
HEARING VOICES: THE NARRATIVE FUNCTION OF THE PIANO VOICE IN 
SCHUBERT’S WINTERREISE

Mariclare Dempsey 

A Thesis 

Submitted to the Graduate College of Bowling Green 
State University in partial fulfillment of 

the requirements for the degree of 

MASTER OF MUSIC 

May 2020 

Committee: 

Eftychia Papanikolaou, Advisor 

Ryan Ebright 



© 2020 

Mariclare Dempsey 

All Rights Reserved 



iii 

ABSTRACT 

Eftychia Papanikolaou, Advisor 

Franz Schubert (1797-1828) composed his last song cycle Winterreise in the spring and 

fall of 1827. The text for this celebrated work comes from a set of twenty-four poems written by 

Wilhelm Müller (1794-1827) and describes the physical and emotional journey of the protagonist 

after he has been rejected by his loved one.  

In this thesis I will analyze the narrative relationship between the voice and the piano and 

its development throughout the cycle, using the methodologies of Edward T. Cone and Carolyn 

Abbate. Musico-poetic works can be challenging to view as a seamless piece in which both music 

and text work together to create a full image of the narrative. By distinguishing the personas of 

the vocal and piano parts, however, and assessing their distinct “voices” (separately and in 

collaboration) it is possible to view them as a cohesive whole and grasp the full meaning of the 

song cycle. The melody sung by the cycle’s protagonist, often referred to as “the Wanderer,” 

bears much of the obvious burden for narrating Müller’s poetry as the Wanderer’s conscious 

voice. The Wanderer’s unconscious emotions that guide his journey are found in the piano part 

which plays an integral role by setting the scene, providing insights before and after the singer’s 

words, and even actively consoling and inspiring the Wanderer as he pours out the tale on stage 

for all to hear. An understanding of Schubert’s narrative can only be grasped by analyzing the 

relationships between both the voices of the singer and the piano.  
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INTRODUCTION 

The average music listener is often drawn into the world of song by the narratives which 

accompany the tunes they enjoy on a daily basis. They hear a few words to which they can relate 

accompanied by a pleasing melody and it sparks an emotional response within them. After they 

hear such a song they may leave it forever or listen to it repeatedly for a cumulative several hours 

in their lifetime; they may even go so far as to hum it back to themselves during the odd hours of 

the day as they go about their work. Thus they can reignite for a brief moment the emotions of 

their first listening and reminisce in the layered experiences of repeated exposure and 

contemplation.  

What draws a person into such a fascination with this particular combination of text, 

melody, harmony, and rhythm? If the narrative which resonated with them in the beginning was 

later presented to them written only as a text, they would surely process it internally as though it 

were accompanied by the music with which they associate. Why is the associated music bound so 

tightly to the full enjoyment of such a text? Because the music involved in such a song not only 

enhances the poetry or prose it accompanies, it actively participates in the narrative process 

unfolding in the mind of the listener.  

This collaborative effort between text and music has been in place for hundreds of years, 

from text-painting in sixteenth-century madrigals to contemporary opera and popular music 

genres. The narrative property of music has been the subject of extensive academic research by 

many scholars, particularly musicologists Eero Tarasti,1 Lawrence Kramer,2 and Peter Kivy,3

pointing to its prevalence and importance in the discipline.  

1

2
 Eero Tarasti, A Theory of Musical Semiotics (Bloomington: Indiana University Press, 
1994). Lawrence Kramer, “Musical Narratology,” Indiana Theory Review 12 (1991): 
141-162.
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Franz Schubert (1797–1828) is well-known for having written over 600 Lieder in the 

early nineteenth century. In addition to his many stand-alone songs, he also wrote several song 

cycles, the last of which, Winterreise, is the topic of this thesis. In my paper I will analyze the 

narrative relationship between the voice and the piano. The melody and text sung by the cycle’s 

protagonist, often referred to as “the Wanderer,” bears much of the obvious burden for narrating 

Wilhelm Müller’s poetry. But the piano plays an equally integral role by setting the scene, 

providing insights before and after the singer’s words, and even actively consoling and inspiring 

the Wanderer as he pours out the tale on stage for all to hear. A comprehensive understanding of 

Schubert’s winter narrative can only be grasped by analyzing the relationships between both the 

music and the text. I will outline several songs (“Gute Nacht,” “Erstarrung,” “Der Lindenbaum,” 

“Einsamkeit,” “Mut,” and “Der Leiermann”) from within the complete cycle and include a 

detailed analysis of the narrative interactions between voice and piano which most clearly 

represent my arguments using collaborative narrative structures.  

I selected these songs for their significance in the Wanderer’s journey. “Gute Nacht” 

establishes the Wanderer’s state of mind at the start of his journey and “Erstarrung” clearly shows 

the depths of the Wanderer’s conflicted emotions as he leaves his Beloved behind. In “Der 

Lindenbaum” the Wanderer experiences a brief period of peace as he reflects on fond memories 

of his Beloved and we see his capacity for hope and longing for peace even though he cannot 

truly experience those things now. I included “Einsamkeit” as a reference point within the cycle 

in light of Schubert’s original composition ending after this twelfth song. The Wanderer is at his 

lowest point thus far in the cycle and this song draws parallels to “Der Leiermann” in their

3 Peter Kivy, Sound Sentiment: An Essay on the Musical Emotions (Philadelphia: Temple 
University Press, 1989). 
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positions as finales to the cycle at different times. In the second half of the cycle the Wanderer 

deals with varying degrees of depression as he continues onward but in “Mut” he attempts to 

overcome his sorrow by putting on false cheer and attempting to distance himself from the reality 

of his situation. This last emotional battle is fruitless and the Wanderer gives up the fight for the 

last time. Finally, after giving up and suffering an emotional death, the Wanderer turns himself 

over to the hurdy-gurdy man in “Der Leiermann” and the cycle ends not with the completion of 

his winter journey but with his open-ended continuation as he wanders ever onward with no hope 

for a permanent end.  

When analyzing musico-poetic works it can be tempting to view the poetry and music as 

separate entities which happen to exist in the same piece, focusing too heavily on the influence of 

one or the other in the overall narrative. Each of these two elements bring unique information to 

the story and combine to create a full image of the narrative. These two pieces therefore need to 

be viewed as a cohesive whole in order to grasp the full meaning of the song cycle.  

My analysis of Franz Schubert’s Winterreise is guided methodologically by the work of 

theorist Edward T. Cone in his book The Composer’s Voice and by musicologist Carolyn 

Abbate’s Unsung Voices. Their methodological approaches to musical narrative and song offer a 

succinct way of breaking down the many parts of each song which contain narrative value. By 

using Cone’s terminology I am able to clearly label the various narrative voices and identify how 

they change based on their interactions with each other in a song and within the cycle. Abbate’s 

research points the way toward identifying the voice of the Wanderer beyond that of the 

performer or Schubert’s intentions. This thesis will dive into the internal journal of the Wanderer 

and reflect on how the internal machinations of the human psyche interact when processing 

extreme emotional distress. In several songs of this cycle the Wanderer experiences an intense, 
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subconscious process of emotions before entering into conscious dialogue with himself to 

process his thoughts and emotions in a more intentional manner. My analyses offer a 

perspective focused on the internal-to-external narrative transitions which the Wanderer 

experiences in the poetic texts and which can be heard most clearly through interactions within 

the musical composition. 



