4 configures M1R. 

When the singer takes over at bar 5, the first vocal entry traces M1D, as in the piano 

introduction. It then descends with a statement of M1 which so closely resembles M1A 

that it will be given that designation although it is hidden slightly by the return from G 

to A in bar 6.  

 

Example 6.51: ‘Mut’ first vocal entry, bars 5 – 7, showing the presence of M1D 
and M1A. The arrow over the A indicates the slight variation of M1A. 

                                                 
39 Although this appearance of M3 in the upper right-hand line of bars 2 – 3 is drawn from a repetition of 
the opening M1 figure a fourth higher, M3 seems too clear to ignore in these bars. 
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These motivic ideas are used consistently up until bar 37, where the key change to G 

major brings a slightly varied element to the vocal line, the three notes present in bars 

37 – 38 representing M2 in G major (A – G – B).  The dotted rhythm at the very 

beginning of bar 37 further relates this section to M2. Slight variations are present in 

bars 43 – 44, 49 – 50 (where it is in the minor mode) and 55 – 56, where a neighbour-

note C is added to the three notes that form M2. 

It was observed above that the first four notes of the piano introduction form M1D, and 

that M1D is present at the first vocal entry. The first short phrase of this vocal entry 

(bars 5 – 7) is comprised entirely of notes from M1, in the versions M1D and M1A. 

However, at its second statement, at bars 12 – 14 and 30 – 32, the notes are changed 

slightly, a C being added to the notes which comprise M1. This alteration is mirrored in 

the G major section of the song (bars 37 – 60) with M2, bars 37 – 38 and 49 – 50 

comprising only the three notes of M2 and bars 43 – 44 and 55 – 56 having the addition 

of a C. It is tempting to conclude that this is simply a melodic variation for the purpose 

of interest in the vocal phrase; but it is possible that there is a quite different 

explanation. The suggestion advanced here is that there are many echoes of ‘Der 

Wegweiser’ in ‘Mut’. The songs are in the same key and they both move from G minor 

to a middle section in G major; however, as has been observed with other songs that 

share the same key, the relationship seems much closer than just superficial 

commonality of key. After the right hand D which begins the piano introduction of 

‘Mut’, the G and A semiquavers moving to B♭ are drawn exactly both melodically and 

rhythmically from the beginning of ‘Der Wegweiser’. The only variation is that the B♭ 

is held for longer in ‘Mut’. These same notes appear at the first vocal entry in the same 

rhythm and recur numerous times throughout the song. The other noteworthy melodic 

feature which links the two songs is the presence of the abovementioned C, which in G 

minor is the first note of M5. The importance of M5 in ‘Der Wegweiser’ was noted 

earlier, in section 6.8.   

The small melodic change which introduces the C in bars 13 and 43 appears 

insignificant, but follows the same pattern as ‘Der Wegweiser’, the C appearing later in 

the phrase in both its major and minor statements. When lined up as below, the 

similarities between these phrases are evident; the initial D which is an important part of 
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the melodic line of the opening section of ‘Mut’, and is instrumental in forming both 

M1D and M1A, conceals these similarities to some extent in the first example. 

 

     

Example 6.52: Comparison of first vocal entry of ‘Der Wegweiser’ and the vocal 
line of bars 6 – 8 and 12 – 14 of ‘Mut’. 

 

      

Example 6.53: ‘Der Wegweiser’, comparison of the vocal line of bars 21 – 25, 
with that of bars 37 – 38 and 43 – 44 of ‘Mut’. The similarities are even more 
evident in these bars.  Both songs are now in the key of G major. 

For these reasons, these two songs seem closely linked melodically; it is therefore 

possible to see the occurrence of the subdominant C in ‘Mut’ as representing M5, even 

though M5 is less immediately obvious here than in ‘Der Wegweiser’.   

‘Mut’ is a short song which contains numerous clear statements of M1, the many 

repetitions of the notes of M1D being a particularly clear point of reference. M1A and 

M1R are also present, while the notes and rhythm of M2 pervade the B section of the 

song, with M5 playing a role in relating it strongly to ‘Der Wegweiser’, which was in 

the same key of G minor.  

6.11 Die Nebensonnen 

The text of ‘Die Nebensonnen’ is mysterious. Youens (1991) has neatly summarised the 

main analytical observations as well as putting forward her own interpretation, which is 

quite convincing, that ‘the two illusory suns are symbols of the beloved’s eyes’ (p. 290). 

An alternative reading could be that the three suns are caused by a weather phenomenon 

involving refraction by ice crystals in the clouds which causes a ‘false’ sun to be 
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observed on either side of the sun (Youens, 1991, p. 291).40  It seems likely, however, in 

this text, that the two suns which have gone down are indeed his sweetheart’s eyes. 

The hymn-like piano introduction of ‘Die Nebensonnen’, viewed from the motivic 

perspective, is heavily structured around M1 and M2, this time in the key of A major. 

M1 is clearly present in shape in the course of these bars, in the form of M1F (E up to 

C♯ then falling to B and A). The only melody note in these introductory four bars that 

does not belong is a D in bar two41. The tonic A occurs only once, at the end of the 

phrase, providing another example of melodic material that starts with three of the four 

notes of M1 (E – C♯ – B in this case) but withholds the fourth note (A) until later. 

Although the melody begins with an E anacrusis in the top line of the piano part, every 

other statement of the melody in both vocal and piano parts begins with an anacrusis on 

C♯, again raising the question as to whether it should be classified as M1 or M2. These 

two motives are closely related through the three notes they share, but the dotted rhythm 

in bars 3 and 4 (C ♯ –B – A) suggests M2. Also in the introduction, M4B (A – E – A) is 

present in the bass line. The only time it is varied slightly is when the left hand moves to 

a D in bar 2 before returning to an E in bars 3 and 4. 

The motivic construction of the piano introduction is shown below. 

 

Example 6.54: ‘Die Nebensonnen’, piano introduction, showing the appearances 
of M1F, M2 and M4B. The x figure marks the occurrence of M1, the last three 
notes of M1 also clearly forming M2; the dotted rhythm is distinctive. 

The material in the piano introduction is of great importance, as the vocal line, when 

introduced at the end of bar 4, twice presents the same melody line as has already been 

heard in the piano introduction, the only difference being that it begins on a C♯ rather 

than an E. The bass line of the piano continues to be built around M4 as the song 

progresses, while the right hand top line continues to double the vocal line. 

                                                 
40 As a small aside, I can personally attest to the reality of this phenomenon as I have seen an example of 
it during a winter spent in Manitoba, Canada.  There the extra suns are colloquially known as ‘sun dogs’.  
41 The significance of this D will be discussed later in this section. 
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The ‘B’ section, bars 16 – 24, consists initially of a four-bar phrase in A minor which is 

built on the notes of M1 in an order which so closely resembles M1S, first heard in 

‘Letzte Hoffnung’, that it will be given this assignation.42   

 

Example 6.55: ‘Die Nebensonnen’, vocal line, bars 15 – 19, showing the presence 
of M1S.  

Bars 19 – 20 of the piano part show an appearance of M1A which is concealed in the 

bass part of the piano left hand as the song modulates to C major. M4B is also present 

here (C – G – C). At bar 20 the principal theme of the song is heard, again doubled in 

both piano and vocal parts, in C major, before cadencing again in A minor at bar 22. 

 

Example 6.56: ‘Die Nebensonnen’, bars 19 – 20, showing the occurrence of M1A 
and M4B in C major. 

In bar 23, as the text is of two suns departing, there is an interrupted cadence to F major 

(perhaps recalling ‘Das Wirtshaus’ in both key and homophonic texture) before a 

cadence on the dominant in bar 25. The concluding vocal phrase repeats the first vocal 

phrase before the song ends with material drawn from bars 14 – 15, which are based on 

the piano introduction. These final bars provide two explicit statements of M2 with its 

distinctive dotted rhythm. 

Bars 23 to 25, as the protagonist sings of his departed two best suns, are particularly 

noteworthy, as there is a wealth of motivic material in these bars.  At bar 23, the left 

hand bass line of the piano traces M3, E – F – E, while the right hand presents M2 in A 

minor. M2 is repeated in this line in the next bar, bar 24, this time continuing on to 

                                                 
42 An exact following of the frequently-used rule in assigning the note order of M1 would find a new 
order, 3  – 1 – 2 – 5, but the shape of the phrase so closely resembles M1S that it is considered best to 
assign it as such on this occasion.  
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capture the definite shape of M1A, with the final E of the motive occurring at the first 

beat of bar 25. In canon, starting a beat later (the second beat of bar 24), the inner left 

hand part traces M1A (this time without the dotted rhythm), in the same slightly 

disguised version which was present in the first vocal entry of the previous song, ‘Mut’, 

with the final E of the motive occurring in the bass line. Finally, M6 (A – G♯ – A) is a 

feature of bar 24 in both the inner and upper right hand lines. These motivic occurrences 

are shown below. 

 

Example 6.57: ‘Die Nebensonnen’, bars 23 – 25, showing more appearances of 
M1, M2, M3 and M6. M1A occurs in these bars in the upper line of the piano part 
and in the inner left hand line (the latter marked x). M2 is also evident in its minor 
form within M1, its characteristic dotted rhythm making it a clear example. M6 is 
present in the upper and inner right hand voices. 

The above observations improve our understanding of the numerous motivic features of 

‘Die Nebensonnen’, but, as in other of the songs comprising Winterreise, it is possible 

to see a deeper underlying motivic coherence, particularly in context of ‘Die 

Nebensonnen’ being the second-last song of the cycle. 

The presence of the dotted C♯ – B – A figure which first occurs at bar 3 of the song in 

the piano introduction clearly represents M2. This figure is repeated numerous times 

through to its explicit repetition in the final bars of both the piano introduction and of 

the song itself.  However, Schubert has, with surprising frequency, returned to the notes 

of his original M6 from ‘Gute Nacht’ (D – C♯ – D) during several songs in the cycle; 

for example, in ‘Frühlingstraum’, ‘Im Dorfe’, and ‘der Stürmische Morgen’. Although 

‘der Stürmische Morgen’ and ‘Im Dorfe’ are in the key of D minor and D major 

respectively, the same tonality as ‘Gute Nacht’, the D – C♯ – D figure is still clearly 

evident in ‘Frühlingstraum’ despite that song’s tonality of A. The same D – C♯ – D 
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figure is similarly featured in ‘Die Nebensonnen’, from bar 2 in the piano introduction, 

however it is reversed to C♯ – D – C♯. 

 

Example 6.58: ‘Die Nebensonnen’, piano introduction, this time also showing the 
reversed form of M6 (here C♯ – D – C♯) from ‘Gute Nacht’, with the final C♯ of 
that figure becoming the C♯ which begins M2 in the tonic A major. 

At bars 14 – 15 and 30 – 32 the note order of the figure is changed: while remaining C♯ 

– D – C♯, more emphasis is placed on the D, suggesting it is an important note.  

 

Example 6.59: ‘Die Nebensonnen’, piano interlude, bars 14 – 15, showing the 
same inverted M6 figure, but with the note lengths of the C♯ and D reversed from 
the piano introduction. This formation also occurs at the end of the song, in bars 
30 – 31. 

In this way, M5 is suggested in a manner that encompasses M2, the scalic descending D 

– C♯ – B – A figure illustrating this motive in A major. In addition, it is possible to see 

M6 just afterwards, again in the tonic key of A major. The bars shown below are those 

that conclude the song, but a very similar construction is also present in the piano 

introduction. 

 

Example 6.60: ‘Die Nebensonnen’, bars 30 – 32, showing the additional presence 
of M5 and M6 in the tonic key of A major, the latter marked x. Although M6 is 
present throughout these bars, and in fact is present in the inner right hand part 
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from bar 26 to the end, its continuation after the notes of M5 illustrates a hidden 
and surprising similarity to the piano introduction of ‘Gute Nacht’.  

It was observed in ‘Frühlingstraum’ that the D – C♯ – D of M6 eventually became 

absorbed into the keys of both A major and A minor. In ‘Die Nebensonnen’, only A 

major is represented, and the process is clearer. The fact that these songs are in the 

tonality of A, and both are second-last in their respective sections of the cycle, lends 

further weight to these similarities. In motivic terms ‘Die Nebensonnen’ is deceptively 

complex. Although the slow, hymn-like texture gives the impression of simplicity, the 

material itself is clearly related to the musical ideas that have been observed throughout 

the cycle. Motives M1, M2, M3, M4B, M5 and M6 are all present. 

Numerous parallels have been drawn here between ‘Die Nebensonnen’ and the 

equivalent, penultimate song of the first twelve, ‘Frühlingstraum’, which is in the same 

key of A major. It is interesting to compare this viewpoint with that of Barbara Barry, 

who suggests that song number 19, ‘Täuschung’, also in the key of A major, rather than 

‘Die Nebensonnen’, is a ‘transformational reworking’ of ‘Frühlingstraum’ (p. 200). 

Although there are certainly parallels between ‘Frühlingstraum’ and ‘Täuschung’ — 

they are in the same key, and each has a middle section in A minor, the tonic minor — 

Barry does not give a detailed explanation of why she believes the latter to be a 

reworking of the former. Nonetheless, although it has been suggested here that ‘Die 

Nebensonnen’ seems a better candidate than ‘Täuschung’ to represent a “reworking” of 

‘Frühlingstraum’, it is clear that many parallels can be observed between songs that 

share the same key in this cycle.  

6.12  Der Leiermann 

Much has been written concerning this final song of Winterreise. It is difficult for the 

listener to remain unmoved by the stark, hypnotic finality and despairing subject matter 

of ‘Der Leiermann’. Many of the ideas advanced about this song are quite 

understandably concerned with its existential nature; it appears to have come from a 

timeless place that almost transcends music itself. Richard Capell writes, “A wonder is 

reserved for the last page of the ‘Winterreise.’  Given a thousand guesses, no one could 

have said that the last song would be at all like this” (Capell, 1973, p. 239). 
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Feil writes that ‘Der Leiermann’ represents “the embodiment of timeless events, 

removed from human beings and the human condition. Accordingly, the elements of 

musical composition here remain unformed in time” (Feil, 1988, p. 127). Later he says 

that the song can be seen to have “led to the realization that in a way Schubert marks the 

end of western music here, as the thousand-year history of polyphonic composition, 

from the 9th to the 19th century, has defined it” (p. 128). 

Youens provides some appropriate commentary on this song also:  

How even Schubert could have created so much from so little remains a marvel. 

Even though ‘Der Leiermann’ is only sixty-one measures long and much of the 

song consists of stanzaic repetition (the hypnotic power is due in part to the 

effect of the unusual exact repetition), it was still extremely daring to limit the 

tonal material in so drastic a fashion. (Youens, 1991, p. 299) 

These comments show an understanding of the apparent simplicity and strange power of 

this song. However, here we are concerned once more with the means Schubert has used 

to achieve this astonishing goal. Are the six motivic figures discussed here significant in 

‘Der Leiermann’?  

Firstly, it is of interest to note the highly unusual way in which the song begins. What is 

the purpose of the extraordinary piano left hand pedal point, or drone in fifths, that is 

present throughout the entire song? From the point of view of atmosphere and text, it 

surely represents the organ grinder’s instrument, the grace note of the first two bars 

representing the organ getting started. Youens (1991, p. 297) gives a very clear account 

of the sort of organ the old man would be using. However, from the analytic perspective 

adopted in this thesis it represents a form of M4, with its distinctive 4th inverted to 

become a bare 5th. It is repeated not as a melodic line but as a drone that persists 

throughout the song. 

The important melodic material beginning in the right hand piano part at the third bar of 

‘Der Leiermann’, while appearing to be an entity in itself, is in fact taken from M5 and 

M6. Although in the changed key of A minor, it has the same notes and rhythm of this 

figure as it appears in the piano introduction to ‘Gute Nacht’. This is shown below. 
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Example 6.61: M5 and M6 from ‘Gute Nacht’. 

 

Example 6.62: M5 and M6 transposed to the A minor of ‘Der Leiermann’. 

 

Example 6.63: The opening right-hand figure of ‘Der Leiermann’, bars 3 – 4. 
Although the notes have been reordered, both notes and rhythm comprise exactly 
those which form M5 and M6 in the piano introduction to ‘Gute Nacht’. 

Additionally, the quavers (C – A – B – G♯) in bar 3 have a very close relationship to the 

vocal line at the end of ‘Der Wegweiser’, which was in the key of G minor (B♭ – G – A 

– F♯) in crotchets. Bar 6 of the piano introduction of ‘Der Leiermann’ shows a new 

example of M1, in a note order which will be referred to as M1Y. The same figure 

occurs in bars, 19, 23, 41, 45, and 55. M1Y is shown below. 

 

Example 6.64: ‘Der Leiermann’, piano introduction, bar 6, showing the 
appearance of M1Y. 

The first vocal entry of ‘Der Leiermann’ immediately displays the presence of M1D in 

the tonic key of A minor, which is the retrograde form of M1 (E – A – B – C). Also 

present, and overlapping with M1D, is M4B. 

