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IZUMI, Maiko. Robert Schumann’s Gesdnge der Friihe Op. 133: An interpretation of

Abstract:

the composition from symbolic representation of the title.
(Dissertation: Doctor of Musical Arts, Kyoto City University of Arts, 2018.)
This study investigates the piano piece Gesinge der Friihe (Songs of Dawn
Op. 133) composed by Robert Schumann with its relation to the epistolary
novel Hyperion; or, The Hermit in Greece written by Friedrich Hoélderlin. The
piece is the last one among all the piano pieces which Schumann himself
engaged in publishing, and its poetic content embedded within will be
explored through connections with his later lieder (songs).In addition, a new
interpretation of the piece will be presented by investigating what meaning
the piece holds in Schumann’s last years, based on his life around the year
1853 when Songs of Dawn was composed.

The introduction lays out the state of Europe around the time when Songs
of Dawn was composed, and Schumann’s own remarkable way of composition.

Schumann worked as the musical director of Diisseldorf, and he was highly
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attuned to the trend of society, which is reflected in the wide variety of
creative works he undertook.

Chapter 1 covers the circumstances of the composition of Songs of Dawn
and its publication, the person to whom the piece was dedicated, source
materials, and the title of the piece. The manuscript refers to the name
Diotima, a figure which represented the salvational power of love in
Holderlin's works. The dedicatee of the piece, Bettina von Arnim, was also the
woman who exchanged the last letters with Schumann.

Chapter 2 lays out the unique compositional principles used in the creation
of Songs of Dawn. Throughout the entire piece, elements relating to poetic
ideas are arranged implicitly and retrospectively, coming together to form an
intricately self-referencing work. Moreover, the principle of repetition forms
the basis throughout the piece, and also many composition ideas are found
including a flat and parallel construction, dynamically reverberating
structures, mysterious ambiguities, and even polyphonic writing which
emulates Bach's works for the violin.

Chapter 3 explores links with Hélderlin's Hyperion, and, based upon this
work, further investigates the techniques of musical encipherment. By
comparative analysis with Carnaval, the maturity of style in Schumann’s
later works has been found in the techniques of musical encipherment which
shows further abstraction and internal references within the musical
representation.

Chapter 4 explores lyrics from his later lieder that are mutually related in
writing method, and presents a poetic interpretation of the works. This piece
holds elements in common with songs having themes of resignation or
requiems, and it could be argued that the music reflects Schumann’s own
state of resignation at the end of his life.

Chapter 5 is the conclusion, and it draws together the results of the
previous analysis and observations, to provide a poetic interpretation of the
whole as stated in the title.

The use of “Gesinge”, or Song, in the title of the piano piece suggests a
musical piece (instrumentation) that involves a song, and it also works as a
metaphor for some kind of song.

Schumann wrote to the publisher in a note that “As the light grows with
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approaching dawn,” and looking at the work through this lens, the piece,
Songs of Dawn, can be interpreted as follows:

The first piece seems to be about a hermit, hoping for the morning light in
the world where notion of resignation is predominant. The second piece is the
light of morning slowly appearing, bringing happy recollections with it. The
third piece hints at various battles, and in the fourth clouds darken the sun,
alluding to death’s arrival. The final piece returns to the hermit, and the
light of morning shining in and bringing hope to the depths of despair.

Further examining the title, “Friihe” or Dawn can also be interpreted as
“Early days”, opening up the potential that it is meant as a hint to
Schumann’s own memories of his life. In 1853, when Songs of Dawn was
published, a new style of music, New German School (Neudeutsche Schule),
was coming into being, and a crop of young energetic artists suddenly
appeared in front of Schumann, who had fallen into despair. This piece, which
was composed shortly after Schumann wrote his essay “New Paths* (Neue
Bahnen) is also thought to have been based on Schumann’s own renewed
hope for the future. Moreover, the work’s compositional procedure developed
from his early years symbolizes a reflection on the past. In this way, Songs of
Dawn is a piece of deep meaning, bringing together literary references,
Schumann'’s own life, and his ideology. Even if Adorno’s words aren't fitting in
their entirety, there is no doubt that the work reflects the characteristics of
Schumann’s unique late period. While the research into Schumann’s work is
still very much ongoing, this study will play a role in clarifying his later

works.
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UEDA, Yukiko. Repetitions and variations in Franz Schubert’s late piano sonatas:

Abstract:

Considerations based on analysis of rhythmic motifs

(Dissertation: Doctor of Musical Arts, Kyoto City University of Arts, 2018.)