5 

CHAPTER I: METHODOLOGY & HISTORICAL BACKGROUND 

Methodology 

Songs of the post-Baroque Western art tradition typically comprise texts, written in either 

poetry or prose, which are then paired with music composed for the voice and piano. One of the 

difficulties in analyzing songs is that there is more than just the music to consider; the text with 

which the music is paired plays a major role in how we interpret the complete piece. In this 

particular song cycle the poetry serves a narrative function in telling the tale of the Wanderer, 

who has been devastated by the rejection of his Beloved and subsequently falls into a state of 

depression which leads him to wander through the frigid winter as he contemplates his sorrow.  

In his analysis of Lieder, Edward T. Cone identifies the voice of a text as the poetic 

persona; this persona is the sole conveyor of information to the reader.4 This is not the case when 

the poetry is written into a musical composition because now the music is affecting the text of the 

poetic persona and it reimagines the message through a new medium with more information. The 

vocal line of the composition is called the vocal persona and it is responsible for the action of 

narrating the provided text via musical performance.5 The combination of these two personas into 

a single narrative force creates the poetic-vocal persona.6

In Cone’s analysis, the poetic persona has sole control over the narrative of the poetry 

when read in a text-based format whereas the poetic-vocal persona only maintains a partial 

element of the overall narrative, which leaves an incomplete picture when performed by itself. 

The other piece of the puzzle is the virtual persona, or the persona created by the piano 

4 Edward T. Cone, The Composer’s Voice (Berkeley: University of California Press, 1974), 10–
11. 
5

6
 Ibid., 9. 
 Cone often does away with the hyphenated designator and simply refers to the poetic-vocal
persona as the vocal persona. For clarity, I will maintain the distinction in definitions 
between the poetic persona, vocal persona, and poetic-vocal person throughout my writing.
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accompaniment. Just as the vocal line presents the text and music as the poetic-vocal persona, s 

the piano presents the music of the accompaniment as the virtual persona. The interaction of the 

poetic-vocal persona and the virtual persona create the implicit persona, also known as the 

musical persona. This persona conveys the entirety of the information contained in the song—

both textual and musical—in a cohesive presentation of the complete piece.

In Winterreise, the vocal melody is confined to a single poetic-vocal persona which is 

heard as the voice of the Narrator, who is also the Wanderer, making the titular winter journey. 

The text sung by the Wanderer is expressed entirely in the first person and reduces the division of 

vocal personas to a single narrative with no outsider or third-person perspective, only the 

Wanderer’s internal perspective. The virtual persona is found in the piano but is not bound by 

text to a single perspective and can therefore be interpreted in many different ways at different 

times throughout the cycle. These possibilities open the door for the virtual and vocal personas to 

interact as separate entities within the overarching implicit persona. Cone describes the Lieder 

singer as needing to ignore the voice of the piano during performance since the piano does not 

actively affect the Narrator within the world of the story but merely aides in the storytelling that 

is happening outside of the narrated world.7 A useful chart of these various personas can be seen 

in Figure 1.1. 

7 Cone, The Composer’s Voice, 12.
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Vocal persona Music in the vocal part 

Virtual persona Music in the piano part 

Poetic persona Poetic text 

Poetic-vocal persona Combination of the 
poetic text with the music 

in the vocal part 

Figure 1.1: The different personas present in accompanied vocal music, according to Edward T. 
Cone 

Cone’s perspective of the composer’s voice being the sole source for any interpretations 

gleaned from a piece of music, although useful in its day, is no longer the common methodology 

of narrative studies in music. The terminology he designated for the various personas that come 

together to knit the complete narrative of the Lied, however, has been a valuable tool in 

clarifying my analytical process. Cone’s complex dual-world participation is helpful in 

understanding the different perspectives of the vocal and virtual personas as they describe and 

interact with the events of the song cycle. By analyzing the poetic-vocal and virtual personas in 

relation to each other I will be able to identify where and how they interact with each other in 

order to form the implicit persona which conveys the overarching narrative of the complete song 

cycle. 

Carolyn Abbate, in her book Unsung Voices, takes Cone’s theories a step further and 

claims that the characters singing the music within the narrative, separate from the performers 

who are physically performing, also have a voice that needs to be interpreted by the listener. 

Abbate counters Cone’s poetic-vocal persona with the perspective of literary critic Roland 

Barthes, who considers the sounding of the instrument itself to be a voice, or persona, separate 
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from the performer.8 This instrument enhances the narrative by including additional information 

to the dialogue presented by the text.9 This perspective takes the persona away from the 

performer and creates an unseen persona which manipulates the story through the effects of the 

music.  

The separation of persona from the singer allows a new freedom in the narration of the 

music. The character himself has an impact on the meaning of the words and text which are 

beyond the control of the composer’s intentions. These personas now use the music and text to 

moderate the relationship between the composer and the characters. The narratives they develop 

through these perspectives can potentially be unreliable in both their text and music because they 

are no longer from a single, unified source such as in Cone’s theory of the overarching implicit 

persona. 

Cone’s implicit persona of the composer’s voice is altered by the presence of additional 

personas given life through the characters and the unsung voices. Although the composer scores 

the music, the notes receive what Abbate calls “phenomenal reality” through the characters’ 

interactions with the sounds when the music is something that they can perceive within the world 

of the composition.10 Abbate sees the potential for multiple personas to inhabit a work regardless 

of the composer’s intentions.

In the world of literature, not all texts possess a narrative function and, according to 

Abbate, the musical world is no different. Another primary aspect of Abbate’s research is the 

discussion of when and how music fulfills a narrative function. Since not all music is narrative, it 

8 Carolyn Abbate, Unsung Voices: Opera and Musical Narrative in the Nineteenth Century 
(Princeton: Princeton University Press, 1991), 13. 
9 Roland Barthes, The Responsibility of Forms, trans. Richard Howard (New York: Hill and 
Wang, 1985), 307. 
10 Abbate, Unsung Voices, x. 
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follows that there must be some distinction between narrative and non-narrative music to enable 

the listener to be able to distinguish and absorb the information being presented and for the 

complete piece to make sense. These moments of musical narrative may, for example, illicit 

memories of an earlier time in the story but they are now reinterpreted to fit the current setting of 

the scene.11 Abbate associates most people’s innate desire to find narrative within music to the 

popularity of nineteenth-century operas, dramatic songs, and instrumental works which embraced 

these tropes from within the areas of vocal music.12

The writings of Cone and Abbate provide the terminology and methodology I will be 

using to analyze individual songs within Winterreise. Cone’s theories provide a concrete level of 

terminology and organization as I analyze and discuss this song cycle by Schubert. I employ 

Cone’s terms largely for clarity in an attempt to attach the narrative associations to the music 

itself throughout the cycle. Abbate’s work opens the door to new personas and new combinations 

of personas to allow a more detailed exploration of the narrative functions and interpretational 

possibilities within Schubert’s work.