 

Example 6.65: ‘Der Leiermann’, vocal part, bars 9 – 10, showing the presence of 
M1D and M4B. 
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The second vocal entry contains two overlapping statements of M1, the first of which is 

M1H, first seen at bars 63 – 65 of ‘Erstarrung’, and the second being a new note order 

which will be referred to as M1Z.43 

 

Example 6.66: ‘Der Leiermann’, bars 17 – 18, showing the presence of M1H and 
M1Z. The x’s mark the note order of M1Z. The two forms of M1 overlap. 

The third vocal entry contains a statement of M1 which is in the form of M1H, although 

M1A is a possible interpretation. M1H is chosen here because the A at the end of the 

bar appears to represent the end of the motivic figure rather than the E preceding it. 

M4B is also present. 

 

Example 6.67: ‘Der Leiermann’, bar 26, showing the presence of M1H and M4B. 

The following piano interlude, at bars 27 – 28, contains a similar figure, but one which 

now contains the notes and dotted rhythm of M2. M3 is also in evidence. The below 

example shows the high number of motivic figures present in this two-bar segment of 

‘Der Leiermann’. 

 

Example 6.68: ‘Der Leiermann’, piano part, bars 27 – 28, showing the occurrence 
of M2, M1H, and M4B in the same phrase. The notes with small boxes show M3. 

The above example shows the remarkable motivic density present in bar 28, with M2 

and M4 both being present within M1H. Although the occurrence of M1 in bars 26 and 

28 has been designated M1H, M1H has a very close relationship to M1A. The only 

difference between these forms of M1 is the reversal of the final two notes. In fact, in 

                                                 
43Following the frequently-used rule, working backwards, it is possible to see only one version of M1 
here, M1Z.  However, aesthetically it is felt here that there are two separate versions, with the A at the 
beginning of bar 18 being part of both. Bars 17 – 18 are comprised almost entirely of notes from M1. 
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the examples above which feature M1H, the first four notes of the motive are the notes 

of M1A in A minor (C – B – A – E descending). The first A at the second beat of bars 

26 and 28 is not considered as important as the final one on the third beat, hence the 

figure is labelled M1H. The final A heard in these bars does more than form M1H: as 

M1A in A minor concludes on the dominant E, this final A acts as a means of 

completing M1A by returning to the tonic, the final note forming M4B. It is fitting that 

Schubert has used this form of M1 in this final song of the cycle as the conclusion on 

the tonic A has an air of finality about it. This form of M1H occurs symmetrically at the 

end of the second and fourth stanzas of the song; after its second statement at bars 48 – 

50, only the short coda lies ahead. The following example shows the relationship 

between M1A and M1H. 

 

 

 

 

Example 6.69: M1A in D minor, as it first occurs in ‘Gute Nacht’, then M1A 
transposed to A minor, the key of ‘Der Leiermann’, then the ‘completion’ of M1 in 
the vocal part at bar 26, and finally the similar ‘completion’ in the piano part at 
bar 28 which includes the dotted rhythm of M2. 

The coda of ‘Der Leiermann’ contains further examples of the motivic figures, the 

appearance of M1F at bars 54 – 55 marking the final appearance of M1 in the cycle. The 

vocal line then concludes with a statement of M3 (E – F – E) which includes a passing 

D. The last three vocal notes are the same as the first three notes of ‘Gute Nacht’ (D – F 

– E), though in a different order. The various motivic figures in these bars are shown 

below. 
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Example 6.70: ‘Der Leiermann’, vocal part, bars 53 – 58, showing further motivic 
occurrences of M1, M3, and M4. The final three notes (D – F – E) are the same as 
those which begin ‘Gute Nacht’, but in a different order. M1F, occurring in bars 
54 – 55, is the last appearance of M1 in the cycle. 

The piano part concludes the song with the first three notes of ‘Gute Nacht’, but this 

time in A minor, the F – E – D of ‘Gute Nacht’ being C – B – A in ‘Der Leiermann’. 

These are drawn from M1 and comprise the notes, if not the rhythm, of M2. 

 

Example 6.71: ‘Der Leiermann’, bars 59 – 61. The final melody notes C – B – A 
(3.– 2 – 1 in A minor) are the same scale degrees as those which start the cycle 
with ‘Gute Nacht’ (F – E – D in D minor). 

It was noted that M6 was present as a middleground or background structure in some of 

the earlier songs comprising Winterreise. M6 (A – G♯ – A) can again be seen in ‘Der 

Leiermann’ as a background structure throughout the song. The example below shows 

the continuous repetition of the A – G♯ – A figure. It is often distinctly present in either 

the piano or vocal part, while at other times being slightly disguised in the middle voice 

of the piano right hand or in the left hand. For clarity of example, it is shown below as 

occurring at the same pitch in the treble clef. During the actual course of the song it 

occurs either at this pitch or an octave below. 
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Example 6.72: An illustration of the presence of M6 (A – G♯ – A) throughout the 
entirety of ‘Der Leiermann’ except for the first two bars of the piano introduction. 
Bar numbers are listed at the top of each line, with bars 9 – 30 repeated as bars 
31 – 52. 

‘Der Leiermann’, despite its starkness and apparent simplicity, has revealed itself to 

contain all six of the motivic figures discussed here. In addition, it contains several 

different versions of M1, including two new note orderings of this motivic figure. All 

six of the motives occur in the first half of the song, and are then repeated in the second 

half as the musical material is repeated. In addition, the coda has been found to contain 

numerous motivic statements. 

The following table lists the occurrence of motives M1 – M6 in the last twelve songs of 

Winterreise. 
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Table 6.1: Occurrence of the motives in the songs of the second half of 
Winterreise. 

Song Forms of M1 present Other motives present 

Die Post M1P M3, M4 

Der Greise Kopf M1Q, M1R M2, M3, M4, 

M5 (suggested), M6 

(suggested) 

Die Krähe M1* (without dotted 

rhythm) 

M3, M5, M6 

Letzte Hoffnung M1S M2, M3, M4 (suggested), M6 

Im Dorfe M1D, M1T, M1U M3, M4, M5, M644 

Der Stürmische 

Morgen 

M1A (in major form), 

M1* 

M6 (middleground structure) 

Täuschung M1V M3, M4A, M4B 

Der Wegweiser M1R, M1W, M1X M2, M3, M4, M5, M6 

DasWirtshaus Not present M2, M4, M5, M6 

Mut M1A, M1D, M1R M2, M3, M5 (suggested) 

 

Die Nebensonnen M1A, M1F, M1S M2, M3, M4, M6 

Der Leiermann M1D, M1F, M1H, M1Y, 

M1Z  

M2, M3, M4, M5, M6 

  

                                                 
44 M5 will be observed in ‘Im Dorfe’ in the detailed analysis in the following chapter. 
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6.13 Concluding Remarks 

6.13.1 Overview 

The prevalence of the motivic figures observed in this and the previous chapter strongly 

suggests that they have been used in a conscious manner by the composer. The many 

forms of M1which have been identified, however, while useful in classifying the 

appearances of this motivic figure, are intended to be a tool for classification, rather 

than a pedantic description of the way Schubert might have consciously manipulated its 

different versions. It was noted in the beginning section of chapter 4 that on occasion in 

the songs of Winterreise the vocal part of several bars in a row is comprised only from 

the notes of M1. When this occurs, a single classification may be ambiguous; in 

addition, although in general the rules outlined at the beginning of chapter 4 were 

followed in the identification of the versions of M1, an approach using different rules in 

the ordering of its notes may end up with a different number of occurrences and 

versions of M1.  

Also, although this doctoral analysis has been detailed, there may be still other 

occurrences of M1 to be found. The main objective regarding the quantification of the 

appearances of M1 was not to be completely exhaustive, but to demonstrate how these 

relationships are pervasive throughout the cycle after their first appearance in the piano 

introduction of ‘Gute Nacht’. 

M1 has been by far the most complex of the motivic figures to classify. The 

classification of motivic figures other than M1 has been more straightforward, although 

that is not to say that their appearance in the cycle is any less noteworthy. It is worth 

emphasising once more that M2 and M4 are derived directly from M1. 

M5 and M6 are also prevalent during the cycle, sometimes appearing as individual 

motivic figures and other times connected, with M5 followed immediately by M6 as 

first occurred in the piano introduction of ‘Gute Nacht’. Their connection has been 

observed in many of the songs, perhaps most notably in ‘Gefrorne Tränen’, ‘Die 

Krähe’, ‘Der Wegweiser’ and ‘Das Wirtshaus’. In ‘Der Leiermann’, the notes of M5 

and M6 are rearranged to form a new entity which has the same rhythm as M5 and M6. 
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6.13.2 The Concept of Transformation 

It was observed at the beginning of this chapter that Winterreise is not cyclic in the 

sense of Beethoven’s Die Ferne Geliebte, where there is clear, explicit recurrence of 

melodic material in different songs. It has been illustrated here, however, that 

Winterreise does have a very tightly knit structure which is established at the very 

beginning of the cycle. The six closely-related motives, although clearly evident after 

first occurring in the opening bars, undergo a continual cycle of change, being used in 

different ways and keys. It was noted in the literature review in Chapter 2 that Barry 

(2000) finds the element of transformation important in Winterreise. Her ideas are not 

dissimilar in principle to those advanced here: she feels that the concept of the 

reworking of ideas from early to later in the cycle is important, particularly between the 

songs in Part 1 in relation to those in Part 2 (Barry, 2000, pp. 198–200). This research 

suggests, however, that specific motivic figures undergo a clearly defined form of 

transformation throughout the cycle, rather than only certain songs in an indefinite way 

between parts 1 and 2. 

The motives take on an extraordinary variety of permutations both within themselves 

and with each other before reaching their final destination in ‘Der Leiermann’. Many of 

these permutations are so subtle and seamless that they are not obvious on the surface. 

This accounts for the fact that they have not been observed previously by the many 

writers who have examined the cycle closely.  

This sense of transformation was evident in ‘Auf dem Flusse’, where M1D and M1* 

were transformed into M2 by the end of the song. It was observed that ‘Der Leiermann’ 

contained many examples of all six motivic figures, and that they at times overlapped, 

for example in bar 28, where M1, M2 and M4 are all present, with M4B providing a 

means of transforming and ‘completing’ M1A. 

An important point to make is that although motivic figures are most often simply 

transposed from key to key, it has been observed that on occasion motives are 

associated with a fixed set of pitches, most notably the D – C♯ – D figure which, while 

providing an example of M6 in the songs in the key of D, also occurs in other songs, 

most notably ‘Frühlingstraum’ and ‘Die Nebensonnen’, which are in the tonality of A. 

In addition, the subtle enharmonic change of C♭ to B♮ between ‘Letzte Hoffnung’ and 
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‘Im Dorfe’ allows the use of both major and minor forms of M3 (B♭ and B♮ to A in ‘Im 

Dorfe’), after the C♭ to B♭ figure has provided a highly significant part of the previous 

song’s construction.  Also, the B – A♯– B M6 figure which is an important part of the 

structure of ‘Irrlicht’ and ‘Einsamkeit’ also features in ‘Auf dem Flusse’ and ‘Der 

Wegweiser’45; when considered with its enharmonic equivalent noted above (C♭ to B♭) 

which is present in ‘Letzte Hoffnung’ and ‘Im Dorfe’, this figure also can be seen to 

have some importance in unifying the cycle. Such connections, though subtle, provide a 

sense of aural cohesion between numerous songs. Other significant motivic parallels 

have been observed, particularly those in the same key, such as the trio of songs 

(numbers 5 – 7) in E minor in Part 1 which concludes with ‘Auf dem Flusse’; the C 

minor songs comprising ‘Erstarrung’, ‘Der greise Kopf’, and ‘Die Krähe’; and the close 

motivic relationship between ‘Frühlingstraum’ and ‘Die Nebensonnen’, both in the key 

of A major. Further, it was seen that many of the songs are subtly linked by the 

repetition of phrases, motives, or the same notes organised in a different fashion from 

the end of one song to the beginning of the next, very often through use of the six 

motivic figures. On occasion, the piano introductions of consecutive songs, though 

initially not appearing to have much in common, have been found to have a remarkably 

similar shape, as in for example ‘Erstarrung’ and ‘Der Lindenbaum’, where M1A is 

preceded by M6. 

6.13.3 The Key Structure of Winterreise 

Although it has not been possible to find a convincing overarching tonal plan in 

Winterreise, it could be argued that such a plan is not necessary as the motivic figures 

play such an important unifying role throughout the cycle, and tonality is used to 

highlight certain motivic figures and the way they are transformed, as was explained 

immediately above. Indeed, it may be that an understanding of the key structure of 

Winterreise can best be gained by first investigating the melodic and motivic coherence 

of the cycle. This investigation has shown the close melodic relationship between the 

                                                 
45 In ‘Auf dem Flusse’ and ‘Der Wegweiser’ the B to A♯ figure, while present, does not represent M6. 

Kramer (1994, p. 180) provides some detail concerning this figure in these two songs. 
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motivic figures in certain songs which are in the same key, and even those in different 

keys, as was the case in ‘Die Wetterfahne’, ‘Gefrorne Tränen’, and ‘Erstarrung’.  

It is possible, however, from the motivic structure of the cycle which has been observed, 

to make further significant observations regarding its key structure. While authorities 

such as Barry (2000, p. 191) and Latham (2009, p. 331) have suggested that Winterreise 

is an open-ended structure that begins in the tonic D minor and concludes in the 

dominant A, the Schenkerian background structures provided, particularly by Latham, 

do not go into detail as to how this is achieved. From the motivic analysis which has 

been undertaken here, it is possible to see how the manipulation of M6 has allowed this 

to occur. The notes of M6 (D – C♯ – D), beginning in the tonic D, are used to travel to 

the dominant A major in the penultimate songs of the two books of the cycle, 

‘Frühlingstraum’ and ‘Die Nebensonnen. As observed above, these notes of M6, 

although normally used as the tonic and leading note, are employed in these two songs 

to form the subdominant and mediant in A major. This is clarified below in Example 

6.73. 

This transformation of M6 provides the means for the cycle to move to its concluding 

dominant tonality of A. It was observed in an earlier chapter that Archer (1934) 

believed that Schubert’s earlier cycle Die Schöne Müllerin was composed in the key of 

G, with the first song providing an introduction in B♭ major and the final song acting as 

a coda in E major. It is possible to observe in Winterreise that the dominant key of A is 

established in both the penultimate songs of each section of the cycle; the above 

examples illustrate how the manipulation of the notes of M6 assists in achieving this. 

Although the last song of the first half of the cycle, ‘Einsamkeit’, is in B minor, the 

tonality of A is already established in the previous song, while in the second half the 

final song ‘Der Leiermann’, re-establishes the key of A (although A minor rather than A 

major), after being changed by the composer from its initial B minor. It may be a 

worthwhile exercise to consider, as Archer did with Die Schöne Müllerin, that the A 

major reached in both ‘Frühlingstraum’ and ‘Die Nebensonnen’ represents the final A 

major tonality of the cycle. While not disagreeing with the findings of Barry and 

Latham in that the cycle moves from tonic to dominant, the motivic approach 

undertaken here provides a more foreground means of understanding how this tonal 
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structure is achieved through Schubert’s use of the D and C♯ which initially form M6 in 

the penultimate songs in each half of the cycle. 

 

 

 

 

Example 6.73: Examples from ‘Gute Nacht’, bars 6 – 7, ‘Frühlingstraum’, bars 33 
– 36, and ‘Die Nebensonnen’, bars 2 – 5 and 30 – 32, illustrating the 
transformation of the D – C♯ – D of M6 from D major to A major in the two 
penultimate songs of each of the two sets of twelve songs.  
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CHAPTER 7 — DETAILED ANALYSIS OF TWO SONGS FROM 

WINTERREISE 

7.1 Overview 

The two songs which will be analysed in detail in this chapter are ‘Der Lindenbaum’, 

from the first half of Winterreise, and ‘Im Dorfe’ from the second half. ‘Der 

Lindenbaum’, the fifth song of the cycle, is one of the most attractive, while ‘Im Dorfe’, 

number 17, has some unique features of interest from this thesis’s motivic viewpoint. 

The ideas of previous scholars who have investigated these songs will be examined 

before a close motivic analysis is undertaken. During this analysis it will be inevitable 

to briefly revisit and review some of the motivic details which were found to be present 

in these two songs in the course of the previous less detailed analysis provided in earlier 

chapters; however, this will be kept to a minimum. Numerous other motivic features, 

however, will be observed which through lack of space were not possible to include in 

the earlier analyses. Additionally, some of this chapter’s musical examples will be 

drawn from the Peters edition of the Winterreise score. This chapter will not illustrate 

motivic details for every example; however, the more complex motivic events will be 

shown with appropriate illustrations. 

7.2 Existing Analyses of ‘Der Lindenbaum’ 

5. Der Lindenbaum    5. The Linden Tree 

Am Brunnen vor dem Tore   At the well by the gate 

Da steht ein Lindenbaum;   There stands a linden tree  

Ich träumt’ in seinem Schatten  I dreamed in its shadow 

So manchen süßen Traum.   Many a sweet dream 

Ich schnitt in seine Rinde   I carved in its bark 

So manches liebe Wort;   Many a word of love; 

Es zog in Freud’ und Leide   In joy and in sorrow 

Zu ihm mich immer fort.   I was always drawn to it. 
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Ich mußt’ auch heute wandern  Again today I had to travel 

Vorbei in tiefer Nacht,   Past it in the depths of night. 