In this thesis, I search for clues that might lead to a reevaluation of
Schubert’s repetitions, which have tended to be evaluated negatively, by an
analysis based on rhythmic motifs of Schubert’s Late Piano Sonatas.

“Rhythmic motif” is a purely rhythmic short group which ignores melodic
and harmonic features and is distinguished from general “motif”. In
Schubert’'s Late Piano Sonatas, repetitions of these rhythmic motifs play the
role of connections between themes or between form parts, and they are used
to closely relate the whole work.

This thesis consists of three chapters.

In Chapter 1, I survey Schubert’s piano works and treat the position of the
Piano Sonata in those. Repetitions of rhythmic motifs are used only for later
sonatas. Therefore, since I focus mainly on Late Sonatas in this thesis, I first
clarify the chronological classification of Shubert’s Piano Sonatas.

In Chapter 2, I take the various levels of repetitions found in Schubert'’s
Piano Sonatas and examine them in ascending order of repeated units.
Concretely, I consider four aspects; repetitions of form parts, repetitions of bar
blocks, repetitions of fixed rhythm patterns, and repetitions of the same notes.

In formal level repetitions, by comparing the number of measures in each
form part by chronological classification, it becomes clear that the length

increased more and more over the late period. A similar tendency can be seen
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in repetition of bar blocks. Especially, in the repetitions of small melody
blocks, it is noteworthy that three times repetitions are frequent, rather than
the typical two, towards the later period.

Fixed rhythm patterns, such as Dactyl, are frequently used in music,
characterize various motifs of the work through repetitions, and are
sometimes used as motifs themselves in a theme. Similarly, repeating the
same notes produces various effects in music.

When the frequency of repetitions is compared in each period, it is
especially interesting that the melodic repetitions in the parallel key and
repetitions of the same notes in the melody are more frequent in the late
period. It will be inferred that, as time went on, Schubert recognized these as
his own composition skills.

In Chapter 3, I examine how Schubert organically relates the whole
movement by repeating rhythmic motifs in his Late Piano Sonatas after No.
15 in C major, D840. Because the Late Sonatas all have four movements, I
analyze by focusing on repetitions of rhythmic motifs for each movement. In
analyzing, I use the rhythmic score, which picks out only rhythmic elements,
in order to clarify the method by which Schubert developed and unified music
with rhythmic motifs.

When analyzing the first movement based on the sonata form from the
viewpoint of the rhythmic motifs, there is a difference in usage from No.15 in
C major, D840 to No. 18 in G major, D894 and from No. 19 in C minor, D958 to
No. 21 in B flat major, D960. In the former, rhythmic motifs common to the
first theme and the second theme are used, and in the latter, rhythmic motifs
common to the transition and the Codetta are used.

Even in the other movements which are written in ternary form, five-part
form and Rondo form, Schubert was using rhythmic motifs common to theme
A and theme B, or main part and Trio part, unifying each theme by rhythm
variation in various ways.

Schubert’s Piano Sonatas have melodic and harmonic aspects that can be
said to be redundant. The new findings that this thesis presents will be
valuable to pianists who have been captured by such negative views. Through
an analysis focusing on rhythmic motifs, Schubert’s intension to unify music

organically emerges.
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Analysis of the melodic structure of the Uta Oratio chanted by the Kakure

Kirishitan in the Ichibu area on Ikitsuki island, Nagasaki prefecture
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A study of medial olivocochlear reflex as a function of musical experience:

Does different musical instrument damage inner ear unevenly?
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