Historical Background 

Schubert first discovered Wilhelm Müller’s collection of poems titled Die Winterreise in 

the spring of 1827 but, unbeknownst to him, the version he had found only contained twelve out 

of the final twenty-four poems. Müller had published three separate versions of his Winterreise 

poetry: two different versions in 1823 and a final version in 1824, adding new poems to the set 

each time. Schubert set the twelve poems to music and at the end of the twelfth song, 

11Abbate, Unsung Voices, x. 
12 Ibid., xiii. 
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“Einsamkeit” (Loneliness), in his original manuscript of Winterreise, he wrote “fine” to indicate 

the end of the cycle.13

While he was writing the cycle, his friends took note of a darkened mood that seemed to 

overtake him. One of them, poet Johann Mayrhofer noted that, “he had been very ill for a long 

time…he had been through some shattering experiences, life had been stripped of its rose colour,

and winter had set in for him. The irony of the poet, that had its root in wretchedness, harmonized 

with its own mood. I was painfully affected.”14 Another friend, Joseph von Spaun, remarked that, 

“For some time Schubert had been in a gloomy state, and seemed to be hard hit. To my question 

what was the matter with him he only answered, ‘Oh you will soon hear and understand.’”15

In an attempt to explain his odd mood, Schubert performed the twelve-song version of 

this work for his friends at Franz von Schober’s home, but it was received rather coolly. Von 

Spaun is often quoted for his commentary of the events at Schober’s that evening: “[Schubert] 

sang the entire Winter’s Journey through to us in a voice full of emotion. We were utterly 

dumbfounded by the mournful, gloomy tone of these songs, and Schober said that only one, ‘The 

Linden Tree,’ had appealed to him.”16 Despite the somewhat negative reception, Schubert did not 

seem to be deterred by their commentary. When he discovered the rest of Müller’s poetry in the 

fall of the same year, he immediately set about composing music to complete the full twenty-four 

song cycle. The illness which Schubert’s friends noted, and through which he performed

13 Lauri Suurpää, Death in Winterreise: Musico-Poetic Associations in Schubert’s Song Cycle
(Bloomington: Indiana University Press, 2014), 3. 
14 Franz Schubert, Franz Schubert’s Letters and Other Writings, ed. Otto Erich Deutsch
(Westport, Connecticut: Greenwood Press Publishers, 1970), xiv. 
15

16
Ibid., xiv. 
Ian Bostridge, Schubert’s Winter Journey: Anatomy of an Obsession (New York: Alfred A.

Knopf, 2015), X. 
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Winterreise for them, proved to be an inescapable burden and he died of syphilis the 

following November in 1828.  

In adding poems to his original set of twelve, Müller also changed the order of the poems. 

Rather than continuing the poetry after the original twelfth poem, he interpolated his new poems 

in the midst of the old pieces (Figure 1.2). This rearrangement created a discrepancy in 

Schubert’s original twelve that also affected the full cycle.

Müller 1824 Schubert 1827 
Gute Nacht Gute Nacht 

Die Wetterfahne Die Wetterfahne 
Gefrorne Tränen Gefrorne Tränen 

Erstarrung Erstarrung 
Der Lindenbaum Der Lindenbaum 

6. Die Post Wasserflut 
Wasserflut Auf dem Flusse 

Auf dem Flusse Rückblick 
Rückblick Irrlicht 

10. Der greise Kopf Rast 
11. Die Krähe Frühlingstraum 

12. Letzte Hoffnung Einsamkeit 
13. Im Dorfe 13. Die Post

14. Der stürmische Morgen 14. Der greise Kopf
15. Täuschung 15. Die Krähe

16. Der wegweiser 16. Letze Hoffnung
17. Das wirtshaus 17. Im Dorfe

Irrlicht 18. Der stürmische Morgen
Rast 19. Täuschung

20. Die Nebensonnen 20. Der wegweiser
Frühlingstraum 21. Das wirtshaus

Einsamkeit 22. Mut
23. Mut! 23. Die Nebensonnen

Der Leiermann Der Leiermann17

Figure 1.2: Order of poetry in Winterreise as published by Wilhelm Müller in 1824 and Franz 
Schubert in 1827 

17 Suurpää, Death in Winterreise, 5. 
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Müller inserted a poem, “Die Post,” in the sixth position, added eight more poems in the 

tenth through eighteenth positions, introduced “Die Nebensonnen” in the twentieth position, and 

added “Mut” and “Der Leiermann” at the end in the twenty-third and twenty-fourth positions. 

For the most part, Schubert preserves the relative order of these new poems in his arrangement. 

He maintained the original twelve he had already composed and then added ten of the twelve new 

songs in their respective order as found in Müller’s last publication. The only two he changed 

from Müller’s new order were “Mut” and “Die Nebensonnen.” Rather than placing them in 

positions twenty-three and twenty-two, respectively, as they would be ordered had he continued 

his pattern of relative inclusion, from Müller’s 1824 version, he flipped the pair so that “Mut” 

preceded “Die Nebensonnen.”

The overall poetic theme of Die Winterreise is that of lost love. In the opening song, 

“Gute Nacht” (Good Night), the Wanderer sings of leaving the town where his Love lives 

because she has rejected him—the pain of this rejection is deepened by the revelation that they 

were possibly going to be married before she suddenly cast him off. The deep pain of loss felt by 

the Wanderer as he leaves town in this first song is felt throughout the cycle in many shades and 

variations as he wanders through the wilderness and snow contemplating his lost Love. 

Schubert scholars have approached this pain from a variety of angles but with a primary 

focus on the aspect of wandering. The use of repetition Schubert employs through this cycle is 

often identified as symbolizing the Wanderer’s unstable and circular mental wanderings. The text 

of the poetry tends to reiterate and dwell on the themes of winter, emptiness, and wandering 

which are reflected in the cyclic tonal motion, without significant tonal progress, shown in the 

shared meanderings of the piano and voice. Ian Bostridge, an acclaimed tenor celebrated for his 

research and performances of Winterreise, and musicologist Susan Youens both emphasize the 
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Wanderer’s solitude and the meandering, cyclic musical features that give weight to the 

inescapable misery with which he is afflicted, causing him to incessantly wander as he searches 

in vain for peace.18 Bostridge takes the cyclic aspect of the music a step further by positing that 

the most genuine performance of this work would include a complete repetition immediately 

after the last song of the cycle, “Der Leiermann.”19 He makes this argument based on the change 

in the poetry from an exclusively monodramatic narrative to a conversation in which the 

Wanderer finally addresses another character present in the scene—the hurdy-gurdy man. He also 

believes the piano accompaniment in this song is representative of the hurdy-gurdy man’s 

playing, rather than an extension of the Wanderer’s own narrative, which creates a stronger 

implication of interaction between the two despite the fact the hurdy-gurdy man does not have 

any spoken or sung lines of text. This idea of a character being represented musically when the 

text does not explicitly state his presence ties in with Abbate’s theory of “unsung voices” and 

music’s ability to represent perspectives beyond the primary narrative of any present text.