Da hab’ ich noch im Dunkeln   There even in the darkness 

Die Augen zugemacht.   I closed my eyes. 

Und seine Zweige rauschten,   And its branches rustled, 

Als riefen sie mir zu:    As if they called to me: 

Komm her zu mir, Geselle,   Come here to me, friend, 

Hier find’st du deine Ruh’ !   Here you’ll find peace! 

Die kalten Winde bliesen   The cold winds blew 

Mir grad’ ins Angesicht;   Right into my face; 

Der Hut flog mir vom Kopfe,   The hat flew off my head, 

Ich wendete mich nicht.   I didn’t turn around. 

 

Nun bin ich manche Stunde   Now I am many hours 

Entfernt von jenem Ort,   Distant from that place, 

Und immer hör’ ich’s rauschen:  And I still hear it whispering: 

Du fändest Ruhe dort!    You’d find peace here! 

‘Der Lindenbaum’ is recognised by many scholars as one of the most attractive and 

powerful songs of Winterreise: Nigel Nettheim, Walter Everett, Ann McNamee and 

Oswald Jonas are amongst those who have made significant contributions to the 

literature regarding this song. A brief overview of the findings of these authorities will 

now be provided. 

McNamee finds three separate motivic ideas of importance in ‘Der Lindenbaum’. They 

are a neighbour-note figure which first appears in bar 1 (E – D♯ – E) as a lower 

neighbour-note but is inverted to form an upper neighbour-note in bar 2 (B – C♯ – B); 

movement in thirds; and octave displacement (McNamee, 1985, pp. 96–97). McNamee 

states that her intention in writing the article is to attempt to find some similarity 

between seemingly quite different musical passages in Schubert’s songs, where the 

voice enters with material which is seemingly unrelated to the piano introduction. She 

attempts to demonstrate “that these seemingly separate musical ideas — the distinctive 

piano introduction and the subsequent vocal line — are in fact structurally similar, and 
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similar on more than one level” (1985, p. 95). Her contention regarding ‘Der 

Lindenbaum’ is that the three motivic ideas she identifies apply to both the piano 

introduction and the vocal line, even though at first sight they do not have any obvious 

similarity. 

Walter Everett (1990) presents a number of pertinent ideas regarding motivic 

development in ‘Der Lindenbaum’. Although most of his article concerns the ‘grief 

motive’ in the songs ‘Einsamkeit’ and ‘Der Wegweiser’, Everett also notes the 

importance of the 5� – ♭6� – 5� neighbour-note figure, or the ‘grief motive’ as he calls it, 

in ‘Der Lindenbaum’ (B – C – B in the E minor of this song). He writes (when 

discussing ‘Wasserflut’) that “the C – B neighbour-note relationship is similarly 

important in the contrasting sections of ‘Der Lindenbaum’, ‘Irrlicht’, ‘Frühlingstraum’, 

‘Einsamkeit’, ‘Tauschung’, ‘Der Wegweiser’, and ‘Der Nebensonnen’” (1990, p. 166). 

Everett’s point is well made, although it is important to understand that the C – B figure 

present in the songs he lists does not always function as the 5� – ♭6� – 5� neighbour-note 

figure, or ‘grief motive’, as he calls it. However, its presence in ‘Der Lindenbaum’ is a 

clear example of this figure, referred to here as M3.   

Nigel Nettheim (2000) considers the most important motivic figure to be the ‘horn call’ 

motive, which occurs in bar 7 of the piano introduction. He also discusses Schubert’s 

likely programme for this introduction; he imagines the very first bar to suggest the 

wind rustling in the leaves of the linden tree. The second bar, with its octave leap and 

dotted rhythm, he regards as representing the tree saying “Listen!”, or something 

similar. The third and fourth bars suggest the return of the rustling, while in the fifth bar 

the repeated triplet figure built on C♯ represents the music hesitating before continuing 

with more rustling in bar 6, which builds to the ‘horn call’ figure in bar 7 (Nettheim, 

2000, par. 7). The piano introduction is shown below. 

  



236 

 
 

 

 

 

 

 

 

 

 

 

Example 7.1: bars 1 – 7 of ‘Der Lindenbaum’.  Nettheim’s “rustling” and “listen” 
motives are present in bars 1 and 2 respectively, while the ‘horn call’ figure 
occurs in bar 7. 

Nettheim observes how elements of this figure recur throughout the song, for example 

at bars 11 and 12, as seen below. 

 

 

Example 7.2:  Der Lindenbaum, bars 8 – 13. The triplet figure in the vocal part at 
bar 11 and the final two quavers of the piano part at bar 12 indicate a repeat of 
the A to F♯ span of the ‘horn call’ figure. Unlike the ‘horn-call’ figure, however, 
both these examples continue on to the tonic E. 
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Nettheim also demonstrates the importance of the second bar of the song. The dotted 

rhythms and B – C♯ – B neighbour note repetitions which occur later in the song seem 

to stem from that initial figure (Nettheim, 2000, para. 12). Although the information in 

Nettheim’s article is designed mainly as a means for pianists to accompany ‘Der 

Lindenbaum’ more effectively, it is clearly of analytical importance. 

Oswald Jonas (2005) also notes the importance of the motivic elements identified by 

Nettheim in the first bars of the piano introduction; the semiquaver triplet figure and the 

neighbour-note figure. The most significant moment of the song for Jonas is the 

beginning of the B section, where the bass line reiterates a drawn-out version of the C – 

B neighbour-note figure underneath the return of the semiquaver triplet idea. He writes 

that the “following measures now present an enormous expansion and composing-out of 

the neighbouring tone, as an enlargement of the introduction whose repetition is due; 

this passage ends with the introduction’s concluding gesture” (Jonas, 2005, p. 173).  

Jonas’s comment that the “introduction whose repetition is due” means that after the 

second A section the expectation of the listener is that the piano introduction will now 

be repeated as an introduction to the next stanza. Instead, the B section is introduced, 

with the C to B neighbour-note figure expanded underneath the semiquaver triplets, 

which are altered from the beginning to fit the new harmony. In other words, for Jonas, 

the first two bars of ‘Der Lindenbaum’ represent two separate motivic ideas. In the B 

section they are heard simultaneously instead of separately, although both are 

chromatically altered to fit the new musical texture of the B section. 

Jonas also notes that the bass line C to B figure has been prepared earlier, at bar 28, 

when the neighbour-note figure is first used by Schubert as a bass entry (C to B) in the 

piano part, shown below. Jonas writes, “Only the first four bars of the introduction are 

repeated, with the neighbouring tone of the bass immediately in the low register(!)” 

(Jonas, 2005, p. 173). 
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Example 7.3: ‘Der Lindenbaum’, bars 25 – 28. The initial B – C – B  neighbour-
note figure of bar 2 now occurs in E minor in bar 26, and is moved into the left 
hand bass in bar 28. In addition to creating atmosphere, its appearance here 
anticipates its occurrence in this register in the B section. 

7.3 Summary of Analytical Points of View of ‘Der Lindenbaum’ 

It can be seen from the above that all four scholars have slightly differing viewpoints. 

McNamee is concerned with what she sees as the main structural features of the song, 

which she believes to be the occurrence of both upper and lower neighbour notes, 

melodic movement in thirds, and octave displacement, all of which apply both to the 

piano introduction and the seemingly unrelated vocal part. In contrast, Everett is most 

concerned with only one of these features, the ‘grief motive’, or upper neighbour figure, 

which is labelled here as M3.  Nettheim, in contrast to these viewpoints, regards the 

‘horn call’ figure as most significant, along with one neighbour-note in particular — the 

dotted B – C♯ – B figure from bar 2 which recurs frequently during the song. 

Jonas is concerned with the relationship between the semiquaver triplet idea and the 

upper neighbour-note idea (present in the first two bars), and with the prolongation of 

the C♮ to B neighbour-note figure in the B section of the song. However, the viewpoints 

have common themes, the most obvious of which is the awareness of the importance of 

the upper neighbour note figure, which all four mention. That said, Everett is concerned 

only with the minor version (B – C♮ – B) of this figure in the middle section of the 

song, rather than what appears to be its derivation from its major equivalent in bar 2. 

McNamee and Nettheim note the importance of movement in thirds. McNamee regards 

it as an important structural feature of the song, whereas the ‘horn call’ motive, which is 

a focus of Nettheim’s consideration, also descends in shape from A to F♯, an interval of 

a third. Other movement in thirds can be seen in the way the top line in the very first bar 

moves from G♯ through to the E a third below, before falling to B. McNamee’s idea of 
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octave displacement is seen very early in the song through the octave leap before the 

initial C♯ – B figure in bar 2, and the third bar being a repetition of the first, an octave 

higher. She sees a downward E – D♯ – E neighbour-note as having motivic significance.    

This thesis maintains that a further additional sense of organic structure within ‘Der 

Lindenbaum’ can be found through an investigation of the six motivic figures explored 

in previous chapters. By definition, any motivic structure found of this nature will relate 

this song to others in the cycle, since all were found to be present in the piano 

introduction of ‘Gute Nacht’. The appearance of M3 is apparent in ‘Der Lindenbaum’, 

and has been commented on by all four analysts, although only Everett relates it to the 

rest of the Winterreise cycle as the ‘grief motive’. It was seen in the Chapter 5 that the 

piano introduction of this song is clearly of great importance. It is reproduced in its 

entirety below, featuring examples of the motivic figures discussed previously. The 

“horn-call” motive, it will be remembered, was viewed as being the beginning of M5, 

which is then completed in the vocal part at bars 11 – 12.  
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Example 7.4: Piano introduction of Der Lindenbaum with motivic elements 
illustrated. 

The analysis of this song in chapter 4 revealed that the first vocal phrase provides 

another form of M1, M1I, and finishes with the completion of M5. The even rhythm 

which often characterises M5 is now present. This is shown below.  

 

 

Example 7.5: Bars 8 – 12 of ‘Der Lindenbaum’ vocal part, with M1I and M5 
highlighted. 

So both the piano introduction of ‘Der Lindenbaum’ and the first vocal entry, while 

appearing to comprise quite different musical ideas, are actually built around exactly the 

same motivic material46. 

                                                 
46 McNamee (1985) agrees on this point but for different reasons. 
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7.4 Further Motivic Material In The ‘A’ Section Of ‘Der 
Lindenbaum’ 

Apart from the above example which features M1 and M5, the first A section of this 

song contains numerous statements of the motivic figures, in the key of E major. Bars 

18 – 20 are of particular interest. These bars are shown below, with the motivic figures 

noted: 

 

 

 

 

 

Example 7.6: ‘Der Lindenbaum’, bars 18 – 20.  Occurrences of Motives 1, 2, and 
3 are shown. 

All the motives noted in this example occur in the key of E major. M2 occurs with its 

distinctive dotted rhythm, while M1I is present in bar 19, although concealed with a 

different rhythm to that present in the first vocal entry. Bars 22 – 24 contain further 

motivic elements. They are reproduced below, with examples indicated. 

 

Example 7.7: ‘Der Lindenbaum‘, bars 22 – 24. 

Apart from these bars providing the first clear example seen of M4A (B – E – B) in this 

song, the C♯ – B figure in the piano part at bar 24 is also illustrative of M3, while M2 is 

again present in the bass line of the piano part in bar 22. 
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It was observed above that the “horn-call” figure in bars 7 – 8 comprised the first three 

notes of M5, which were completed with a clear statement of this motive in bars 11 – 

12. Bars 22 – 24, shown above in example 7.7, illustrate Ms 2 and 4A. It is additionally 

possible to see Ms 5 and 6 in these bars, which conclude the first A section of the song. 

They are shown again below, this time with the additional motivic figures noted47. 

 

 

 

 

 

Example 7.8: Presence of Ms 4, 5 and 6 in bars 22  – 24.  

The fact that M4 precedes M5 and M6, as occurs in the piano introduction to ‘Gute 

Nacht’, provides further evidence of a subtle relationship between these two phrases. 

The following example clarifies this relationship. 

 

 

 

 

 

 

Example 7.9: Comparison of the melodic features of bars 4 – 7 from the piano 
introduction of ‘Gute Nacht’ with bars 22 – 24 of ‘Der Lindenbaum’. The second 
of the three phrases is a transposition to E major of the phrase from ‘Gute Nacht’, 
which features Ms 4, 5, and 6. Although on a subtle level, the phrase shapes and 
motivic figures are clearly similar, the occurrence of the final D♯ to E of M6 in 
‘Der Lindenbaum’ an octave higher than expected concealing these similarities to 
some extent. Ms 4, 5, and 6 occur in the same order in both songs. 

Due to the song’s form, bars 22 – 24 of ‘Der Lindenbaum’, shown above, recur virtually 

identically at bars 42 – 44 and 74 – 76. This repetition serves to highlight the motivic 

features present in these bars.  

                                                 
47 M3 is also suggested with the familiar C♯ to B figure in bar 24. 
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The second A section of ‘Der Lindenbaum’ begins with a 12 bar modulation to the tonic 

minor, E minor. The text is certainly suggestive of a minor key, as the wanderer says of 

the tree: 

„Ich mußt’ auch heute wandern/Vorbei in tiefer Nacht, 

Da hab’ ich noch im Dunkeln/Die Augen zugemacht.“ 

 “Again today I had to travel/Past it in the depths of night./  

 There even in the darkness/I closed my eyes.” 

This section is particularly remarkable for the piano accompaniment. It traces first of all 

M1D, in E minor, at bars 29 – 30, and then M3, again in E minor, as the crotchet beats 

of bar 31. The vocal part is given the same material as at the opening vocal entry of the 

song, except this time in E minor. Hence, the vocal part similarly begins with a 

statement of M1I in E minor. The triplet figure followed by the dotted rhythm present in 

the piano part is also present in the final stanza. 

 

Example 7.10: “Der Lindenbaum, bars 29 – 32, showing the appearance of M1D 
and M3 in the piano part. The vocal part has M1I in bars 29 – 31 and M5 in bars 
31 – 32, as at the song’s first vocal entry, but this time in E minor rather than E 
major.   

The second A section continues with a return to E major from bars 33 – 40, which 

repeats the previous vocal material with a slightly altered accompaniment. The B 

section begins at bar 41. Harmonically, these bars represent an augmented 6th chord 

based on C resolving finally to its dominant B at bar 53, but within this structure a great 

deal is happening. This suddenly darker and more urgent music strongly supports the 

text, the wanderer experiencing a cold wind which blows his hat from his head. 

Although these bars certainly represent a ‘B’ section, there is still a clear connection to 
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the previous musical material, as noted above particularly by Jonas (2005). The vocal 

part, although given different notes, still has the dotted-crotchet-followed-by-three-

quaver rhythm used frequently earlier in the song. The piano part is given the 

semiquaver triplet figure featured in the piano introduction in E major, and again in the 

E minor section before the vocal entry at bar 29. In the B section, the triplets begin 

similarly to this minor A section but are quickly altered chromatically to express the 

change of harmony. 

Motivically, the main interest is in the bass line of the piano part, as the two most 

prominent notes, C♮ and B♮, the notes of M3, combine to create the harmony; C is the 

root of the augmented 6th chord, and B is the root of the ‘horn call’ figure which is 

finally reached at bar 57 in preparation for the return of the A section in bar 59. These 

notes, C and B, form an extended version of M3 in the bass of the piano part, while the 

piano top line in bars 45 and 47, despite being altered harmonically, still shows M6 and 

M1A as they occurred at the very beginning of the song. The only difference here is the 

change of M1A from E major to E minor. The bass line of bars 45 – 48 alternates 

between C and B; C is maintained between bars 49 and 52, not resolving to B until bar 

53. It is, however, still accompanied by the right hand triplet semiquaver figure and 

does not settle convincingly on B7 until bar 57, where the “horn-call” figure makes its 

reappearance.   

Despite the prominence of M3 during this section of the song, it was noted above that 

M6 and M1A are also clearly present in bars 45 – 49; Ms 1 and 6 occur in these bars at 

the same time as M3, as opposed to separately, as was the case in the first two bars of 

the song. After bar 49, M6, previously present in the top line of the piano part, is 

subsumed into the rapid chromatic triplet figurations and M3 remains as the only 

prominent motivic figure, featuring clearly in both the vocal line and the piano bass line 

until the return of the horn-call figure at bar 57. The entire ‘B’ section is shown below, 

with these motivic relationships marked. 
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Example 7.11: Complete ‘B’ section of ‘Der Lindenbaum’, bars 45 – 58, with 
motivic figures marked, M1A and M6 gradually disappearing as M3 continues.  

