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15 O Traum der Lust, nach dessen O dream of happiness, sorrow awakes

Scheiden erwacht das Leiden der in my painful breast, after it has passed.

wunden Brust.
ins Leben schneiden die Qualen, o
Mutter,

kOlll"le]l und Weckell llllcll, kOIllmeIl llley come and Wake me, come alld (0}
> g

Torments cut into my life, o mother.

Chapter 11
Contrasting Concepts of Love in Two Songs
by Alma Schindler(-Mahler) and
Gustav Mahler'

Kadja Gronke

Alma Schindler: ‘Ich wandle unter Blumen’

Componierte eben in 5° ein kleines Liederl.
Ich wandle unter Blumen
und bliihe selber mit.
Ich wandle wie im Traume
und wanke? bei jedem Schritt.

Oh halt mich fest, Geliebte,
Vor Liebestrunkenheit
Fall ich dir sonst zu Fiilen
. und der Garten ist voller Leut!

Obs gut ist, weill ich nicht. Nur weil ich, Liebesleidenschaft ist genug drin.?

On 7 January 1899, almost three years to the day before her engagement 10
Gustav Mahler, whom she had not yet met in person, Alma Schindler noted in
her diary that she had set to music Heinrich Heine’s poem ‘Ich wandle unter
Blumen’. The Lied came into being during a phase of the 19-year-old’s life when

I This chapter was translated from the original German into English by Victoria
Viebahn.

2 In Heine’s poem and in the printed version of the song this reads ‘schwanke’;
both sources also have further deviations in the wording and punctuation. In the following
discussion the Heine text is cited in the version as underlaid to the printed edition of the song.

3 <Just composed in 5 minutes a little song. “I stroll among flowers / And 1 myself
blossom with them. / I stroll as in a dream / And sway with every step. Oh hold me tight,
beloved, / Else drunken with love /1 fall at your feet / ... and the garden is full of people!”
Whether it’s any good I do not know. 1 only know that it contains sufficient amorous
passion.” Alma Mahler-Werfel, Tagebuch-Suiten 1898—1902, ed. Antony Beaumont and
Susanne Rode-Breymann (Frankfurt am Main: Fischer, 1997), p. 172,
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sh i

coer:n ilts ie:lng1oﬂlo;1;1cl)lsy tJom and :nhappy and was seeking escape through the act of

comj : e January days her ardent wish to creat i i i
inspired her to tackle a number of Hei i et a1

ine settings that reflected h i
wandle unter Blumen’ was il
: performed on several occasi i
family and friends and a i
pparently belongs to the group of work i
plans for a public performance by a ¢ i e
y a ‘geschulte Stimme’ (trained voice).’
the song remained in manuscri i pr
: ript until 1910, when it was publi in Vi :
where it received its official first ; i ts il
: : performance on 11 D
Drill-Orrigde and Alexander Zemlinsky.’ Pemmber L0 by e
. t/t\lm(ell Sf:htndler’s fiiary indicates clearly that ‘Ich wandle unter Blumen’ was
Laboernlnusrtl:%( the ]taernod otl"l her composition lessons with the blind organist Josef
; rk contrast to the lessons with Alexander Zemli i
’ : insky (which began i
f])ecitt;)]z:; i i(;?s),stlz;})o.r st l:Jvell—meanmg tuition appears to have trained adeqﬁi?e;;
. ills in the area of notational technique nor h i
judgement, but rather to have encoura ive imagination et
1 ged her creative imaginati
by knowledge of form or compositi i
positional rules, finding expression ab i
power of melodic invention.® Yet it emer ; o
. ; ges that the young woman did |
examples, just as Labor wished,’ and in thi i i .
o e 2,0 is song, in particular, she had taken to
December 1898 that ‘[sh

themes together ... One could m i .
them ake several pieces out of them”." i
is built on a distinct compositional id e oot
s bu ! ea, namely a 12-bar, uninterrupted ch i
rise in the vocal line followed by a three-bar recitative-like conseqsent e