Theorist Lauri Suurpää considers the poetry and music of Winterreise as a way for the 

Wanderer to interact with death. At times the Wanderer behaves in ways to indicate death as a 

positive and at other times as a negative event.20 Suurpää compares the idea of death in this cycle 

with that of rest, dreams, depression, and renounced love. Not all death is literal and physical, 

and Suurpää sees the Wanderer’s death as an emotional ending of the Wanderer’s suffering.21 As 

such, the Wanderer transitions from a state of always looking backward towards his lost Love to 

18

19
Youens, Retracing a Winter’s Journey, 73–74. 
Bostridge, Schubert’s Winter Journey, 483–484.

20Nineteenth-century Germany had conflicting outlooks on Death as a figure of comfort or fear 
rooted in Greco-Roman and Judeo-Christian traditions. Christoph Wolff, “Schubert’s ‘Der Tot und 
das Madchen’: Analytical and Explanatory Notes on the Song D 531 and the Quartet D 810,” in
Schubert Studies: Problems of Style and Chronology, ed. Eva Badura-Skoda and Peter Branscombe 
(Cambridge: Cambridge University Press, 1982), 144-145. 
21 Suurpää, Death in Winterreise, 194. 
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instead looking, and moving, forward to the peace of his emotional death.22 These interpretations 

all affect the conversation around the order of Müller’s final publication and Schubert’s decisions 

on how to arrange the newer poems.   

The songs I have chosen in the first half of the cycle show several transitional emotional 

states of the Wanderer as he first faces rejection and begins to process his loss. He reflects fondly 

on the thought of his Beloved and he follows a pattern in revealing his emotional state through 

the piano introductions before intentionally expressing his experiences through song. The final 

two examples in my analysis contradict this formula by creating a disconnected relationship 

between the voice and piano. The Wanderer seems to first ignore the piano, which had previously 

been leading his active narration, and then the piano is disconnected from the Wanderer entirely 

by its transformation into representing a character other than the Wanderer, leaving the vocal line 

alone to express his narrative.  

22Suurpää, Death in Winterreise, 7. 
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CHAPTER II: ANALYSIS OF PART ONE 

“Gute Nacht” (1. Good Night)

Fremd bin ich eingezogen,  
fremd zieh ich wieder aus.  
Der Mai war mir gewogen 

mit manchem Blumenstrauβ. 
Das Mädchen sprach von Liebe, 

die Mutter gar von Eh’—
nun ist die Welt so trübe,  

der Weg gehüllt in Schnee. 

Ich kann zu meiner Reisen nicht 
wählen mit der Zeit:  

Muβ selbst den Weg mir weisen 
in dieser Dunkelheit.  

Es zieht ein Mondenschatten als 
mein Gefährte mit,  

und auf den weiβen Matten such’ 
ich des Wildes Tritt.

Was soll ich länger weilen, 
daβ man mich trieb’ hinaus?Laβ 

irre Hunde heulen 
vor ihres Herren Haus! 

Die Liebe liebt das Wandern,—
Gott hat sie so gemacht—
von einem zu dem andern,  
fein Liebchen, gute Nacht! 

Will dich im Traum nicht stören, 
wär schad’ um deine Ruh’, sollst 
meinen Tritt nicht hören—sacht, 
sacht die Türe zu!  Schreib’ im 
Vorübergehen an’s Tor dir gute 

Nacht,
damit du mögest sehen,  

an dich hab’ ich gedacht.

I came a stranger, 
I depart a stranger.  

May was good to me  
with many a garland of flowers. 

The girl, she talked of love,  
The mother even of marriage—

now the world is so gloomy,  
the way is shrouded in snow. 

I cannot choose the time  
of my journey:  

must find my own way  
in this darkness.  

A moon beam goes along  
as my companion,  

and on the white meadows 
I look for tracks of deer. 

Why should I hang around any longer 
waiting for someone to throw me out? 

Let stray dogs howl  
in front of their master’s house!

Love loves to wander—
God made it that way—
from one to another—

sweetest love, good night 

I won’t disturb you in your dream,
it would be a shame to disturb your 

rest, you oughtn’t to hear my footstep
—Softly, softly the door closes!  

I’ll write on the gate
as I go by it—good night—

so you can see  
I’ve thought of you.

This first poem is presented in four stanzas of equal length following an alternating 

rhyme scheme, each stanza containing eight lines. Schubert set the first and second stanzas 
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together repeating the exact same music for each and repeating the penultimate and final line 

pairs immediately after their first appearance. In the third stanza he varies the melody and 

accompaniment and also reorders the lines of the poem. Lines one through six are presented in 

order and the remaining lines are paired out of order in different combinations to emphasize 

different aspects of Love’s wandering in the Wanderer’s larger story. The final stanza changes 

the tonality from D minor to the parallel major and Schubert repeats the last four lines with an 

additional iteration of the eighth line to emphasize the end of the song. An outline of this poetic 

structure can be found in Figure 2.1. 

Original Poem Line Structure 1 2 3 4 5 6 7 8 
A B A B C D C 
D Schubert, stanzas one and two 1 2 3 4 5 6 7 8 + 7 8
A B A B C D C D + C 
D Schubert, stanza three 1 2 3 4 5 6 7 + 6 5 8 7 8
A B A B C D C + D C D C 
D Schubert, stanza four 1 2 3 4 5 6 7 8 + 5 6 7 8 8
A B A B C D C D + C D C D 
D 

Figure 2.1: Outline of text repetitions and rhyme structure in Müller’s original poem and 
Schubert’s restructuring of “Gute Nacht”

Schubert approaches the exposition of this cycle with the virtual persona of the piano. It 

enters alone with the dismal repetition of a D minor chord, the plodding eighth note pattern of 

which is persistent throughout the song from start to finish with almost no variation. The virtual 

persona steals into the listener’s ears with this first revelation of the Wanderer, using block 

chords to introduce his presence as he takes the first strides of his lengthy winter journey. For the 

accompanist, this association is even hinted at in the tempo marking at the opening of the work, 

Mässig, in gehender Bewegung (moderate, in walking motion.)  
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The same persona then presents the opening melodic material which consists of a falling 

line of stepwise motion disjointed by a descending fourth and ending in a dotted sixteenth note 

rhythm before coming to rest on the tonic. Musicologist Arnold Feil makes the point that, by 

presenting the piano alone at first, the listener is pushed into a sense of restless anticipation until 

the voice joins in to begin the narrative a few measures later (Example 2.1).1 When the poetic-

vocal persona (vocal music combined with text) does appear, it is with an echo of the virtual 

persona’s opening falling melodic line but is here lengthened to fit the text of the poetry.

Example 2.1: “Gute Nacht,” measures 1–122

When the virtual persona (piano) enters it draws the listener to the action of the 

Wanderer’s opening steps but he does not speak immediately—we must wait for the poetic-vocal 

persona to voice his words. Because the virtual persona and the poetic-vocal persona each enter 

1 Related in Susan Youens, Retracing a Winter’s Journey: Schubert’s Winterreise (Ithaca, NY:
Cornell University Press, 1991), 127.  
2 All score excerpts are taken from Franz Schuberts Werke: Kritisch durchgesehene 
Gesamtausgabe, ed. Eusebius Mandyczewski (Leipzig, 1884).  
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using the same initial melodic material, the virtual persona gives the impression of leading the 

way for the Wanderer in the poetic-vocal persona. The virtual persona acts as an invisible guide 

who leads the Wanderer to his opening notes so that he can express his anguish. The block 

chords show us the Wanderer as he begins to walk but the falling melody nudges him into his 

internal revere reminding him, “fremd bin ich eingezogen” (I came a stranger) 3 before the 

poetic-vocal persona voices this reminiscence and goes on to completes the phrase, “fremd zieh’ 

ich wieder aus” (I depart a stranger.) This influential action on the part of the virtual persona 

represents Abbate’s idea of the unsung voice interacting with the written character within their 

musical world. 