The final stanza of ‘Der Lindenbaum’ provides a sense of resolution, with the return of 

the ‘A’ section coming after the drama of the ‘B’ section.  Bars 59 and 68 illustrate the 

changing nature of the accompaniment for this final stanza.  Motive 4A is present in the 

piano part at bar 59 and M4B at bar 68, both figures repeated several times respectively 

during this final A section. It is interesting to compare these two bars, 59 and 68, with 

the similar figure in the second A section in E minor (bars 29 – 36), which outlined 

M1D and had G as its highest note. With the return of the major key, the same rhythmic 

figure is present in a higher register of the piano and represents M4 instead of M1. Bars 

59 and 68 are shown below: 
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Example 7.12: ‘Der Lindenbaum’, bar 59, showing M4A in the piano part. This 
figure is repeated numerous times between bars 59 – 66. 

 

Example 7.13: ‘Der Lindenbaum’, bar 68, showing M4B in the piano part. This 
figure is repeated in bar 72. 

The song concludes with a reprise of the piano introduction; however, instead of 

moving to the dominant through the ‘horn call’ motive, it simply cadences in the tonic 

of E major.  

7.5 Summary of the Motivic Construction of ‘Der Lindenbaum’  

Previous investigations of this song, as outlined above, have recognised the significance 

of the neighbour-note figure and movement in thirds. Nettheim’s ‘horn call’ figure was 

found to recur numerous times during the song in different guises: apart from being a 

unique musical cell itself, it also represents movement in thirds, from A to F♯, as 

suggested by McNamee. McNamee noted the importance of octave displacement in 

‘Der Lindenbaum’ and there are numerous examples of elements of the song occurring 

in different registers. There is no doubt that Jonas’s comments regarding the treatment 

of what he sees as the two main motivic ideas, first observed in the initial two bars of 

the piano introduction, are likewise valid. 

One point which may have occurred to the reader already is that the motivic analysis 

undertaken here has focused on many of the same analytical features that have 
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interested previous writers, for example McNamee with the neighbour-note motives, 

both Tonic – Leading Note – Tonic (M6) and 5 – 6 – 5 (M3). The “horn call” figure as 

identified by Nettheim, although spanning an interval of a third, has been suggested 

earlier to be an incomplete statement of M5, which is completed by the first vocal entry 

in bars 11 – 12. The numerous appearances of M1, in several forms, however, have not 

to my knowledge been observed by previous authorities.  In addition, this research 

relates these features to the motivic figures first found in the piano introduction of ‘Gute 

Nacht’. M5 may be slightly hidden in ‘Der Lindenbaum’ but M1, M3, M4 and M6 are 

clearly present. 

It was noted in Chapter 4 that M1D, encountered in ‘Der Lindenbaum’ in the piano part 

of bars 29 – 30 and 33 – 34, as the protagonist walks past the tree in the dead of night, 

also plays an important part in the following two songs, ‘Wasserflut’ and ‘Auf dem 

Flusse’, both of which share the same E tonality of ‘Der Lindenbaum’. 

The following observations can be made, based upon this investigation of the song: 

1.  Motives 1, 2, 3, 4, 5, and 6 can be found in ‘Der Lindenbaum’, as noted above 

in the musical examples. M1 and M3 are particularly important, and M4 

becomes important in the final A section, occurring in the piano part in E major 

as shown above. 

2. Jonas’s example of the two important ideas in the song being introduced in the 

first two bars, those being the rustling semiquaver triplet figure and the 

neighbour-note figure, can be seen to be occurrences of M1 and M6 in the first 

bar and M3 in the second. These motives then become an important part of the 

musical development of the song, as shown above. 

3. The ‘horn call’ figure as noted by Nettheim, although important in the song, is 

viewed here as an incomplete version of M5 which is completed in the vocal 

part at bars 11–12. This completion plays a significant role in relating the piano 

introduction to the first vocal entry, M1 and M5 being common to both.  

Thus, the motivic figures originating in ‘Gute Nacht’ can be seen to have significant 

application to ‘Der Lindenbaum’, highlighting a strong relationship between these two 

songs. 



249 

 
 

7.6 Existing Analyses of ‘Im Dorfe’ 

17. Im Dorfe 17. In the Village 

Es bellen die Hunde, es rasseln die Ketten; The dogs are barking, the chains 

are rattling; 

Es schlafen die Menschen in ihren Betten, The people are sleeping in their 

beds, 

Träumen sich manches, was sie nicht haben,  Dreaming of things they don't have, 

Tun sich im Guten und Argen erlaben; Refreshing themselves in good and 

bad; 

Und morgen früh ist alles zerflossen. And in the morning all will have 

vanished. 

Je nun, sie haben ihr Teil genossen Oh well, they had their share of 

pleasure 

Und hoffen, was sie noch übrig ließen,  And hope that what they missed, 

Doch wieder zu finden auf ihren Kissen. Can be found again on their 

pillows. 

 

Bellt mich nur fort, ihr wachen Hunde, Drive me out with your barking, 

you vigilant dogs,    

Laßt mich nicht ruh'n in der Schlummerstunde! Don’t let me rest when it’s time for 

slumber! 

Ich bin zu Ende mit allen Träumen.   I am finished with all my dreams. 

Was will ich unter den Schläfern säumen? Why should I linger among the 

sleepers? 

‘Im Dorfe’, although not a song that has drawn the attention of scholars in the same way 

that, for example, ‘Der Wegweiser’ or ‘Auf dem Flusse’ have, nevertheless has a 

construction that is remarkable and provides many examples of the motivic figures 

discussed here. Numerous authors have noted the atmospheric nature of the piano 

introduction. David B. Greene (1970) notes how appropriate Schubert’s representation 

of metaphor is in this song. He writes that he can sense “the dogs barking (right hand in 

piano part of ‘Im Dorfe’) and dogs’ chains rattling (left hand of ‘Im Dorfe’)” (Greene, 
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1970, p. 182). Youens similarly comments on the “rattling of chains in the measured 

bass trills and the dogs’ barking in the repeated chords.” (1991, p. 255)  

Molatan Yalin (2006) sees a rhythmic conflict between the vocal and piano parts of ‘Im 

Dorfe’. He writes: 

Displacement dissonances may create a sense of separation, or distance, as well 

as motion into the distance.  In Schubert’s ‘Im Dorfe’ (from Winterreise), for 

example, the Wanderer’s separation from the townspeople — marking his social 

displacement — is symbolised by the rhythmic conflict between the vocal line 

and the repeated piano chords. The repeated chords and rumbling bass constitute 

downbeat–upbeat patterns, which are opposed by the upbeat–downbeat gestures 

of the singer. (p. 252) 

This quotation indicates that Yalin believes this rhythmic conflict between the vocal 

line and piano part to represent the protagonist’s social isolation.  

Feil (1988) has earlier noted the importance of the unusual rhythmic structure of this 

song. Like Yalin, he believes that a large part of the atmosphere created in ‘Im Dorfe’ is 

caused by the rhythmic conflict between the vocal and piano parts:   

The first vocal entry provides an example of this opposition, the voice entering 

at an unexpected, almost awkward moment just before the piano has completed 

the introduction. This opposition between the parts occurs throughout the entire 

first section of the song. (Feil, 1988, p. 32) 

Bars 18 and 19 form a bridge between the first and second parts of the song, which is in 

ABA form. Feil observes that these two bars, consisting of one bar of semiquavers (D to 

C♯ in the bass of the piano) and one of quaver Ds, represent a form of rhythmic 

compromise in which the way is cleared for the B section of the song, which is a 

contrasting lyrical section in G major. He states, “Here the motion, with its components, 

seems to be reduced to zero — if such a bold metaphor is permissible” (Feil, 1988, p. 

32). Feil observes that the return of the A section at bar 30 should somehow resolve the 

tension created by its first appearance. However, this does not happen for some time. It 

is not until bar 37 that this is achieved by the cessation of the piano semiquavers which 

have been such an important part of the A section. Bars 38 – 39 restore a sense of unity 
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between the parts before the return of the semiquaver movement in the piano part 

underneath the again awkwardly placed vocal part. A repeat of the calmer rhythmic 

structure from bar 37 is seen again at bar 42, and this time it is extended until the close 

of the vocal part at the beginning of bar 46. Four bars of piano postlude featuring the 

semiquaver movement in the piano bass line close the song. Feil notes that as the final 

unity is achieved at bar 46, the right hand piano voicing, which has always had either 

the third or fifth on top for the D major chords, at last has D, the tonic, on top at this 

final resolution: “… for the first time, the D major chord in the right piano hand is in 

root position; for the first time, the chord does not change in the second half of the 

measure” (1988, p. 36). Feil later notes that, “The conflict that characterizes the song is 

neutralized within the composition and ultimately removed” (1988, p. 37). 

Some of these important musical moments are shown below. 

 

Example 7.14: ‘Im Dorfe’, bars 5 – 6, showing the unusual placement of the first 
vocal entry. 
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19

 

Example 7.15: ‘Im Dorfe’, bars 17 – 21.  Bars 18 – 19 represent a cessation of 
rhythmic intensity in preparation for the ‘B’ section, which begins at bar 20. 

 

 

Example 7.16:  ‘Im Dorfe’, bars 41 – 46. The final dotted crotchet beat of bar 42 
shows the vocal and piano parts operating together without the previous conflict. 
Bars 37 – 40 are also very similar. However, in the bars shown here, in the final 
cadence at the beginning of bar 46 the top line of the piano part finally has a D as 
the top note instead of the F♯ and A seen throughout the rest of the song. 
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Kramer’s analysis (1994) of ‘Im Dorfe’ makes an important observation regarding its 

opening. Kramer’s theory is that ‘Der Wegweiser’, number 20 of the cycle of 24, 

represents a conclusion to the cycle, with the last four songs forming a coda. Therefore, 

the G minor of ‘Der Wegweiser’ is a significant choice of key. The previous keys of C 

minor and its relative E♭ major for the first four songs of the second half of the cycle 

therefore represent a subdominant function, while the D major of ‘Im Dorfe’ provides 

the dominant of G minor. Kramer writes: 

In retrospect, then, the complex of songs at the outset of part II firms up a 

subdominant that forces the issue in the telling motion between the fading final 

measures of ‘Letzte Hoffnung’ and the opening phrase of ‘Im Dorfe’. The 

motion must be perceived as the motion between subdominant and dominant — 

a structural move that finds resolution in ‘Der Wegweiser’. (Kramer, 1994, p. 

186) 

Kramer makes note of what he sees as a relationship between the end of ‘Letzte 

Hoffnung’ and the beginning of ‘Im Dorfe’. Here, the D♭ which features in the piano 

part at the second-last bar of ‘Letzte Hoffnung’ becomes a C♯ at the beginning of ‘Im 

Dorfe’, as part of the D – C♯ semiquaver figure which begins the latter song (p. 186). 

Suurpää (2014) believes that ‘Im Dorfe’ represents a conflict between the unhappy 

world the wanderer inhabits, and a state of illusion, which is represented in Müller’s 

text by the dreams experienced by the villagers.  Harmonically, he considers the 

presence of B♭ and F♮ in the melodic and harmonic structure as representing an 

undertone of misery present in the generally positive D major of the song (p. 100). 

Suurpää also comments on the asymmetrical nature of the stanzas of ‘Im Dorfe’. The 

text indeed has an unusual structure; rather than three symmetrical four-line stanzas it is 

divided into two stanzas, the first containing eight lines, and the second four lines.  

Suurpää writes: 

‘Im Dorfe’ is one of the few poems in Winterreise that is not divided into stanzas 

of equal length, usually four lines each. Instead, it is asymmetrically divided into 

two units of eight and four lines, respectively. (Death in Winterreise : Musico-

Poetic Associations in Schubert's Song Cycle , 2014, p. 103)  



254 

 
 

 

Although Suurpää devotes some space to a Schenkerian analysis of ‘Im Dorfe’, finding 

an Urlinie that begins with the F♯ at the beginning of the song and concludes in bars 45 

– 46, his main focus is on its emotional character, and its musical portrayal of hope and 

lost hope for the protagonist (p. 104). 

It is interesting to contrast the points of view regarding ‘Im Dorfe’ which have been 

forwarded by scholars of Winterreise. Feil’s analysis, though it contains many astute 

observations, approaches ‘Im Dorfe’ from the perspective of rhythm rather than 

harmony or melody. Kramer, on the other hand, refers to it in terms of key, while 

Suurpää discusses aspects of its harmony and its relationship to reality and illusion. 

However, while Feil and Suurpää’s observations differ, they both see the song as 

representing a form of conflict and resolution: Feil in his discussion of the song’s 

rhythmic organisation; and Suurpää in his belief that it harmonically represents the 

conflict between hope and lost hope. In general though, as noted above, although ‘Im 

Dorfe’ has drawn some interest from scholars, it does not appear to have been analysed 

in the same depth as some other songs, such as for example ‘Der Wegweiser’.   

The further study of ‘Im Dorfe’ offered in this chapter utilises motivic analysis to build 

on these previous observations through highlighting the presence of other important 

musical and poetic ideas. The piano introduction, as noted by both Youens and Greene 

above, almost certainly suggests dogs barking (right hand) and chains rattling (left 

hand). However, if we set aside for a moment Schubert’s ability to compose descriptive 

music of this nature, and simply observe the harmonic and melodic events that occur, 

some interesting points emerge.  

To begin, we will quickly revisit some observations made in the earlier analysis of this 

song in Chapter 5. The initial semiquaver D – C♯ – D figure in the bass of the piano can 

be seen as a clear example of M6. Even the notes, D and C♯, are the same as those 

which first form M6 at the end of the piano introduction of ‘Gute Nacht’, though they 

are an octave lower. Secondly, it was noted that the mysterious grace note figure of bar 

2 contains only the notes of M1 — D, E, F♯ and A.  This is shown below. 
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Example 7.17: ‘Im Dorfe’, bars 1 – 2.  The D – C♯ semiquaver figure in the left 
hand can be seen as an example of M6 while the notes forming the abrupt chord 
halfway through bar 2, D E F♯ and A, form M1 in D major (it is not possible to 
give this occurrence of M1 a letter name). 

The first vocal line was seen to comprise an exact statement of M1 in D major in a form 

which had not been seen previously and was labelled M1T. This is shown again below. 

 

Example 7.18: ‘Im Dorfe’, bars 5 – 10. The vocal line is an exact representation of 
the notes of M1 in D major, in the form of M1T (A – F♯ – D – E). This, while quite 
clear, is organised rhythmically and harmonically in a way that is not obvious to 
the listener. The rumbling semiquaver figure in the piano bass line, based on M6, 
continues throughout these bars. 
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After this opening vocal entry, the musical material is further developed in bars 11 – 18, 

until the transition bars alluded to above by Feil, bars 18 and 19. The B section, in G 

major, consists of bars 20 – 26. Although comprising only seven bars of the song, an 

investigation of this section reveals some significant motivic characterisation.  

The analysis provided in Chapter 5 revealed that M1D was a feature of the piano part 

during this B section, as was the rapid repeated D figure which links ‘Im Dorfe’ to the 

earlier song ‘Rückblick’, from Part 1 of the cycle. In ‘Rückblick’ this figure occurred in 

octaves; in ‘Im Dorfe’ it begins as a single line in the piano top line at bar 19. The upper 

left hand piano part, from the final quaver of that bar, also has a repeated D an octave 

lower, thus linking this figure more closely to that seen in ‘Rückblick’. M3 is suggested 

briefly at bar 20 in the piano top line (D – E – D) in the implied key of G major. To 

illustrate, bars 19 – 21 are shown below.  

 

Example 7.19: ‘Im Dorfe’, bar 19 – 21. The piano top line has M3 at bar 20 (D – 
E – D in the key of G major) and M1D in the second half of bar 21 (D – G – A – B 
ascending). The repeated D is significant as a similar rapid repeated D figure was 
a feature earlier in the cycle in ‘Rückblick’. The upper left hand line provides 
another repeated D an octave lower. 

Bars 22 – 23 are essentially the same as bars 20–21; M3 is repeated in bar 22 and M1 in 

bar 23. Bars 24 – 25, as shown in the previous chapter, illustrate further examples of 

M1D in the piano part, in A minor in bar 2448, and G major again in bar 25. This is 

shown below. 

  

                                                 
48 The bass D in the piano part present throughout these bars suggests it can be viewed as a pedal, 
particularly in the second half of bar 24 where it occurs under what is otherwise A minor harmony.  
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Example 7.20: ‘Im Dorfe’, bars 24 – 25. The right hand top line has M1D again, 
in A minor over a D pedal at bar 24 and in G major in bar 25. M3 is also present 

in both these bars, E – F♮ – E  (A minor) in bar 24 and D – E – D  (G major) in 

bar 25.  

A closer look at the vocal part of these two bars reveals that it too is composed entirely 

of notes from M1 in what is another new form at this stage of the cycle, M1U. This 

occurs in A minor for bar 24 and G major for bar 25, as shown below. 

 

Example 7.21: ‘Im Dorfe’, bars 23 – 25, showing the numerous appearances of 
M1D and M1U, as well as the octave D figure which was present in ‘Rückblick’. 

Bar 26 sees the conclusion of the vocal part of the ‘B’ section. The C♯ and D featured in 

this bar clearly relate it back to the M6 seen in the first bar of the piano introduction. 