4 S S R l B Die K N I, 51 uy 7 11
€€ dusanne ode-breymann, e or 11)61”5”1 ma Mahle elfé ( anover

Ni e
) l:dfirzzzlrlszljcsl;;s SLaatstiheater, 1999), p. 137. At this time she confessed: ‘Mich dréingts
A reiben, die zu meiner Stimmung passen’ (‘I just feel : i
son%s thzli\:[ fit my mood”). Mahler-Werfel, Tagebuch-Suiten( pJ. 171 T
etk ]a(;l(l;(e)r-\h:erfel, Tagebuch—Suiten, p. 173. This performance took place on 2
(ROde_gre , at an evening of chamber music hosted by Adele Radnitzky-Mandlick
ot );r;ir:;, Kompgn;vt;rr, p. 144; Mahler-Werfel, Tagebuch-Suiten, p. 443). Whether
examined here was in fi it :

ot e A St in fact among the three songs performed on this

6 :
This was as no. 5 of the Fii 1 i
B iinf Lieder submitted by Mahler for publication by

7
Rode-Breymann, Komponistin, p. 145.
bA g e s
. delrmgisgle(r(l);potnlﬁrirll(“{arzunachstuberhauptnichtan musikalischen Formmodellen
setzlichkeit musikalischer Formbildung orientiert’
: . : tiert” (‘At first, Alma’
composing was not in the least orientat i - sl
: : ed towards mus intrinsic princi
of creating musical structure’), ibid., p. 74. RIS

9 5
At this same time she com i i
posed a i
(Magler_ et b piano piece on a specific model by Beethoven
[Sie haben] zu viel Themen aufeinander gepfercht ... . Man konnte daraus mehrere

Stiicke machen.’ The item referred to i i i
5160, rred to is a piece for piano (Mahler-Werfel, Tagebuch-Suiten,

8

The integrity of the compositional concept is linked not least with the fact that
the setting — like all the composer s extant Lieder — follows the text closely. Hence,
this is a through-composed setting of poetry, its structure deriving its authority
from the ‘textumsetzende[n] Erfindung’ (‘invention in the service of realizing the
text’)." Five compositional sections are clearly distinguishable by their contrasting
performance indications. The first two (‘Trcumend’ ‘Langsam’) connect the
chromatically rising course of the vocal line to undulating accompanimental
figuration in the piano. The ‘Blithen’ (‘blossoming’) referred to in the text is thus
realized by the voice as a process of opening up and striving upwards, whereas the
‘§chwanken’ (‘swaying’) in the instrumental part (and in bar 7 also in the voice)
is depicted in vividly illustrative manner as a swinging to-and-fro movement. But
both these figures are supported on the firm foundation of bass notes changing
bar by bar and then, from the seventh bar onwards, heard as held notes played
in octaves. It could be said that the chromatic ascent is made on a secure footing
(Example 11.1).

However, this stable basis disappears abruptly in sections 3 and 4 (‘Plotzlich
sehr schnell’,  Prestissimo’). Although the chromatic rise in the vocal line persists,
it is now underlaid with individual chords in the piano that break the continuity
prevailing in the song thus far. Hence, in this setting, the firm hold invoked in
Heine’s text (‘O halt mich fest, Geliebte!”) is deliberately denied. Instead, by
employing shorter note values in the voice and with the piano chords sounding
in ever quicker succession, the composer creates an internal acceleration, At the
culmination of this process the composition is no longer geared to the grammatical-
semantic line-for-line design of the poem but rather sums up three lines of text
in a single musical arc. Despite the lingering on the words ‘Liebestrunkenheit”
(‘drunken with love’) and ‘sonst’ (‘else’), the insistent accompanying chords
leading to an upward semiquaver run, together with the unbroken chromatic rise
of the vocal line and the lack of pauses for breath to create caesuras, arc all clearly
directed towards the surprising fortissimo octave downward leap at the beginning
of bar 12 (on ‘FiiBen’). Contrary to the utterance in the text, the music doesn’t
express tight hold and self-control but rather, quite clearly proceeds as if in a
precipitate act of ‘falling to the ground’. The gesture conjured up by Heine in the

imagination only as a wish and a possibility is emphatically realized in the song
(Example 11.2).

The final line of the poem explains why such a visible expression of love
would be inconceivable for Heine: the presence of other people makes self-control
an imperative. As the music has already accomplished the ‘falling to the ground’
gesture at the words ‘und der Garten ist voller Leut!”, Schindler expresses the
shock of this outbreak of amorous emotion musically with built-in delay: the vocal
line is suddenly paralysed in a recitative-like note repetition, pianissimo (marked
with the performance indication ‘Langsam’), and withdraws into speech in an

almost toneless whisper.

I Rode-Breymann, Komponistin, p. 98.


