The virtual persona precedes the voice as though the piano leads the way for the 

Wanderer to express his thoughts—he is so emotionally taxed that his vocal line follows wearily 

behind and mirrors the melody previously presented. In recalling his Beloved’s love, the 

Wanderer is lifted slightly from his painful drifting and changes in almost perfect time with the 

piano to reminisce briefly on this fond memory. Schubert dwells on this falling motive 

throughout the first two stanzas of the poetry. He repeats the motive three times, once in the 

piano and then twice in the voice, within the first few lines and then brings it back again in the 

piano after the final line of the stanza resulting in seven iterations before halfway through the 

score. Each time it sounds it recollects the Wanderer’s thoughts and the beginning of his current 

journey in which he leaves as he entered—a stranger.

This cyclic motion is eventually interrupted by a change in tonality when the Wanderer 

reflects directly on his relationship with his Beloved, “Das Mädchen sprach von Liebe, die 

Mutter gar von Eh” (The girl, she talked of love, the mother even of marriage, mm. 15–23).

3 Throughout this paper I will use Ian Bostridge’s poetic translations from his book, Schubert’s 
Winter Journey. 
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Finally rising from the dirge of D minor, the phrase is treated to a brief flirtation with F major 

and the first instance of text repetition within the cycle (Example 2.2). Schubert uses major 

tonalities throughout this cycle as a way to transport the Wanderer from the present to the past as 

he reflects on the fond memories of his Beloved.4 The Wanderer lingers, for a brief moment, on 

pleasant thoughts which are presented by the poetic-vocal persona in a rising melody contrasting 

that of the opening motive. The virtual persona, influencing the Wanderer as he tells his tale, 

continues to plod relentlessly forward in spite of the tonal optimism. It is this persona that brings 

the tonality back to D minor prior to the poetic-vocal persona’s entrance for the last two lines of 

the stanza.  

Example 2.2: “Gute Nacht,” measures 15–23

4 H. Lowen Marshall, “Symbolism in Schubert’s Winterreise,” Studies in Romanticism 12, no. 3
(Summer 1973): 609. 
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The Wanderer’s pleasant reverie is dashed by a return to his sorrowful condition and a 

more animated variation of the opening dismal phrase wherein instead of stepping downward, he 

now skips, creating an even more disjunct and agitated expression of emotion. At this point the 

Wanderer loses himself in trepidations of what lies ahead (“Nun ist die Welt so trübe, Der Weg 

gehüllt in Schnee” [now the world is so gloomy, the way is shrouded in snow]) and the onset of 

the virtual persona, using the now familiar opening motive, draws the Wanderer’s mind back to 

the present moment and the second stanza (“Ich kann zu meiner Reisen nicht wählen mit der Zeit 

Muss selbst den Weg mir weisen in dieser Dunkelheit” [I cannot choose the time of my journey: 

must find my own way in this darkness]).  

The Wanderer’s emotional progression follows a similar arch as in the first stanza, which 

is fitting for a repetition of the same musical material. But his focus is now on the present 

moment and where, and how, he will make his way forward. In the area of tonal lift to F major he 

sings this time about the moon’s shadow being his companion, which takes the place of his 

Beloved in the earlier stanza. Youens notes the Wanderer’s penchant for distancing language 

between himself and other people, highlighting his non-human companion5 whose comfort is 

cold and whose light on his path is murky and veiled rather than reassuring and helpful. The 

unreliableness of the moon can also be related to the unreliable love of the maiden in the earlier 

stanza—during both iterations the virtual persona humors the pleasant reminisces by following 

the poetic-vocal persona of the Wanderer into F major but eventually pulls him once again into D 

minor so that he may resume the restless final phrase of the stanza.  

 The return of the virtual persona’s opening motive prior to the third stanza no longer 

soothes the Wanderer towards reminiscence or resignation. Instead the poetic-virtual persona 

5 Youens, Retracing a Winter’s Journey, 124.
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presents his agitation as rising anew as he considers what future grievances may come his way: 

“Was sol lich länger weilen, das man mich treib’ hinaus?” (Why should I hang around any longer 

waiting for someone to throw me out?) Schubert finally moves on from exact repetition of 

material at the start of this stanza but keeps to a variation of the opening phrase. Instead of an 

overall falling motion, the phrase falls and rises in succession, ending an octave higher than at the 

start of the song.  

In the returning F major phrase the Wanderer again dwells on Love but this time he 

contemplates the fickle nature of all Love rather than merely the love of his Beloved maiden. 

Youens interprets this entire stanza as one of anger, first towards the townspeople and then 

towards God for having created love as an imperfect emotion.6 The attitude of the music in the F 

major section of this stanza, however, remains as wistful and distancing as it was in the previous 

stanzas. The Wanderer side-steps, admitting to himself and the audience that the maiden herself 

chose to reject him and instead places the responsibility for her actions on the God-ordained 

supernatural order of the world, “Die Liebe liebt das Wandern—Gott hat sie so gemacht” (Love 

loves to wander – God made it that way). The remaining lines in the stanza appear out of order 

and are repeated in different pairs. Line seven, “Von einem zu dem andern” (from one to 

another), is followed by a repetition of “Gott hat sie so gemacht,” thus replacing line eight in 

which he bids his love goodnight as Müller does in his poem. This upset to the poetic persona’s 

(poetic text) expected narrative, combined with the vocal persona’s (vocal music) repeated tonal 

material, creates an unexpected loop of emotions in which the Wanderer is caught.  

Rather than continuing with the poetic text in order, Schubert pairs “Die Liebe liebt das 

Wandern” (Love loves to wander) with “Fein Leibchen, gute Nacht!” (sweetest love, good night)

6 Youens, Retracing a Winter’s Journey, 124.
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over the agitated variation which previously preceded the return to the opening material. This 

time, when the piano completes its iteration of the opening phrase, there is a modulation to D 

major as the Wanderer speaks to his Beloved directly, instead of about her, and bids her 

goodnight when he finally leaves her at the end of this portion of the tale. The final stanza is once 

again a variation of the opening stanza material, but this time is presented entirely in a major 

tonality, as the Wanderer is predominantly occupied with thoughts of his Beloved. Only in the 

very last iteration of “an dich hab ich gedacht” (I’ve thought of you) does the music turn back to 

the original D minor as the Wanderer falls, once again, out of the peace of his imaginative reverie 

and into the reality of his despair. The piano ends alone, not with the opening phrase it had been 

repeating throughout, but instead with a chordal variation that at first falls but then lingers on the 

dominant before finally resolving to the final cadence. The virtual persona hides a final repetition 

of the melodic content for “an dich hab’ ich gedacht” within the inner structure of the final 

chords, providing a faint echo of the Wanderer’s words as he treads onwards towards the next 

song in the cycle.7

The second song, “Die Wetterfahne” (The Weathervane) reveals to us that the Wanderer 

is still near enough to his Beloved’s house that he can perceive its creaking motion as it turns in 

the wind, despite his earlier commentary on his need to depart the town where his heart was 

broken in “Gute Nacht.” In this poem he associates the wind toying with the weathervane with 