The vocal part consists almost entirely of C♯s and Ds for the whole of bar 26, the only 

exception being the E grace note. The C♯ and D in the piano part are continued through 

the next two bars (27 – 28). As so often happens in the cycle, it is also possible to see 

the presence of M5 in the top line of the piano part, in bar 26, immediately preceding 

M6, while M3 occurs in the piano bass line in bars 29 and 30. The vocal line restates 

M1T from the end of bar 30 as the ‘A’ section of the song returns. Bars 26–29 are 

shown below. 
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Example 7.22: ‘Im Dorfe’, bars 26 – 29, showing the appearance of M6 in the 
vocal line in bar 26 and both M5 and M6 in the piano part, M6 immediately 
following M5 as occurs at their first appearance in ‘Gute Nacht’. Bars 27 and 28 
show the continued importance of M6 to this passage, while M3 occurs in the bass 
line at bar 29. 

Bar 30 comprises a repeat of bar 29 in the piano part; however, the vocal line enters 

unexpectedly half way through the bar. Finally, at bar 31, the tonic D major is properly 

established. This time, however, the vocal part of the ‘A’ section consists of only 8 bars 

instead of the 13 bars of the first iteration. Of these 8 bars, the first five are the same as 

those of the ‘A’ section; these notes once more form M1T. Following this, bars 36 – 37 

show an occurrence of M3 in the vocal line, this time in the changed key of B♭ major (F 

– G – F), as the wanderer states that he has finished with all his dreams (Ich bin zu Ende 

mit allen Träumen). Bar 37 contains a semiquaver statement of M6 in B♭ major.  

This leads to the final beat of bar 37 where, as Feil informs us, the first real conciliation 

between the vocal and piano parts takes place. At this point, both vocal and piano parts 

share an identical rhythm until the beginning of bar 40. 

Motivically, bars 38 to 40 contain an example of Motive 4A, a clear A – D – A 

movement in the vocal part. The shape of M3 (A – B – A) appears in these bars, 
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although it is slightly decorated. M6 is again present in the piano part, first as dotted 

crotchets and then as semiquavers, as shown below.  

 

Example 7.23: ‘Im Dorfe’, bars 38 – 40.  M4A is seen clearly in the vocal part at 
the beginning of bar 38. The notes marked x show an additional slightly enlarged 
form of M4A, while those marked y illustrate the overlapping shape of M3, which 
is also doubled in the piano part. M6 can be seen in bars 39 and 40.   

The cadence at bar 40 heralds the return of material in the piano part drawn from the 

beginning of the song. This return, however, lasts for only one bar, bars 41 – 46 being a 

virtual repeat of bars 36 – 40, with some decoration in the vocal part of bars 41 – 42. In 

bars 44 – 45 the final A in the vocal part is held for an entire bar longer than in bar 39 

before the final cadence to D major. This could be Schubert’s way of finally easing the 

tension that has been built up between vocal and piano parts during the course of the 

song, especially after the initial, but brief, conciliation between the parts at bar 37. This 

extra bar also features a more enlarged version of M6 in the piano part than was seen in 

the corresponding bars, the B lower auxiliary note slightly concealing it. The D major 

chord in the right hand of the piano part at bar 46 finally has a D as its top note, as 

observed above by Feil. This D properly completes M6 in the piano right hand. Bars 43 

– 46 are reproduced below. 
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Example 7.24: ‘Im Dorfe’, bars 43 – 46.  Bars 44 – 45 demonstrate the extended A 
in the vocal part, which finally resolves the rhythmic tension created. The piano 
top line finally resolves to a D in bar 46. 

The final three bars of ‘Im Dorfe’ are shown below, with M6 still present in the bass 

line of the second last bar before finally coming to rest with the final chord. 

 

 

 

 

 

Example 7.25: ‘Im Dorfe’, conclusion, bars 47 – 49. The D major chord is 
repeated many times in the piano right-hand to finally resolve the tension created. 
M6 occurs once more in bar 48. 

7.7 Review of Motivic Elements in ‘Im Dorfe’ 

This investigation reveals that Motives 1 and 6 play a very important role in the 

compositional organisation of ‘Im Dorfe’. The D – C♯ – D semiquaver figure of M6 

pervades much of the piano accompaniment: even when other notes are used rather than 

D and C♯, this motive clearly provides a starting point for many other similar chromatic 

semiquaver figures which occur in the piano bass line as the song unfolds. It has also 

been seen that these same notes of M6 feature prominently in the bridge passage at bars 

26 – 29, while at the beginning of bar 26, M5, perfectly shaped in the key of D major 

with its characteristic even rhythm, precedes M6. 
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M1 occurs numerous times throughout the song, both in the ‘A’ and ‘B’ sections. In the 

‘A’ section, the notes of M1 in the form of M1T comprise the entire first vocal entry, 

and in the ‘B’ section, the same motive occurs frequently in the forms of M1D and 

M1U, even though the vocal part of the whole section is only seven bars long (bars 20 – 

26). Despite this brevity, M1 occurs clearly in bars 21, 23, 24, and 25. Bar 26 features a 

highly imaginative version of M5 and M6 in the piano part, while the ensuing bridge 

passage encompassing bars 27 – 30 is heavily based on the D – C♯ – D M6 figure.   

It can be seen then that the ‘B’ section of this song has a very clear motivic coherence. 

Indeed, apart from the numerous motivic features found in the ‘A’ section, from the end 

of this ‘A’ section at bar 18 to the conclusion of the song at bar 49, there is hardly a bar 

that does not have one or another of the motivic figures. Also, as noted above, given 

that the repeated semiquaver neighbour-note figures which are so prominent throughout 

much of the song begin as a representation of M6, the variations of this figure in the 

bass line of the piano part are clearly based on and relate back to this motive. It seems 

obvious that a considerable amount of the atmosphere and structure of the song 

originate from this initial statement of M6, found at its very first bar. The various forms 

of M1 which were observed add to the song’s very strong motivic coherence — the 

motivic figures ultimately relating back to the piano introduction of ‘Gute Nacht’.    

7.8 Summary of Analysis of ‘Im Dorfe’ 

The analysis undertaken has identified numerous appearances of the six motivic figures. 

All are present in ‘Im Dorfe’ except M2, and M1 and M6 are absolutely essential parts 

of its construction, M1 appearing in several different note orders and M6 being crucial 

to the piano part. A particular feature of ‘Im Dorfe’ is that despite the clear presence of 

these motivic figures they have been woven into the harmonic and melodic texture of 

the song in such a subtle and imaginative way that they would not normally be noticed 

by the listener. The following summary reviews the most significant points discovered 

through applying this motivic analysis. 

 

1. M6 plays a vital part in the composition of the song, in D major, the same 

tonality as it was originally heard in ‘Gute Nacht’, and is heard at the very first 

bar. 
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2. M1 is used very frequently during the song in both the ‘A’ and ‘B’ sections.  

Some of its appearances are ingeniously disguised as firstly a chord in the piano 

introduction and then the drawn-out version (M1T) which occurs as the first 

vocal entry. Although most of its appearances are in major keys, in the ‘B’ 

section it also occurs in a minor key (A minor).  

3. Five of the six motivic figures identified here are present, the exception being 

M2. 

4. The motivic figures, especially Ms 1 and 6, are the means used either 

consciously or unconsciously by the composer to suggest metaphors such as 

dogs barking and chains rattling. 

5. In general, this song has a very large degree of motivic coherence, with many of 

the bars clearly containing the motives, and virtually every bar in the song 

having features that relate closely to them even if not directly stating them.   
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CHAPTER 8 — CONCLUSION 

 

8.1 Introduction 

This final chapter is divided into three parts. The first (sections 8.2–8.6) will underline 

the importance of the six motivic figures identified and consider them from the 

perspective of the overall cycle. The second (8.7–8.10) will consider the key scheme of 

Winterreise. The third part (8.11–8.14) will comprise further analysis of ‘Auf dem 

Flusse’, discuss previous analyses, and compare Schenkerian graphs of the song 

presented by Winterreise scholars. This is presented in order to illustrate the subjective 

nature of existing analyses of this song, and to compare these analyses to the approach 

undertaken in this thesis, which has clearly indicated that the six identified motivic 

figures are used frequently throughout the 24 songs comprising Winterreise. These 

motives do much to provide a unity and coherence within and between all the songs of 

the cycle that has not previously been identified. 

8.2 The Six Motivic Figures 

Although many authorities have denied the existence of any clear motivic structure in 

Winterreise, the fact that one has been identified should not be surprising. Chapter 1 

showed that impressive degrees of motivic coherence have been identified in many of 

Schubert’s other significant works, including instrumental works such as the Unfinished 

Symphony, the ‘Great’ C major Symphony, the ‘Wanderer’ Fantasy and songs such as 

‘Der Erlkönig’. This investigation of the motivic figures owes more to the analytical 

approaches of Schoenberg and Reti than Schenker.  Although the value of Schenkerian 

theory is not disputed, the findings of this research suggest that an at least equally 

viable, and arguably more intelligible, understanding of the songs within this cycle can 

be achieved through the motivic approach undertaken here. Certain aspects of 

Schenkerian theory, however, have proven very useful in identifying the more 

middleground versions of the motivic figures in some of the songs. It will be seen from 

the discussion of ‘Auf dem Flusse’ later in this chapter that there are significant 

differences in analytical ideas even between Schenkerian specialists. 
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The motivic figures observed in Winterreise fulfil several different objectives:  firstly, 

and perhaps most importantly, they provide a sense of unity and coherence throughout 

the cycle; secondly, they are clearly transformed at different times to represent the 

various frames of mind of the protagonist; and thirdly, their transformations are 

reconfigured in forms that suggest poetic metaphors for the listener, such as the horse’s 

hooves in ‘Die Post’ (M4) and the rattling of chains and dogs barking in ‘Im Dorfe’(M6 

and M1). Furthermore, examples of motivic convergence have been found to occur at 

particularly emotive moments in the cycle, such as bars 59 – 66 of ‘Erstarrung’, bars 27 

– 33 of ‘Der Wegweiser’, and bars 23 – 25 of ‘Die Nebensonnen’. The table below, 

originally shown in chapters 4 and 5, lists the motives which are present in each of the 

songs. 

Table 8.1: Revision of the motivic occurrences in the songs of Winterreise. 

Song Forms of M1  Other motives 

Gute Nacht M1A, M1B, M1C, M1D, 

M1E 

M2, M3, M4, M5, 

M6 

Die Wetterfahne M1F M3, M5, M6 

Gefrorne Tränen M1F, M1G M3, M4, M5, M6 

Erstarrung M1F, M1H M2 (indirect), 

M3, M4, M5, M6 

Der Lindenbaum M1A, M1D, M1I M2, M3, M4, M5, 

M6 

Wasserflut M1A, M1D M4, M5, M6 

Auf dem Flusse M1A, M1D, M1* M2, M3, M4, M6 

Rückblick M1A, M1D, M1F, M1J, 

M1K,  

M1* (strongly suggested) 

M3, M4 

Irrlicht M1F, M1L, M1* M3, M4, M6 

Rast M1D M3, M5, M6 

Frühlingstraum M1A,M1F, M1M, M1N M3, M6 

Einsamkeit M1A, M1D, M1F, M1O M2, M3, M4, 

M5, M6 
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Song Forms of M1 Other motives 

Die Post M1P M3, M4 

Der Greise Kopf M1Q, M1R M2, M3, M4, 

M5 (suggested), 

M6 (suggested) 

Die Krähe M1* (without dotted 

rhythm) 

M3, M5, M6 

Letzte Hoffnung M1D, M1S M2, M3, M4 

(suggested), M6 

Im Dorfe M1D, M1T, M1U M3, M4, M5, M6 

Der Stürmische 

Morgen 

M1A, M1* M6  

Täuschung M1F, M1V M3, M4 

Der Wegweiser M1R, M1W, M1X, M1* M2, M3, M4, M5, M6 

DasWirtshaus Not present M2, M4, M5, M6 

Mut M1A, M1D, M1R M2, M3, M5 

(suggested) 

Die Nebensonnen M1A, M1F, M1S M2, M3, M4, M6 

Der Leiermann M1D, M1F, M1H, M1Y, 

M1Z  

M2, M3, M4, M5, M6 

To make the above results more clear, the next table, shown below, illustrates:  

1. The number of motivic figures 1 – 6 found in each song 

2. The number of different versions of M1 found in each song 
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3. The addition of these figures to arrive at a total number of motivic occurrences 

for each song. For example, ‘Gute Nacht’ has all six motives, including five 

different forms of M1, thus giving it a total of eleven. 

For the purposes of clarity, in the next table below, all motivic occurrences in 

parentheses in Table 8.1, which are suggested rather than definite, are not included. 

Table 8.2: Comparison of number of motives and appearances of M1 in each song. 

Song Motives 1 – 6  Forms of M1 Total 

Gute Nacht 6 5 11 

Die Wetterfahnne 4 1 5 

Gefrorne Tränen 5 2 7 

Erstarrung 5 2 7 

Der Lindenbaum 6 3 9 

Wasserflut 4 2 6 

Auf dem Flusse 5 3 8 

Rückblick 3 5 8 

Irrlicht 4 3 7 

Rast 4 1 5 

Frühlingstraum 3 4 7 

Einsamkeit 6 4 10 

Die Post 3 1 4 

Der greise Kopf 4 2 6 

Die Krähe 3 0 3 

Letzte Hoffnung 4 2 6 

Im Dorfe 4 3 7 

Der Stürmische 

Morgen 

2 2 4 

Täuschung 3 2 5 

Der Wegweiser 6 3 9 

Das Wirtshaus 4 0 4 

Mut 3 3 6 

Die Nebensonnen 5 3 8 

Der Leiermann 6 5 11 
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The above table shows that ‘Gute Nacht’ and ‘Der Leiermann’, the first and last songs 

of Winterreise, contain the most examples of the total motivic figures, with eleven each. 

It can also be seen that the majority of the songs which have attracted particular 

analytical interest from scholars, for example, ‘Der Lindenbaum’, ‘Auf dem Flusse’, 

‘Einsamkeit’, and ‘Der Wegweiser’, contain significant numbers of the motivic figures. 

In fact, the latter three have all six of the motivic figures, while ‘Auf dem Flusse’ has all 

except M5. In addition, all four of these songs contain numerous different examples of 

M1. However, it is important to underline that songs with fewer motivic figures are no 

less worthy of study from this point of view. ‘Im Dorfe’, for example, contains slightly 

fewer motivic figures, but it could be argued that the ingenuity of their use in this song 

may exceed that found in the songs which contain a greater number of them. In 

addition, specific motives are at times heavily used in individual songs. For example, in 

‘Tauschung’ M4 is very prominent, while M5 and M6 form an important part of the 

structure of ‘Die Krähe’ and ‘Das Wirtshaus’.  It can also be seen that all the songs have 

at least three motivic figures. 

8.3 Appearances of M1 

Table 7.2 shows the numerous appearances of M1. With the exception of ‘Das 

Wirtshaus’ and ‘Die Krähe’, all of the songs have at least one occurrence of M1, as 

summarised below: 

Form of M1      Number of songs present 

M1A       10 

M1B       1 

M1C       1 

M1D       11 

M1E       1 

M1F       10 

M1G       1 

M1H       2 

M1I       1 

M1J       1 

M1K       1 
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M1L       1 

MIM       1 

M1N       1 

MIO       1 

M1P       1 

M1Q       1 

M1R       3 

M1S       2 

M1T       1 

M1U       1 

M1V       1 

M1W       1 

M1X       1 

M1Y       1 

M1Z       1 

M1* 4  

(M1* does not include examples in parentheses in Table 7.1) 

The above charting of the occurrences of M1 reveals that by far the most frequent 

occurrences of M1 are M1A (ten songs), M1D (eleven songs) and M1F (ten songs), 

while M1* is present in four songs, and is strongly suggested in at least two others (‘Die 

Krähe’ and ‘Rückblick’).  All of the other forms of M1 are used fewer times, M1R 

being next in sequence with three appearances, followed by M1H and M1S with two. 

All other forms of M1 only occur once.  