Love toying with hearts. After all, as we recall from “Gute Nacht,” love loves to wander from one 

to another! The music of the third song, “Gefrorne Tränen” (Frozen Tears) begins texturally 

sparse but grows increasingly dense and frantic as the Wanderer takes a truly introspective turn 

while conversing with his own tears and contemplating the meaning behind their frozen state, 

7 Youens, Retracing a Winter’s Journey, 129.
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despite their having burst forth from such a warm berth. We do not know how much time the 

Wanderer spends in this reverie but at some point he becomes aware enough of the physical 

world to realize that he has lost all visual connection to his Beloved—he cannot see her door, 

her weathervane, or even the footprints she made in grass from when they walked together in the 

spring—there is nothing before him now but the snow. Upon realizing this he immediately 

begins a frantic, and vain, search for any sort of evidence to connect him again to his Beloved.8

“Erstarrung” (4. Frozen Stiff)

Ich such’ im Schnee vergebens nach 
ihrer Tritte Spur,  

wo sie an meinem Arme  
durchstrich die grüne Flur.  

Ich will den Boden küssen  
durchdringen Eis und Schnee 
mit meinen heiβen Tränen, 

Bis ich die Erde seh’.

Wo find’ ich eine Blüte,
Wo find’ ich grünes Gras?
Die Blumen sind erstorben, 

der Rasen sieht so blaβ.

Soll denn kein Angedenken  
ich nehmen mit von hier?  

Wenn meine Schmerzen schweigen, 
wer sagt mir dann von ihr? 

Mein Herz ist wie erfroren,  
Kalt starrt ihr Bild darin:  

Schmilzt je das Herz mir wieder, 
Flieβt auch ihr Bild dahin. 

In vain I search for traces of her 
footprints in the snow, where she 

walked through the green fields on my 
arm. 

I will kiss the ground, piecing through 
the ice and snow with my hot tears, until 

I see earth. 

Where can I find one flower, where can 
I find green grass, the flowers are dead, 

the grass looks so washed-out. 

Shall I then take no keepsake from this 
place? When my griefs are silent, who 
else will say anything about her to me? 

My heart is as if frozen, the picture of 
her is frozen stiff inside me. 

If my heart ever melts again her image 
will flow away as well. 

8 Youens, Retracing a Winter’s Journey, 145.
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The fourth poem of Müller’s work is made up of five quatrains. Schubert repeats the text 

of each quatrain immediately after the first iteration and preserves the order of the text in all 

stanzas but one. In the third stanza, he jumbles the couplets in the second presentation of the text 

and places lines three and four before one and two. In the final stanza he echoes the second half 

of the final line before concluding the song (Figure 2.3). 

First stanza: 1 2 3 4 1 2 3 4 

Second stanza: 1 2 3 4 1 2 3 4 + ½  

Third stanza: 1 2 3 4 3 4 1 2 

Fourth stanza: 1 2 3 4 1 2 3 4 

Final stanza: 1 2 3 4 1 2 3 4 + ½  

Figure 2.2: Outline of poetic line repetition in “Erstarrung”

If the opening measures of “Gute Nacht” reflect the Wanderer’s first few stumbling steps 

as he sets out on his frigid journey, then here the music shows us a man overwhelmed with 

frantic pacing. Both the poetic text and the music of the virtual persona indicate a sort of in 

medias res for this song. The first two lines state, “Ich such’ im Schnee vergebens nach ihrer 

Tritte Spur” (In vain I search for traces of her footprints in the snow). “Ich suche” is in the 

present tense meaning he is in the midst of the action already when the poem begins. 

In this song the virtual persona no longer supports the Wanderer and eases him into his 

narrative but instead reflects the immediate physical motions of his pacing. Each neighbor-tone 

triplet evokes the sensation of turning this way and that as they depart from, and return to, the 

starting note of the figure and the incessant repetition and variation of the melodic bass notes 

drives home the fact that his search is ultimately in vain. 9 Schubert often uses neighbor tones in

9 Youens, Retracing a Winter’s Journey, 147.
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his music to particularly emphasize sorrow and torment in his music10 and here the agony is seen 

in the use of the neighbor-tone triplets in the bass melody, fueled by his unyielding search. The 

vocal persona enters with almost no preparation from the piano and moves quickly and without 

pause through two iterations of the first stanza. This repetition is plainly indicative of the 

Wanderer’s obsessed state and shows his present inability to coherently process his emotions.11

In “Gute Nacht” the virtual persona seemed to draw the Wanderer forward into his story 

and offered guidance when he left and took his first steps. This role of guide is less clear in this 

song since both the virtual and poetic-vocal personas seem to be suffering from the same 

agitation. Instead of a guide, the vocal persona appears to be an external manifestation of the 

Wanderer’s subconscious. At times the subconscious is only moments ahead of the conscious 

thought and at other times it causes an emotional response before the conscious mind realizes 

why, as in “Gefrorne Tränen” when the Wanderer realizes he is crying after his tears have formed 

and frozen. In this song we have a similar event in which the Wanderer is already frantic in his 

physical motion reflected in the piano and then in the opening stanza comes to the realization of 

what he is seeking.  

The repetition of each stanza in this song can be understood as a statement of the initial 

happenings followed by a more internalized realization of the events. Youens deftly explains this 

idea in her analysis of the reason behind Schubert’s text changes during the repetition of the third 

stanza as two different readings of the same text. In the first iteration the text is presented with 

the question first as “Wo find’ ich eine Blüte, wo find’ ich grünes Gras? Die Blumen sind 

erstroben, der Rasen sieht so blaß” (Where can I find one flower, where can I find green grass?

10 Walter Everett, “Grief in Winterreise: A Schenkerian Perspective,” Music Analysis 9, no. 2

(July 1990): 165. 
11

Bostridge, Schubert’s Winter Journey, 105.
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The flowers are dead, the grass looks so washed out). In the immediate repetition the statement 

precedes the question, “Die Blumen sind erstroben, der Rasen sieht so blaß. Wo find’ ich eine 

Blüte, wo find’ ich grünes Gras?” First the heart is longing to find one living flower despite their 

all being dead, and in the second the mind is coming to the realization that all of the flowers are 

dead and so there will be none left living to find. This reversal of the text presents the delay of 

realization between the heart’s desire and intellect’s reason and offers a glimpse into the 

complicated mechanics of the human psyche as well as highlights the steps involved in most 

people’s process of rational acceptance followed later by emotional understanding.12

The first two stanzas can also be understood, in light of this interpretation, as a 

development of the Wanderer’s internal grappling with current events. The melody of the 

Wanderer’s song in the first stanza is simple, starting with several quarter note repetitions of the 

opening G leading into an outline of the tonic triad before the motion is increased with eighth 

note pairs and dotted rhythms. The second time these lines are presented the vocal line is in a 

higher register and grace notes are introduced which exacerbate the motion in this section. The E 

around which this line is centered is technically a passing tone in measures 16 and 18 against the 

B diminished chord below. The structure of the melody, however, creates the impression of 

double neighbor tones around the E based on the approach and departure in the E-D-F-E figure 

present in these measures (Example 2.3).  