8.4 Significance of the Different Forms of M1 

When considering the 26 different forms of M1 identified here (not including M1*), a 

question arises as to whether or not it is possible to assign a particular emotional 

characteristic to any specific form of the motive. It is the contention of this thesis that it 

is not. For example, the appearance of M1D, in the second ‘A’ section of ‘Der 

Lindenbaum’, in E minor, is musically related to its iterations in the next two songs, 

‘Wasserflut’ and ‘Auf dem Flusse’; but even here, there seems to be no particular 

emotion or poetic metaphor which is consistently  suggested. Further, in ‘Mut’, M1D is 
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used in a much faster tempo with a quasi-heroic character quite removed from other 

occurrences. It seems more likely that Schubert transformed M1 as required to represent 

his poetic and artistic vision in the most appropriate way. In this way M1D is used, 

among other imagery, to suggest the wanderer walking past the linden tree at night in 

‘Der Lindenbaum’; to represent the snow absorbing his tears in ‘Wasserflut’; to 

represent the quietness of the frozen stream in ‘Auf dem Flusse’; to mirror his resting in 

a charcoal burner’s hut in ‘Rast’(a more middleground version of M1D); as an 

expression of his almost intolerable loneliness in ‘Einsamkeit’(again in middleground); 

and to highlight his false valour in ‘Mut!’.  The same consideration is found to apply to 

the other five motivic figures, M2 – M6. Even M3, while its minor form generally 

appears to text with connotations of grief or sadness, cannot be said to consistently 

represent a single emotion; for example, it is an important feature of ‘Einsamkeit’, 

where it suggests the protagonist’s loneliness and misery, while in ‘Die Krähe’ (in bars 

30 and 35) it is used in conjunction with the traveller’s thoughts of the crow’s 

constancy. Similarly, the major form of M3, while generally representing the more 

hopeful and dreamy emotions observed in songs such as ‘Der Lindenbaum’, ‘Die Post’, 

and ‘Täuschung’, cannot be linked to one particular emotive quality. Therefore, none of 

the six motives identified by this research resemble operatic leitmotives that carry 

specific associations for the listener; rather, they operate on a deeper level of melodic 

and intervallic shape that can be varied by rhythm, texture, dynamics and tempo to 

suggest the expressive imagery of the different poems. 

Perhaps a more meaningful indicator of emotion in the motivic figures can be observed 

on the occasions when the different motives converge, or the same motive appears in 

canon. Examples of these features were noted in the analyses presented in Chapters 4 

and 5. Although it is evident that the protagonist in Winterreise experiences much 

emotional torment, certain sections of the poems are especially tragic in nature and are 

reinforced by motivic convergence. Some of these examples were noted above in the 

first paragraph of this chapter but are explained in more detail below: 

1. The use of M3, M6 and M1 together at the end of the B section/ return of the ‘A’ 

section in ‘Erstarrung’ (bars 59 – 66), where the protagonist asks himself where 

he shall find green grass to take as a memory of the time previously spent with 
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his sweetheart (Wo find ich eine Blüte/Wo find ich grünes Gras?/Soll denn kein 

Angedenken/Ich nehmen mit von hier?). 49  

2. The ‘B’ section of ‘Der Wegweiser’, where Motives 3, 4, and 6 occur together. 

At this point in the cycle, in bars 27 – 33 the protagonist finally asks himself 

what drove him to undertake his journey (Welch ein törichtes Verlangen/Treibt 

mich in die Wüstenein?). 

3. Bars 23 – 25 of ‘Die Nebensonnen’, where Motives 1, 2, 3 and 6 converge as the 

protagonist bemoans the fact that his best two suns have gone down (Nun sind 

hinab die besten zwei). Although the text is obscure, here he is most likely 

speaking of no longer seeing his sweetheart’s eyes. The motivic convergence, 

although present in bar 23, is perhaps most dramatic in bars 24 – 25, and in 

addition to the other motives present, it includes M1A in a canonic form in the 

piano part, providing a commentary on the text of the vocal line, which has 

concluded at the end of bar 23.  

These examples, which feature poetry of a particularly despairing nature, strongly 

suggest that Schubert uses motivic convergence at times during the cycle to highlight 

especially significant emotional moments.    

8.5 Charting of the Occurrences of M1  

Great variety and imagination is evident in Schubert’s use of the various forms of M1 in 

Winterreise. This is clearly illustrated in the above tables. However, these tables are not 

intended to be a comprehensive account of its use. It is possible, as stated previously, 

that some readers may disagree with the exact note order of the different varieties of this 

motive. In particular, some instances of the note order, although clearly representing 

M1, repeat some of the Motive’s notes before reaching the final note. This occurs, for 

example, in bars 5 – 6 of ‘Wasserflut’, where only the notes of M1 in E minor are used 

over those two bars. As a result it is possible to see numerous versions of M1 in these 

bars. It is felt, however, that such an approach is too pedantic, and the point is clearly 

made by assigning only one form of M1 to these bars. In contrast, the first vocal phrase 

of ‘Gute Nacht’ is viewed as having three separate versions of M1; one contributing 

factor to this is that the first four notes of this phrase represent M1A, as was heard in the 

                                                 
49 Schubert has altered the order of the poet’s lines in this example. 
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piano introduction. After M1A, there appear to be two other genuine occurrences of M1 

before the end of the phrase. In any event, it is indisputable that this first vocal phrase is 

comprised only of the notes of M1. 

Some readers may question the occurrences of the more middleground appearances of 

M1 in the vocal line, for example in ‘Einsamkeit’ and ‘Rast’, where M1D is used in this 

way. It is this author’s contention that such examples are genuine, representing further 

illustrations of Schubert’s use of this motivic figure. However, should some particular 

claims be challenged, the numerous unambiguous examples of the different forms of 

M1 that have been identified are so prevalent throughout the cycle that the central 

concept of this thesis should remain beyond dispute.  

8.6 Importance of the combination of M5 and M6  

The appearance of M5 and M6 as a unit, M5 being immediately followed by M6, has 

been noted on numerous occasions during this investigation of Winterreise. In order to 

gain perspective on the importance of this motivic occurrence, most examples are 

shown below. Others which have been observed during the analyses but which are less 

obvious are not included. The examples are drawn from both vocal and piano parts; 

coincidentally, six from each. In the case of ‘Der Wegweiser’, the melodic line of the 

piano part is shown, but the vocal part is very similar as it is doubled with the piano part 

during bar 8. The examples are seen during the cycle in both major and minor keys. 
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Example 8.1: Motives 5 and 6 appearing as a melodic line in the songs of 
Winterreise. In order: ‘Gute Nacht’, bars 5 – 7, ‘Gefrorne Tränen’, bars 9 – 11, 
‘Erstarrung’, bars 47 – 51, Wasserflut, bars 23 – 25,‘Rast’, bars 21 – 23, 
‘Einsamkeit’, bars 15 – 18, ‘Die greise Kopf’, bars 38 – 39, ‘Die Krähe’, bars 3 – 
5, ‘Im Dorfe’, bar 26, ‘Der Wegweiser’, bars 8 – 9, ‘Das Wirtshaus’, bars 3 – 31, 
‘Der Leiermann’, bars 3 – 4. To make the appearances of M5 and M6 still clearer, 
the same examples are shown below, all in the same key of D, that of ‘Gute 
Nacht’.  
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Example 8.2: The same illustrations of M5 and M6 combined as a single unit. To 
make the motivic relationships between them more obvious, this time all are shown 
in the key of D. Both major and minor forms are present. 
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The above examples illustrate that the structure and shape of M5 followed by M6 plays 

a significant role in relating many of the songs in the cycle. Although not strictly 

adhering to the format of the other examples (M6 immediately following M5), ‘Der 

Leiermann’ is included because of its special relationship to these two motives, noted 

particularly in Chapter 5 of this thesis. In the example from ‘Die Krähe’, the Neapolitan 

is used rather than the diatonic second degree. 

8.7 The Key Structure of Winterreise 

Although authorities such as Kramer (1994), Barry (2000), Latham (2009) and Suurpää 

(2014) have attempted to find a coherent key structure which links the songs of 

Winterreise, it has been observed earlier that it has proved difficult to convincingly 

demonstrate such a structure. It was seen, for example, that Barry (2000) views the 

cycle as a progression from tonic to dominant. Similarly, Latham (2009) sees the same 

overall structure, with the cycle representing an incomplete D minor 3� 2� Urlinie which 

moves from the beginning vocal F of ‘Gute Nacht’ (D minor harmony), to the final 

vocal E at the end of ‘Der Leiermann’ (A minor harmony), but does not reach the tonic 

D (Latham, 2009, p. 331). Although this view is plausible, and there is evidence that 

Schubert approved the change of ‘Der Leiermann’ from B minor to A minor, caution 

may be advised in finding a definite tonic to dominant structure here. Kramer (1994), 

for example, analyses this song in the original B minor: 

But, while B minor occupies a central position of considerable weight in the 

cycles by Heine and Rellstab, in Winterreise it seems to hover, an alter ego, 

alongside the main tonal thrust of the cycle. The final measures of Der 

Leiermann do not assert themselves in the manner of a tonic established and 

reaffirmed but rather echo as if in sympathetic vibration with some other, distant 

tonic. B minor, neither a tonic nor a dissonance — nor even an antitonic — 

continues to sound long after the cycle has run its course. (Kramer, 1994, p. 187) 

So for Kramer the key of B minor is of great importance to ‘Der Leiermann’, not only 

as he regards its comparative remoteness as being suitable for the song, but also because 

it is of importance throughout the cycle, as an ‘alter ego’. He observes that B minor was 
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used by Schubert in other important songs in the later Schwanengesang.50 Earlier in this 

thesis it was noted that many authorities believe that while there are some sections in 

which choice of key is significant in Winterreise, for example in the E tonality which 

connects songs 5, 6, and 7, the overriding key scheme  across the course of the cycle is 

unorthodox and does not seem to follow any coherent pattern. 

8.8 Further Considerations 

During the analyses presented in Chapters 4 and 5, it was observed that a number of 

motivic occurrences in the cycle are presented on a subtle level, with motivic figures 

given the same written notes, but being concealed by a change of tonality.  Examples of 

this were seen in the close relationship between the M5 and M6 figures in ‘Die 

Wetterfahne’, ‘Gefrorne Tränen’, and ‘Erstarrung’. Although these songs are in 

different keys, the written notes of the motivic figures were the same in each case, the 

changed key signatures and tonal contexts concealing the similarities. In fact, on close 

inspection, it was found that the key structure of these songs indicates a very high and 

subtle level of tonal organisation51. Indeed, this suggests that a greater understanding of 

the key structure within Winterreise can be achieved through a study of its melodic and 

motivic coherence. Apart from the close melodic relationship noted in the above three 

songs, the analysis undertaken here has also shown many motivic similarities between 

certain songs which are in the same key. Other examples include, apart from the E 

minor of songs 5, 6, and 7 noted earlier, the close motivic relationship between 

‘Erstarrung’ and ‘Die Krähe’, ‘Die Krähe’ and ‘Der greise Kopf’, all in C minor; ‘Der 

Wegweiser’ and ‘Mut’, in the key of G minor; and ‘Der Wegweiser’ and ‘Das 

Wirtshaus’, consecutive songs which, though not in the same key, feature the same 

notes in the vocal line both ending the former and opening the latter. It is important to 

note that such melodic and motivic relationships play a further role in the cycle’s 

unification.  

 

                                                 
50 Perhaps most notably in ‘Die Doppelganger’ 
51 Although the F minor and C minor of ‘Gefrorne Tränen’ and ‘Erstarrung’ are reasonably close, and the 

M5 and M6 examples from those songs are both considered to be in A♭ major, the A minor of ‘Die 

Wetterfahne’ is somewhat distant from those keys – however, M5 and M6 have the same written notes as  
in the other two songs. 
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8.9 Explanation of Long Term Key Structure of Winterreise 

Despite the important tonal and motivic relationships described above, it has not been 

possible to identify a systematic overarching tonal and formal key scheme which 

operates across Winterreise. However, it is possible, from the observed motivic 

structure, to make further significant observations regarding its key structure. It was 

noted above that while some authorities dispute the existence of a clear tonal plan in 

Winterreise, others, such as Barry (2000, p. 191) and Latham (2009, p. 331) believe 

that, on a large scale, Winterreise is an open ended structure that begins in the tonic D 

minor and concludes in the dominant A.  

It was observed in an earlier chapter that Archer (1934) believed Schubert’s earlier 

cycle Die Schöne Müllerin was composed in the key of G, with the first song providing 

an introduction in B♭ major and the final song acting as a coda in E major. Latham 

(2009), although not taking quite the same position, regards Die Schöne Müllerin 

(similarly to his findings regarding Winterreise) as providing an example of an 

incomplete Urlinie, this time in the key of C major, beginning with E in the third song, 

‘Halt’, and presumably concluding with the vocal D which begins ‘Der Müller und der 

Bach’52. Although Latham’s diagram (p. 336) shows this structure, it is not a major part 

of his article and he does not explain it in much detail. This is a pity as his article has 

much to offer regarding both Die Schöne Müllerin and Winterreise. He presumably 

regards the final song of the former, like Archer, as a coda. Although not agreeing in all 

respects, both Archer and Latham view the significant background harmonic features of 

Die Schöne Müllerin as beginning after the first song and concluding with the second-

last song.  

In the case of Winterreise, the dominant key of A has been observed in both the 

penultimate songs of each section of the cycle53. Although the last song of the first half 

of the cycle, ‘Einsamkeit’, is in B minor, the tonality of A is already established in the 

previous song, while in the second half the final song ‘Der Leiermann’ re-establishes 

the key of A (although A minor rather than A major), the change from B minor, as far 

as we know, being approved by the composer. It may be worthwhile to consider, as 

                                                 
52 The exact location of the D is unclear in Latham’s reduction. 
53 It was noted at the conclusion of Chapter 5 how the original D and C♯ of M6 are important in both 

these songs despite them being composed in the dominant key of A.  
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Archer did with Die Schöne Müllerin, that the A major reached in both 

‘Frühlingstraum’ and ‘Die Nebensonnen’ represents the final D to A (tonic to dominant) 

tonality of both halves of the cycle. Additionally highlighting the importance of these 

tonalities is their appearance from the very beginning of the cycle with the D of ‘Gute 

Nacht’ and the A of the second song, ‘die Wetterfahne’. While not disagreeing with the 

findings of Barry and Latham in that the cycle moves from tonic to dominant, it is 

evident that this occurs with the penultimate song in both halves of the cycle. This being 

the case, although in my personal view ‘Der Leiermann’ is more effective in A minor, 

and that Schubert almost certainly approved the change from B minor, the fact that the 

dominant A major is reached in the previous song makes the key of ‘Der Leiermann’54 

less critical.  

In summary, the research undertaken here confirms that Winterreise can be seen to be a 

large-scale tonic to dominant harmonic structure. Whether one believes the final A 

tonality is established in ‘Der Leiermann’, or alternatively in ‘Die Nebensonnen’ with 

‘Der Leiermann’ acting as a coda in either B or A minor, is not critical. Indeed, 

something similar seems to have occurred in the first section of the cycle with the A 

major of ‘Frühlingstraum’ and the B minor of ‘Einsamkeit’. 

In effect, the above observations encompass two separate conceptual plans for the tonal 

structure of Winterreise, both of which represent a long-term movement from tonic to 

dominant, the tonality of ‘Der Leiermann’ providing two possibilities. The following 

visual examples may assist in comparing these ideas:  

                                                 
54 A major also has a clearer dominant function of D minor than A minor. 
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Concept 1: 

  1st half           ||  2nd half 

1   11    12       23 24 

D minor  A major–minor      (B minor)    A major A minor 

I   V    v  (vi)    V    v 

      Or 

Concept 2: 

1   11    12       23 24 

D minor  A major B minor   A major B minor 

I   V  vi    V vi 

Example 8.3: Comparison of the two harmonic concepts. Each involves a long 
term tonic to dominant movement, with the B minor of ‘Der Leiermann’ in the 
second concept acting as a coda after the A major established in the previous 
song, ‘Die Nebensonnen’. This key structure also is evident at the end of the first 
twelve songs. 

8.10 Further Considerations Regarding the Key Structure of 
Winterreise 

It was observed in the literature review of this thesis in Chapter 2 that although scholars 

such as Latham and Barry regard Winterreise as having a long-term open-ended tonic to 

dominant structure, many other authorities do not believe that the cycle has a coherent 

key structure. The fact that several of the keys of the songs were changed prior to the 

publication of the second twelve songs contributes to the difficulty of claiming that such 

a structure was intended by the composer. This thesis does not claim to resolve the issue 

but the motives that have been identified here do offer an intriguing and revealing 

perspective on the question.  It is striking that the keys of D and A explicitly project the 

notes of M4 on a structural level.  Moreover, beyond this, the notes of the initial 

occurrence of M1 (F – E – D – A) and those of M5 (G – F – E – D), are represented 

prominently  in its key structure. The keys of the songs are shown below, including 

those which underwent a change of key. 
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Table 8.3: Keys of the songs comprising Winterreise. 

Name of Song Key Notes of M1, M4, M5 

Gute Nacht D minor D 

Die Wetterfahne A minor A 

Gefrorne Tränen F minor F 

Erstarrung C minor  

Der Lindenbaum E major E 

Wasserflut E minor  (changed from F♯ 

minor) 

E 

Auf dem Flusse E minor E 

Rückblick G minor G 

Irrlicht B minor  

Rast C minor (changed from D 

minor) 

(D) 

Frühlingstraum A major A 

Einsamkeit B minor (changed from D 

minor) 

(D) 

Die Post E♭ major  

Der greise Kopf C minor  

Die Krähe C minor  

Letzte Hoffnung E♭ major   

Im Dorfe D major D 

Der stürmische Morgen D minor D 

Täuschung A major A 

Der Wegweiser G minor G 

Das Wirtshaus F major F 

Mut G minor (changed from A 

minor) 

G (A) 

Die Nebensonnen A major A 

Der Leiermann A minor (changed from B 

minor) 

A 
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The above table shows the recurrence of certain keys across the cycle. In the final 

version of the songs, incorporating the changes of key, the distribution of tonalities, 

which include both major and minor keys are as follows: 

D – 3 songs 

A – 5 songs 

F – 2 songs 

C – 4 songs 

E – 3 songs 

G – 3 songs 

B – 2 songs 

E♭ – 2 songs  

Interestingly, in the final key structure which comprises the changed keys of some of 

the songs, all the keys represented occur at least twice. Also, the only key not from the 

diatonic scale of D is E♭ major (in ‘Die Post’ and ‘Letzte Hoffnung’).   