12 Youens, Retracing a Winter’s Journey, 149.



27 

Example 2.3: “Erstarrung,” measures 16–19

Similar to Youens’s take on the third stanza, the repetition in the first stanza can be 

interpreted as the Wanderer narrating what he is searching for and, when he sings the phrase a 

second time, he realizes the fruitlessness of his search. Even the single word “vergebens” (in 

vain), with a simple change in rhythm, is perceived very differently between the two repetitions. 

The second time it is sung the half note rhythm has been displaced from the last syllable to the 

middle, leaving the Wanderer to dwell, for a brief moment, on the reality of his search and the 

inner turmoil this causes him. These stanzas lead the way to the listener grasping the severity of 

his unseen struggle later on. 

Moving forward in the poetry we find the Wanderer ruminating on what this harsh reality 

means: “Soll den kein Angedenken ich nehmen mit von hier? Wenn meine Schmerzen 

schweigen, wer sagt mir dann von ihr?” (Shall I then take no keepsake from this place? When my 

griefs are silent, who else will say anything about her to me?) His questions are spoken to no one 

since he is alone at this time and repetitive queries speak to the stress he is experiencing in the 

moment. Mentally, he is able to make the connection that he has not, and will not, find a physical 

token of his Beloved with which to remember her and he contemplates what will befall him at 

the eventual end of his mourning period. It also echoes his current loneliness as he is separated 

from society through his present grief—since no one is around him they cannot speak to him 

about her. The final stanza is a perfect metaphor for his pain: “Mein Herz ist wie erfroren,
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Kalt start ihr Bild darin. Schmilzt je das Herz mir wieder, Fliesst auch ihr Bild dahin” (My heart 

is as if frozen, the picture of her is frozen stiff inside me. If my heart ever melts again her image 

will flow away as well). In these few lines he juxtaposes the state of his burning chest in the last 

song with its suddenly frozen condition which is necessary to preserve his Beloved’s picture 

within himself. If he moves on from his stagnant obsession then he will lose her—so he must 

remain frozen so as to protect her likeness. All of this we find in the poetic persona through the 

text and it calls to mind his rational side which is attempting to come to terms with all that is 

happening.  

In the vocal persona we find the Wanderer’s emotional longing to hang on to this image 

as his only relic and he denies the fact that it may eventually melt through Schubert’s complete 

return of the musical setting from the first and second verses. As Youens writes, “the Wanderer in 

stanzas 4 and 5 simultaneously realizes that there are no keepsakes to be found and yet still 

fervently longs for that which will keep his sweetheart alive and present for him.”13 These two 

personas join together in the poetic-vocal persona and also unite the two halves of the Wanderer’s 

divided attention in this moment as he seeks what he knows he will not find. The lack of pause 

between stanzas coupled with the persistent motion and complete repetitions of text further point 

to the Wanderer’s obsessive state of mind.14

“Der Lindenbaum” (5. The Linden Tree)

Am Brunnen vor dem Tore,  
da steht ein Lindenbaum:  

Ich träumt’ in seinem Schatten
so manchen süβen Traum. 

At the well before the 
gate there stands a linden 
tree; I dreamt in its shade 
so many a sweet dream. 

13

14
Youens, Retracing a Winter’s Journey, 149.
 Ibid., 147. 
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Ich schnitt in seine Rinde  
so manches liebe Wort;  

es zog in Freud’ und Leide zu 
ihm mich immer fort. 

Ich muβt’ auch heute wandern 
vorbei in tiefer Nacht,  

da hab’ ich noch im Dunkel die 
Augen zugemacht. 

Und seine Zweige rauschten, 
als riefen sie mir zu:  

Komm’ her zu mir, Geselle, 
hier findst du deine Ruh’!

Die kalten Winde bliesen  
mir grad’ ins Angesicht,

der Hut flog mir vom Kopfe, 
ich wendete mich nicht.  

Nun bin ich manche Stunde  
entfernt von jenem Ort,  

und immer hör’ ich’s rauschen: 
du fändest Ruhe dort! 

I cut into its bark 
so many a word of love; 

in happiness and sadness it 
drew me back to it again and 

again. 

Today I had to wander too 
past it in the depths of night, 

even in the dark 
I had to close my eyes. 

And its branches rustled 
as if it was calling out to me: 

come here to me, old chap, here 
you find your rest. 

The cold winds blew 
straight into my face; 

my hat flew from my head, 
I didn’t turn back.

Now I am many hours 
distant from that spot, 

and always I hear that rustling: 
you would find rest there. 

First stanza: 1 2 3 4  

Second stanza: 1 2 3 4  

Third stanza: 1 2 3 4  

Fourth stanza: 1 2 3 4  

Fifth stanza: 1 2 3 4  

Sixth stanza: 1 2 3 4 1 2 3 4 4  

Figure 2.3: Outline of poetic line repetition in “Der Lindenbaum”

Schubert’s treatment of the poetry in this song is more straightforward than in previous 

songs: there are no repetitions until the final verse (Figure 2.3). The directness of the poetic 

setting does not diminish the themes of endless wandering and repetition as his location, and 
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even the timeline of his journey is obfuscated by internal reverie and as the music turns back on 

itself placing the melodic and rhythmic content of “Erstarrung” in a new light.

In the first two songs of this cycle the poetry offers a sense of location for the Wanderer. 

First he mentions being outside his Beloved’s home and writing “good night” upon her gate and 

in “Die Wetterfahne” he contemplates the weathervane on top of her house. Although it is 

possible that he could be speaking from memory in this second song, we know he has only 

recently begun his journey so it would make sense to assume he is perhaps within the city limits 

and in sight of a similar home and weathervane, if not still within sight of his starting place. In 

the subsequent songs, however, his introspective turn creates a disorienting element for the reader 

since he no longer offers specific landmarks in the present tense to mark his journey. We cannot 

tell how much time or distance have passed from “Gefrorne Tränen” to “Errstarung” to “Der 

Lindenbaum”—we know only that he has continued onward.

In “Der Lindenbaum” he reflects that he wandered past the linden tree “heute… in tiefer 

Nacht” (today…in the depths of night) and he is prompted to this reflection by his efforts in the 

previous song to search for a remembrance of his Beloved. The events he is recalling now are not 

happening at the present moment, rather they are a recollection of his earlier experiences which 

have been brought to light by his current search. The recounting of his journey is no longer 

sequential and has begun to take a winding path that presents past experiences so vividly they 

almost seem to be happening in the moment. The poetry gives us no explicit sense of when or 

where the Wanderer is during the last three songs, and we are left only with the ability to track his 

mental progress.  