The key structure provides a subtle reference to the six motivic figures discussed here, 

particularly M4 and M1. The D and A of M4 define the tonalities of the beginning and 

conclusion of the cycle.  

Perhaps most notably, the E tonality of songs 5, 6 and 7 — the only time during the 

cycle that three consecutive songs are in the same key — seems to make more sense 

when seen to project the notes of M1 up to this structural level. It is striking that, with 

the exception of the 4th song (in C minor), the opening seven songs are all in keys on the 

notes of M1. The following diagram may clarify these tonal relationships: 

 

1st 12 

d  - a -  F -  c  - E - e - e -  g -  b - c - A - b 

2nd 12 

 E♭ - c - c - E♭ - D - d - A - g - F - g - A - a (or b) 

Table 8.4: Relationship of keys in the two halves of Winterreise 
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If one accepts the proposal that the key scheme is projecting the notes of the melodic 

motives to a structural level then the presence of keys of F major/minor and G minor 

can also relate to M1 and M5. Both of these are present in both parts of Winterreise, F 

minor forming an important link between, in the first half, ‘Die Wetterfahne’ and 

‘Erstarrung’, and F major in the latter half between the G minor of ‘Der Wegweiser’ and 

‘Mut’. 

In terms of the key scheme as a whole, the diagram above shows a tonal shape that 

appears to be far from incoherent or arbitrary. Most songs are in keys from the notes of 

the diatonic scale of D minor with the notable exception of the first four songs of the 

second set.  

The E♭ major in ‘Die Post’ and ‘Letzte Hoffnung’ encloses two songs, ‘Der greise 

Kopf’ and ‘Die Krähe’, which are in the relative minor, C minor.  Thus they form a 

group of consecutive songs that share the same key signature. It is completely 

appropriate within a classical tonal structure for the section in the most distant keys (in 

this case songs 13 – 16) to be placed in the middle of the structure (akin to a 

development section of a sonata form), before a kind of return to the opening tonality 

with ‘Im Dorfe’ (in this case D, with the following A tonality of ‘Täuschung’ mirroring 

the A tonality of ‘Die Wetterfahne’ and further keys of M1 and M5 then in evidence).  

Moreover, as it was noted earlier in this thesis that Schubert on occasion used the 

Neapolitan as a substitute for the supertonic in the motivic figures55, the E♭ might be 

viewed tonally as a substitute for E, a variation of the notes of M1 to provide a section 

of tonal variety and contrast in the middle of the cycle.  

These observations remain speculative, and are not advanced here as a comprehensive 

explanation of the tonal plan of Winterreise. If Schubert had intended the key scheme to 

reflect the melodic motives in a systematic way then one might expect there to have 

been songs in B♭ (perhaps side by side with songs in A) to reflect the grief motive, M3.  

Nonetheless these observations do suggest further intriguing ways in which the motivic 

figures can be seen to pervade the cycle on both micro and macro levels of structure.   

                                                 
55 Most notably in M5, for example in ‘Die Krähe’ and ‘Der Wegweiser’. 
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Despite the difficulty of explaining the tonal scheme of Winterreise, it is additionally 

possible, given the information that is known regarding the history of the cycle’s 

composition, to make some further observations. As ‘Einsamkeit’ was originally in D 

minor, Schubert presumably had planned to both start and end the cycle, of what was at 

that stage only twelve songs, in the key of D minor. Upon later coming across the other 

poems which he had not set, he read the text of ‘Der Leiermann’ and decided that the 

cycle would be better left harmonically open ended. He then decided to change 

‘Einsamkeit’ to the more tonally remote key of B minor, letting the dominant A major 

established in ‘Frühlingstraum’ create a tonic-to-dominant progression for the first half 

of the cycle. He then decided to use the same A major/B minor key structure for the 

final two songs of the cycle, with the dominant A major concluding the second last 

song, ‘Die Nebensonnen’. Although he considered B minor initially to be the better key 

for ‘Der Leiermann’, he later changed it, perhaps at the request of his publisher, or 

perhaps to more firmly establish the dominant A tonality. However, the important A 

major tonality had in any case already been established in ‘Die Nebensonnen’.   

Although again speculative, these observations are built on existing evidence of how 

Winterreise’s key structure evolved. It is hoped they may provide a further means of 

partially deciphering a tonal structure that has long defied conventional analysis.   

8.11  The Mystery of ‘Auf dem Flusse’ 

Although ‘Auf dem Flusse’ has already been discussed and analysed in the course of 

this thesis, it seems fitting to conclude with some final observations regarding this song, 

as it is one that has drawn much attention from scholars. Given the disagreements 

between the analyses of this song, it is considered here to demonstrate how the motivic 

approach might clarify the points of disputes and offer a clearer explanation. Some of 

the most significant analyses of this song are those undertaken by Lewin (1982), 

Kramer (1994), Damschroder (2010), and Clark (2011). All have commented on the 

mysterious key scheme of this song; its tonic key of E minor is surrounded by unusual 

modulations to D♯ minor and G♯ minor. There has been considerable discussion of the 

significance of this key scheme, particularly the G♯ minor section at bars 48 – 51.   

From the outset it is evident that this song has been given an unusual treatment by 

Schubert, as a surprisingly large part of the text is drawn from the final stanza. Of the 
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five stanzas, the first four form approximately the first half of the song (bars 5 – 38), 

and the fifth is extended to form the entire second half (bars 41 – 70). The text of this 

final stanza is stated twice; firstly in bars 41 – 54, and secondly in bars 54 – 70.  This 

final stanza in particular has attracted much interest from authorities.  The text of the 

poem in full is: 

7. Aus dem Flusse    7. On the River 

Der du so lustig rauschtest,    You who thundered so cheerfully, 

Du heller, wilder Fluß,   You clear, untamed river, 

Wie still bist du geworden,   How quiet you have become,  

Gibst keinen Scheidegruß   Give no word of farewell. 

  

Mit harter, starrer Rinde   With a hard stiff crust 

Hast du dich überdeckt,   You have covered yourself, 

Liegst kalt und unbeweglich   Lie cold and unmoving, 

Im Sande ausgestreckt.   Outstretched in the sand. 

 

In deine Decke grab' ich   In your covering I inscribe 

Mit einem spitzen Stein   With a  stone 

Den Namen meiner Liebsten   The name of my sweetheart 

Und Stund' und Tag hinein.   And the hour and day, as well. 

 

Den Tag des ersten Grußes,   The day of the first greeting, 

Den Tag, an dem ich ging;   The day on which I left; 

Um Nam' und Zahlen windet   Around name and figures winds 

Sich ein zerbroch'ner Ring.   A broken ring. 

 

Mein Herz, in diesem Bache   My heart, in this stream 

Erkennst du nun dein Bild?   Do you now recognize your image? 

Ob's unter seiner Rinde    And under its crust 

Wohl auch so reißend schwillt?  Is there also a raging torrent?    
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8.11.1 Analysis by Lewin (1982)   

As observed above, much of the discussion advanced by scholars regarding this song 

has focused on the last verse. Lewin (1982) suggests that the question which concludes 

the final stanza of text (at its first appearance in Schubert’s setting) is represented by a 

subtle combination of E minor and E major harmonies even though there is no actual 

statement of E major in the song from bar 41 onwards. Lewin believes that the G♯ 

minor tonality present in bars 48 – 51 represents a suggestion of E major, the bass G♯ 

being drawn from that key, the tonic major. The G♯, he writes, puts “strophe 6 into the 

realm of E major, the key associated with happy memories of earlier times, perhaps 

springtime, in stanzas 3 – 4. This tonal function for G♯ minor thus supports a potentially 

optimistic answer for the concomitant second text question” (Lewin, 1982, pp. 50–51). 

Lewin’s “second text question” stems from the poetic parallel drawn in this stanza 

between the protagonist’s heart and the frozen stream. Under the river, a powerful 

current still flows, even in winter. Does he still feel passion towards the girl who has 

rejected him, or is his heart frozen like the surface of the river? The G♯ which suggests 

E major therefore forms a positive response to this question, while the tonic key of E 

minor in which the song begins and ends suggests a negative answer. 

It is important to add here that Lewin’s classification of this part of the song as “strophe 

6” is confusing as there are only five stanzas of text. Lewin breaks these up into eight 

separate strophes, the sixth of which has the important G♯ minor tonality (p.51).  In 

relation to the five stanzas of text the G♯ minor section coincides with the first 

statement of the last two lines of text “Ob's unter seiner Rinde/Wohl auch so reißend 

schwillt ?” (“And under its crust/Is there also a raging torrent?”). However, Lewin’s 

proposed eight strophe structure is understandable given the unusual nature of 

Schubert’s setting, the last four of Lewin’s strophes repeating the last stanza of the 

song, which, as was noted above, is extended to encompass almost half its length. 

Ambivalence is created, in Lewin’s view, by the strong use of D♯ and B in the vocal 

part in the bars comprising his sixth strophe. These notes suggest the dominant B major 

over the G♯ minor harmony, and this dominant in turn suggests the tonic E minor. 

Weight is lent to this idea through Lewin’s suggestion that G♯ minor (G♯ B D♯) is 

closely related to B major; in fact he says that it is the dominant parallel: “B and D♯ 
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strongly project the dominant function in E minor. Riemann’s notion of dominant 

parallel — (D +) p — furnishes a good label for the G♯ chord in this connection.” 

(1982, p. 52)  

Clark (2011) notes that Lewin’s mention of Riemannian principles probably caused 

confusion in the minds of many of his readers in 1982. She also observes that his 

reasoning is not quite correct regarding this relationship between B major and G♯ 

minor, as will be discussed later. 

To summarise Lewin’s complex and provocative paper, he believes that bars 48 – 51 

represent ambivalence between E minor and E major, E minor suggested by the B and 

D♯ which are so prominent in the vocal line, and E major by the G♯ minor harmony in 

these bars. Ambivalence is certainly present in the questioning nature of the text as 

noted above. Is the heart of the protagonist completely cold after his separation from his 

beloved, or does it still run hot with emotion in the same way that the river flows under 

the frozen stream?  Lewin believes that the clear E minor which is established in the 

repetition of this verse from bar 54 to the end of the song suggests that the protagonist’s 

heart is indeed cold after the harmonic ambivalence created in bars 47 – 53 (p. 57). 

8.11.2 Analysis by Kramer (1994) 

Kramer’s analysis of this song suggests that the G♯ minor modulation at bar 48 forms a 

means for Schubert to move from D♯ minor back to E minor. He writes that it is 

important to “recognise in the denouement from m. 47 a deliberate harmonic plotting 

from G ♯ minor in which the dissonant ambivalence in the relationship between E and 

D♯ is finally set in equilibrium” (Kramer, 1994, pp. 157–159). Kramer’s table 7.6 (p. 

158) shows this “denouement” in Schenkerian terms. He finds a	5� 4� 3� 2� 1� Urlinie 

between bars 48 and 70, travelling from B down to E, with the initial B being 

harmonised as part of G♯ minor and the other degrees of the scale being harmonised 

with either dominant or tonic degrees of E minor as would be expected. This table 

shows the manner in which Kramer sees the reconciliation of D♯ minor and E minor 

through the use of G♯ minor. 

To summarise, Kramer believes that the bars in G♯ minor act as a means to enable the 

song to return from D♯ minor to its tonic of E minor. He also notes that the F♯ minor 
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chord in bar 60 acts as a further means of reinforcing the tonic E minor as it is followed 

by B major and then E minor, acting as part of a ii V I progression in E minor (F♯ 

minor, B major, E minor) in bars 60–62 (p.159).  

Kramer believes that the key scheme of ‘Auf dem Flusse’ is the most complex of the 

songs comprising Winterreise. He writes that “No other song in Winterreise is endowed 

with a tonal graph anywhere near as complex” (p. 159). 

8.11.3 Analysis by Damschroder (2010) 

Damschroder (2010) presents an alternative point of view regarding the presence of G♯ 

minor in bars 48–51. He views these bars as being an extension of the earlier bars with 

the tonality of D♯ minor (bars 9 – 12), which resolve to the dominant B major at bar 13. 

Bars 47 – 51, beginning in D♯ minor, also resolve to the dominant B in bars 52 – 53, 

before conclusively reaching the tonic E minor at bar 54. In this way, these two sections 

of music form an antecedent/consequent relationship (pp. 237–238). In fact, he regards 

bars 5 – 13 as being the complete antecedent, and bars 41–54 to form the complete 

consequent. Damschroder’s case is strengthened by the presence of a descending B A G 

line which first occurs in bar 13 and is repeated in a more elongated form at bars 52 – 

53: “…the inner voice melodic descent B>A>G in sixteenth notes leading into the 6/4). 

That very descending third, in augmented time values, is transferred to the bass of 

measures 52 and 53” (Damschroder, 2010, p. 240). 

The initial 6/4 alluded to by Damschroder is the second inversion E minor chord which 

occurs at the third semiquaver of bar 13. It is followed by the dominant B major. 

Another reason Damschroder views the ‘consequent’ bars as more powerful than their 

‘antecedent’ in the early bars of the song is because at bar 13 the piano is alone; in 

contrast, bars 53 – 54 feature both vocal and piano parts (p. 238).  

Damschroder also comments on the presence of the vocal high G in bar 64: “Yet only 

here, the sixth time that a stanza has been set in this work, the melody always pressing 

ever higher beneath the surface, does the vocal line finally attain this high 3� supported 

by tonic’s upper third chord” (Damschroder, 2010, p. 243). This comment is puzzling, 

as the high G reached in the vocal part at bar 64 is characterised by G minor harmony 

rather than the E minor harmony which would suggest a proper 3� of the Urlinie. Also, 
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the G has been reached previously in bar 53, which is shown in Schenker’s original 

graph and has drawn much comment from scholars.56 

Damschroder stresses that he is not in agreement with Lewin’s harmonic reading of this 

song. The main reason for this disagreement is that he does not believe the G♯ minor 

section of the song is actually in G♯ minor; rather, it is a continuation of the D♯ minor 

of bars 9 – 12, the bass D♯ which is prolonged in the piano part at bars 47 – 51 

indicating that the underlying D♯ tonality has not changed (p. 240). 

While all of the other analysts whose views have been, or will be, discussed here see 

bars 48 – 51 as definitely passing through G♯ minor, Damschroder’s viewpoint at least 

highlights the importance of this bass D♯, and there is no doubt that it is an important 

feature of these bars. With some imagination, this whole section (bars 41 – 54) can be 

viewed, as Damschroder suggests, as a form of completion of bars 5 – 13 of the song.  

Reviewers of this book by Damschroder, of which his analysis of ‘Aus dem Flusse’ 

comprises only one chapter, comment on his confrontational approach towards other 

authorities. Sly (2012) notes this especially in Damschroder’s criticism of Taruskin, 

which Sly views as inappropriate, particularly given that the context for Taruskin’s 

work is different to that of Damschroder. Clark, who also reviewed the book, considers 

that: 

Damschroder is so wedded to his Schenkerian viewpoint and to his idiosyncratic 

Roman numeral system that, when he applies it to Schubert’s music, he 

considers his analysis to be correct and inevitable and the analyses of others to 

be flawed and inconsistent (Clark, 2012, p. 105).  

Clark believes that Damschroder misrepresents other authors’ ideas, including both her 

own analysis of Schubert’s ‘Ganymed’ and Lewin’s reading of ‘Auf dem Flusse’ (p. 

105). Clark suggests that in future work Damschroder should give “more attention to 

characterising their arguments faithfully” (p. 106).57 Lewin, who died in 2003, was not 

alive to respond to Damschroder’s criticisms of his work. 

                                                 
56 Damschroder’s graph of bars 62 – 70 on the same page is also not easy to completely understand. 
57 Damschroder is highly critical of Clark’s analysis of Schubert’s ‘Ganymed’ (p. 105). 



288 

 
 

 While acknowledging that Damschroder’s analysis of ‘Auf dem Flusse’ has much to 

offer, the above comments by Clark provide further evidence of the possible limitations 

of Schenkerian analysis. 

8.11.4 Analysis by Clark (2011) 

Clark (2011) makes a number of perceptive observations that clarify Lewin’s ideas 

regarding ‘Auf dem Flusse’: 

Lewin’s reading is not absolutely watertight. Strictly speaking, B major relates 

to E major, not to E minor whose dominant is the similarly moded B minor. 

Lewin’s symbol, (D+)p rather than Riemann’s plain symbol Dp, which is the 

Parallelklang of the dominant, expresses the fact that the dominant is altered to 

the major mode. (2011, p. 89) 

Clark, then, makes the point that in Riemannian theory, the parallel dominant of E 

minor is actually B minor, not the B major which is the parallel dominant of E major; 

therefore the lack of a D♯ in B minor is problematic for his idea. She then goes on to 

observe that, “In short, the functional interpretation of the triad is not the convincing 

part of Lewin’s analysis” (Clark, Analysing Schubert, 2011, p. 89). 

Clark, like Damschroder, notes the importance of the bass D♯ which pervades these 

bars: 

… on the one hand, G♯ minor connects to E major because diatonic music 

theory teaches us to understand it as iii of E major and, on the other hand, it 

connects to E minor because its surface presentation draws attention to the D♯, 

which in turn connects it to the E minor opening of the song. (Clark, Analysing 

Schubert, 2011, p. 90) 

So Clark observes that the bass D♯ connects the song to E minor, while the relationship 

to E major is clear because G♯ minor is diatonically the third degree of E major. Her 

point is well taken, as D♯ is a very prominent note in the vocal line in these bars as well 

as being used frequently and obviously in the bass line of the piano. While pointing out 

errors in Lewin’s understanding of Reimannian theory, her observations nevertheless do 

much to support his overall view of this section of the song. Clark, then, does not appear 
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to disagree with Lewin in seeing ambivalence between E major and E minor in these 

bars. Rather, she does not completely agree with Lewin’s interpretation of the manner in 

which it is achieved. 

8.12 Schenkerian Graphs of ‘Auf dem Flusse’ 

An important point arising from this discussion is that with the exception of Clark, all of 

the authorities mentioned so far have provided a different Schenkerian analysis of ‘Auf 

dem Flusse’. Four differing opinions can be found if one also includes Schenker’s initial 

graph, which has become a point of contention amongst scholars. Lewin questions 

Schenker’s reading as he believes that the initial right hand G in the piano part of bar 1 

should form the beginning of the Urlinie. In addition, Schenker’s graph does not contain 

the bass G♯ in bars 48 – 51 which Lewin regards as so important (p. 59). Lewin 

therefore provides a series of non-Schenkerian reductive graphs which highlight the 

conflict between G♮ and G♯. Kramer finds, instead of Schenker’s 3� 2� 1� Urlinie, a 5� 4� 3� 

2� 1� Urlinie which concludes at bar 70, long after Schenker’s graph concludes at bar 54 

(p. 158). In contrast, Damschroder finds several 3� 2� (incomplete) and 3� 2� 1�  (complete) 

Urlinies in the course of the song, the complete Urlinies occurring from bar 41 onwards 

and being representative of the author’s contention, explained earlier, that bars 41 – 54 

are a completion of bars 5 – 13, these early bars representing part of an incomplete 

Urlinie (p. 237). It is in my view debatable whether any of these authorities improve on 

Schenker’s ingenious original graph of the song, despite his omission of the significant 

bass G♯ in bars 48 – 5158.  

One reason that other scholars take issue with Schenker’s graph is because his 3� 2� 1� 

Urlinie is focused largely on two bars of the song, bars 53 and 54, which provide for 

Schenker both its beginning and end. Kramer writes, “In establishing closure at m. 54, 

the graph relegates everything that follows — more than a quarter of the song — to 

afterbeat, by definition inessential to the unfolding of structure” (Kramer, 1994, p. 157).  

The number of different Schenkerian graphs of ‘Auf dem Flusse’ observed in this 

discussion may make one question the objectivity, if not validity, of Schenkerian 

analysis; the graphs have little in common, and, in fact, do much to support the concept 

                                                 
58 Kramer (1994, p. 156) provides a reproduction of Schenker’s graph. 
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advanced here that an understanding of the motivic construction of the songs can offer 

at least as much in structural importance as a Schenkerian view. 

Although it would be possible to go into further detail concerning the existing analyses 

of ‘Auf dem Flusse’, it is not necessary to do so as it can be seen that numerous scholars 

have expended considerable effort in their attempts to gain a deep understanding of this 

song. The results shown above display considerable disagreement between the various 

authorities; however, none have disputed the unusual nature of its chromatic key 

scheme. 

A number of the authorities quoted here give attention to the importance of D♯ minor in 

the structure. Kramer sees the song as travelling in bars 41 – 54 from the tonic E minor, 

to D♯ minor, and then through G♯ minor as a way back to E minor at bar 54 (pp. 157–

159). Clark observes that the important presence of D♯ in the G♯ minor bass line and 

the vocal part in bars 47 – 54 is enough to create the ambivalence between E major and 

E minor mentioned by Lewin above, aspects of whose analysis she is not entirely 

convinced by (2011, p. 89). Damschroder considers the G♯ minor modulation not to 

actually exist; rather, the prolonged bass D♯ in these bars suggests to him a partial 

rewriting and completion of the material from bars 5 – 13 (2010, p. 240).   

In summary, it can be seen that much has been written about bars 41 – 54 of ‘Auf dem 

Flusse’. Regardless of the possibility or otherwise of an E major/E minor relationship, a 

question which may be asked is why Schubert moved to the key of D♯ minor, which is 

in theory so remote from that of the tonic E minor. When considering the text of 

Müller’s poem, it seems very likely that D♯ minor initially represents the quietness and 

coldness of the frozen stream. While the G♯ minor bars (bars 48 – 51) have attracted so 

much analytical attention, it is easy to forget that they could not exist without the initial 

D♯ minor bars (bars 9 – 12) which are so integral to the song’s construction. 

8.13 Analysis of ‘Auf dem Flusse’ through the Motivic Figures 

It was seen in the earlier analysis in Chapter 4 that many of the motivic figures 

discussed here are present in ‘Auf dem Flusse’. M1D, the retrograde of M1A, is the 

most prominent, and indeed this M1D figure was used in the previous two songs of the 
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cycle, Der ‘Lindenbaum’ and ‘Wasserflut’. It was also observed that it was possible to 

see a transformation of M1 into M2 at the end of ‘Auf dem Flusse’. 

To add to those observations, it will now be noted that M6 is present as a middleground 

structure (E – D♯ – E). The importance of D♯ minor has been noted by all the 

authorities who have analysed the song above. It is therefore arguably relatively simple 

to justify why Schubert has introduced the unexpected key of D♯ minor in this song. In 

many examples of M6 the underlying harmony is that of dominant and tonic, with the 

leading note within the dominant seventh chord. In ‘Auf dem Flusse’ M6 appears on a 

harmonic structural level (E minor – D♯ minor – E minor) as well as in the foreground 

with the expected dominant-tonic harmony. This view is further enhanced by the close 

juxtaposition on every occasion that E minor and D♯ minor harmony appear in ‘Auf 

dem Flusse’ — regardless of whether travelling from E minor to D♯ minor or vice 

versa. In each case only one bar, consisting of the dominant B major, separates the two 

harmonies. This occurs at bars 7 – 9, 12 – 14, 16 – 18, 21 – 2359, and 43 – 45. After bar 

47, which is still in D♯ minor, the G♯ minor section of the song is reached, after which 

D♯ minor vanishes as a tonality.60 The mysterious appearance of D♯ minor in ‘Auf dem 

Flusse’ can then be seen as a clear middleground manifestation of M6 in the key of E 

minor (E minor – D♯ minor – E minor ), and one which occurs through the use of D♯ 

both as a melody note and also as an important middleground harmonic entity which 

plays a vital structural role in the song. 

The notes E – D♯ – E of M6 are very prominent in bars 41 – 54 and continue after the 

last appearance of D♯ minor at bar 47; the D♯ from this motivic figure seems 

particularly noteworthy, as it is harmonised as part of B major, D♯ minor and G♯ minor 

during these bars. Although this passage of music has received a large amount of 

commentary from scholars, one detail that may have been overlooked is that it is 

possible to see that a great deal of the harmonic interest in these bars comes through the 

way the D♯ is harmonised, as it is common to all three of the chords listed above. As D♯ 

is part of M6 and resolves conclusively to E at bar 54, the harmonic and melodic 

structure of these bars, when considered in this light, can be seen to be much more 

logical than perhaps may first appear.  

                                                 
59 Bar 23 moves to E major rather than E minor. 
60 However, it is still important as a tone both in the vocal line and in the bass line of the piano. 
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The final conclusion to be drawn from the above is that from the motivic analysis 

undertaken here, the structure of ‘Auf dem Flusse’ can be seen to use the E and D♯ of 

M6 to clearly transition from being the means of modulating from E minor to D♯ minor 

and back again (E minor – D♯ minor –E minor), to a more expected M6 structure in 

which the melody notes E – D♯ – E are harmonised with dominant and tonic harmony. 

It is highly significant that this latter event occurs for the first time at bars 52 – 54. 

Perhaps coincidentally, these bars encompass Schenker’s Urlinie of the song. Certainly, 

after bar 54 there is a sense of calm now that the complex harmonic elements of the 

song have finally been resolved; after this bar, the song follows a far less complex 

harmonic structure. M6 as a melodic idea continues to be repeated a number of times, 

particularly in the vocal line in bars 66 – 70 but also as an incomplete version at bars 62 

– 63. However, the D♯ minor tonality is put to rest after being finally resolved with the 

cadence at bar 54. 

8.14 Perspective of analysis based on M6 compared to other analyses   

Although the appearance of M6 in these final vocal bars (66 – 70) is clear, the fact that 

the material so clearly resembles that seen in bars 52 – 54, lends additional weight to 

Schenker’s graph of the song where after the resolution at bar 54 everything following 

is, to quote Kramer, as “afterbeat” (1994, p. 157). In addition, the analysis by 

Damschroder noted above seems in general most relevant to the motivic viewpoint 

undertaken here, as he considers the prolongation of the bass D♯ in bars 48 – 51 highly 

significant. Clark also sees this D♯ as being important. Kramer’s analysis is relevant 

except for his finding of an Urlinie which concludes much later in the song than that of 

Schenker. Although not wishing to be critical of Lewin’s brilliant analysis, 

concentration on the importance of the G♮/ G♯ relationship, rather than the E minor/ D♯ 

minor conflict, makes his the analysis least congruent with the motivic perspective 

proposed above. The following examples, beginning with the relevant pages from the 

Peters edition, and followed by two graphs of my own, should assist to illustrate the 

importance of M6 in ‘Auf dem Flusse’. 
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Example 8.4: ‘Auf dem Flusse’, bars 41 – 58. Bars 47 – 54, much discussed by 
scholars, illustrate Schubert’s use of D♯ minor and G♯ minor before the song 
arrives at the tonic E minor at bar 54. 
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Example 8.5: ‘Auf dem Flusse’, bars 1–22, showing the first appearance of D♯ 
minor at bars 9–12, and again at bars 18–21.  
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Example 8.6: ‘Auf dem Flusse’, graph of bars 1 – 54, illustrating the use of M6 
initially using the D♯ as a middleground tonality (E minor to D♯ minor to E minor 
and then to E major from bar 23) and as a foreground melodic line with expected 
harmony at bars 52 – 54 (E minor 6/4 to B7 to E minor). The E minor chords in 
bars 1 and 14 are voiced slightly differently to reflect the piano introduction; the 
vocal line does not begin until bar 5. However, despite the different voicings, the E 
minor to D♯ minor harmony is clear in these early bars of the song. 

 

 

 

 

 

 

 

 

 

 

 

Example 8.7: ‘Auf dem Flusse’, bars 43 – 54, harmonic and melodic reduction, 
showing the numerous different harmonisations of M6, particularly regarding the 
D♯, before it arrives back at E minor in bar 54. D♯ and E are very prominent in 
the melodic line in these bars. 
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8.15 A Final Perspective on the Motivic Figures 

The above discussion of ‘Auf dem Flusse’, apart from providing what is hoped to be a 

relevant discussion of the analytical points of view of this fascinating song, may 

indicate the usefulness of the  motivic approach advanced here. It was seen that the E 

minor –D♯ minor – E minor tonality which is such a feature of this song is arguably 

more easily understood from the point of view of its being a middleground version of 

M6, which, along with all the other motivic figures discussed, was introduced at the 

beginning of the first song, ‘Gute Nacht’. 

It has been observed that the motivic figures M1 through M6 are widely in evidence 

throughout the course of Winterreise from their first appearance in the piano 

introduction of ‘Gute Nacht’. A brief summary of significant appearances of the motivic 

figures will now be provided. 

M1 — Present in a wide variety of forms throughout the cycle. As shown above, 26 

forms of M1 have been found, not including the M1* form, which occurs with some 

frequency also. The forms M1A, which is the very first statement of M1, M1D, which is 

its retrograde, and M1F, are by far the most prevalent. 

M2 — Drawn from three of the notes of M1, this motive  is often characterised  by its 

dotted rhythm, whether it is as first seen in ‘Gute Nacht’ as a dotted 

semiquaver/demisemiquaver, or as a dotted quaver/semiquaver or some other 

proportional dotted relationship. Its most significant and obvious appearances are in 

‘Gute Nacht’, ‘Einsamkeit’, ‘Letzte Hoffnung’, ‘Der Greise Kopf’, ‘Die Nebensonnen’, 

‘Der Leiermann’ and ‘Auf dem Flusse’, where it is transformed from M1 to M2. The 

figure is very clear in all of the songs listed above. 

M3 — Identified previously by Everett and Youens, this ‘sighing figure’ or ‘grief 

motive’ is present in many songs in the cycle. Some of its most dramatic appearances 

are in ‘Gefrorne Tränen’, where it is present on several different levels; ‘Der 

Lindenbaum’, where after initially being heard in its major form in bar 2 it takes an 

enlarged minor form to becomes the bass line of the B section of the song; and in the B 

section of ‘Der Wegweiser’, where it appears simultaneously in piano and vocal lines on 

two different melodic and rhythmic levels, the bass line of the piano again providing a 

more enlarged version of the motive than the other lines.  
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M4 — This repeating tonic to dominant or dominant to tonic melodic figure, thereby 

featuring two notes of M1, is present in a number of songs, perhaps most conspicuously 

in ‘Wasserflut’, ‘Die Post’, ‘Irrlicht’, ‘Täuschung’, and ‘Der Leiermann’. With the 

exception of the lively ‘Die Post’, where it is ingeniously used to almost certainly 

represent the post horn, it is more frequently used to create an almost timeless 

atmosphere at a slow tempo in the other songs listed above. 

M5 — The use of M5 by itself is less frequent than the other motivic figures, but this 

motive is used to particularly fine effect in ‘Die Wetterfahne’ and ‘Der Wegweiser’. 

M6 — This motive, the repeated tonic to leading note figure, is used frequently 

throughout the cycle.  Of course leading notes resolving to tonics can be found 

frequently throughout tonal music but here the relationship takes on a motivic 

significance due to its recurring prominence within the characteristic melodic material 

of many of the songs. Noteworthy occurrences range from ‘Im Dorfe’, where alternating 

Ds and C♯s (the original notes of M6 from ‘Gute Nacht’) are explicitly featured as the 

defining characteristic figure of the song presumably representing the rattling of chains; 

through to songs such as ‘Auf dem Flusse’ and ‘Der Leiermann’, where M6 provides a 

middleground harmonic structure as well as an important part of the melodic line. 

Ms 5 and 6 combined — It was shown in Chapters 4 and 5, and again in this chapter, 

that there are many occasions throughout the cycle where Ms 5 and 6, being linked from 

the piano introduction of ‘Gute Nacht’, occur as a single entity (this was illustrated in 

Examples 8.1 and 8.2 above). Some of the more imaginative occurrences of this are to 

be found in ‘Die Krähe’, ‘Das Wirtshaus’, and ‘Der Wegweiser’, where the melodic 

shape and structure of Ms 5 and 6 together, as they are found in ‘Gute Nacht’, with M6 

immediately following M5, are presented to form significant parts of the melodic 

structure of these songs. It was observed that the first right hand piano entry of ‘Der 

Leiermann’, which is essential in capturing the character of the song and is repeated 

frequently throughout its course, contains the exact notes and rhythm of Ms 5 and 6 

from ‘Gute Nacht’, although transposed into the key of A minor. In addition, Ms 5 and 

6 were found to occur in the consecutive songs ‘Die Wetterfahne’, ‘Gefrorne Tränen’, 

and ‘Erstarrung’, providing a further element of relationship and coherence between 

these songs. 
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In conclusion, the study of the 24 songs comprising Winterreise has been a study, apart 

from anything else, of sheer wonder at the variety of emotion and imagery Schubert has 

portrayed through the ingenious manipulation of his motivic figures. It is evident that 

Schubert is increasingly acknowledged as a composer whose sense of compositional 

structure and coherence is of the highest level. Despite the growing body of evidence 

which supports this belief, many scholars still opine that Winterreise does not have a 

structural coherence comparable to his best instrumental works. It is hoped that the 

findings of this research will play a part in altering this perspective.  

Perhaps, upon having now completed this investigation, we can better understand what 

Schubert may have meant at the first performance of these songs when, according to the 

recollection of his friend Joseph von Spaun, he said that, although they were not well 

received by his friends, “I like these songs more than all the others and you will get to 

like them too” (in Newbould, 1997, p. 262). 
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