 Some of this reminiscence is felt in the way the opening piano part in “Der Lindenbaum” 

echoes the motions of those presented in “Errstarung.” The triplet rhythms of the fourth song
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return immediately at the outset of the fifth and, although their value has been halved from eighth 

notes to sixteenth notes, the tempo change from the former’s ziemlich schnell (quite fast) to 

Mässig (moderate) gives both songs a recognizably similar pace and pattern.15 The sixteenth note 

triplets in “Der Lindenbaum” are initially set within a similar register but quickly ascend to a 

higher octave to illicit the lofty wave of the linden boughs. Even the opening melody of 

“Erstarrung” is found hidden within the right-hand triplets of this song.16 The major tonality used 

in this song is perhaps the most straight-forward distinction between the Wanderer’s present state 

and his reminiscence of happier times. Schubert employs this recognizable technique throughout 

to cycle to indicate how strongly the Wanderer’s reflections overtake his conscious thoughts in 

contrast to the reality of his winter journey.17 Not only is the rhythmic pace similar, but the 

opening melody of the piano is also strikingly similar and stands out as linking material between 

the two songs. The triplets in this song are most commonly understood to be a representation of a 

real sound the Wanderer has heard—the rustling of leaves. The audience does not hear the actual 

leaves in these figures and the piano does not represent them in a diegetic fashion: instead the 

piano’s role is to reveal the Wanderer’s internal ruminations of this specific tree after he has 

heard the sound.18

After seeking so ardently for some sign of his Beloved in “Erstarrung” and slowly 

realizing he will not be able to find one, the Wanderer’s memory guides him back to the last 

reminder of her he had seen—the carving in the linden tree about which he says, “Ich schnitt in 

seine Rinde so manches lieve Wort” (I cut into its bark so many a word of love). In the last song

15 Susan Youens, “Wegweiser in Winterreise,” The Journal of Musicology 5, no. 3 (Summer
1987): 377. 
16

17
Bostridge, Schubert’s Winter Journey, 114.
H. Lowen Marshall, “Symbolism in Schubert’s Winterreise,” Studies in Romanticism 12, no. 3

(Summer 1973): 609. 
18 Youens, Retracing a Winter’s Journey, 161.
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he asked himself, “Wer sagt mir dann von ihr?” (Who else will say anything about her to me?) 

and his memory bids him to recall the linden tree which will ever speak of her through his 

carvings upon its bark. The linden tree is itself packed with symbolism in this period. It was used 

often as a symbol of love and mysticism, and it is encountered in literature as a meeting place for 

lovers.19 Elements of nature were commonly used in German Romanticism to metaphorically 

address the difficult emotions of the character within their poetic world.20 To have carved his 

Beloved’s name on any other tree would not have carried the same weight of love and devotion 

as did the linden tree at this time. According to Youens, the introductory measures of this song 

provide “An entire drama within the mind…before a single word is sung.”21

The virtual persona continues its role here as the Wanderer’s subconscious thoughts 

which precede his conscious articulations and physical actions. The tree prompts his mind, 

unbidden, to transition from his current action—searching for signs of his Beloved—to actively 

recalling the only sign of her remaining, which he has regrettably left behind. The transition of 

his active mental state to that of reflection can be gleaned from listening to the melodic content 

of the vocal persona at its entrance in m. 9. The melody of this fifth song is presented in E major 

rather than C minor, revealing the juxtaposition of emotional and mental transformations in the 

Wanderer’s mind.22 The major tonality brings joy with it as the Wanderer turns his thoughts to 

fond memories, but the melody he sings is still strongly connected to “Erstarrung” by means of 

the underlying virtual persona which makes plain the bittersweet nature of this memory.  

19

20
Bostridge, Schubert’s Winter Journey, 115.
Deborah Stein, “The End of the Road in Schubert’s Winterreise,” in Rethinking Schubert, ed.

Lorraine Byrne Bodley and Julian Horton (New York: Oxford University Press, 2016), 3. 
21

22
Youens, Retracing a Winter’s Journey, 161.  
Ibid., 161. 
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The pleasantness of his reverie is disrupted in the third stanza when his thoughts turn to 

his most recent encounter with the tree, “Da hab’ ich noch im Dunkel die Augen zugemacht”

(Even in the dark I had to close my eyes.) At this meeting he could not bear to look upon the 

physical representation of his love and, even in darkness, shut his eyes against the sight of it. The 

relative minor tonality of this stanza tinges his prior decision not to have looked at the tree with a 

sense of regret as he is now searching keenly for a physical sign of his Beloved after choosing to 

walk past the last sign of her. 

The fourth stanza returns to E major as the Wanderer considers the potential outcome of 

his encounter with the tree. He imagines the tree to be using its leaves to draw him in to a 

peaceful rest saying, “Komm’ her zu mir, Geselle, hier findst du deine Ruh’” (Come here to me, 

old chap, here you find your rest). In Romantic literature, rest was a common euphemism for 

death and poets frequently used elements of nature, such as the linden tree, to offer their 

characters an opportunity to interact with their internal emotions in an externalized dialogue.23

The virtual persona bookends the vocal persona’s dramatization of the tree’s offer with a fluttered 

thirty-second note figure and dotted-eighth to sixteenth note ascending motion (mm. 40, 44) that 

recalls the cadence of each linden tree phrase (Example 2.4). The representation is

extremely brief but its presence at the beginning and end of the tree’s figurative dialogue shows 

that the Wanderer understands it as a temptation of the tree for him to turn away from his 

wandering and find peace through other means. Youens finds further ominous implications in the 

eighth note rest at the end of this stanza; in her words, “it is perhaps in that moment…that the 

Wanderer realizes what the linden’s message truly means and, realizing, feels the full force of

23 Deborah Stein, “The End of the Road in Schubert’s Winterreise,” 3.
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the storm in which he must make his choice.”24 That choice is an implicit decision to find rest in 

death, through the linden tree’s enticing leaves, or to trudge onward in his cold journey despite 

having no respite in sight.  

Example 2.4: “Der Lindenbaum,” measures 38–45

The fifth stanza enters with a startling sforzando as the Wanderer recalls the frigid winds 

which assaulted both the linden tree leaves and his own face. The dramatic alternating dynamics 

emulate the wintery gusts; the Wanderer sings while the sound of the leaves has now turned into 

a cacophony rather than a sound of comfort. He concludes his reverie on a determined, repeated 

C natural which finally resolves to B (“Ich wendete mich nicht” [I didn’t turn back]). He has 

trudged onward from the tree toward whatever fate is ahead of him. In the meantime, the winter 

winds transformed from his past to his present and he sings the final stanza in E major again.  

Although he has returned to the present, we still do not know contextually how long he 

has been journeying, only that it has been “many hours” since he encountered that bittersweet

24 Youens, Retracing a Winter’s Journey, 164.
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tree. Despite his physical and temporal distance from this memory, he acknowledges that the 

sound of the leaves and, presumably, their invitation continue to follow him as he wanders. “Und 

immer hör’ ich’s rauschen: Du fändest Ruhe dort!” (And always I hear that rustling: You would 

find rest there!) This final stanza is the only one Schubert repeats in this otherwise textually 

straight-forward song and in the midst of his mentioning of the tree and its offer, the same flicker 

of leaves heard during his retelling of the initial offer appear to continue haunting him and 

enticing him to reconsider taking his rest beneath the tree (mm. 70, 76). 

Example 2.5: “Der Lindenbaum,” measures 68–76

It is here that Schubert’s order of poetry begins to differ with Müller’s final order of the 

completed twenty-four poems. Rather than reordering his compositions based on Müller’s later 

publications and inserting “Die Post” as the sixth song, Schubert chose to maintain the original 

order for the already composed songs and placed the remaining songs in Müller’s order, with the
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exception of “Mut” and “Die Nebensonnen” which Schubert switched and placed immediately 

prior to “Der Leiermann.”25

The remaining poems in this half of the cycle continue to dwell on the themes of the 

Wanderer’s burning heart and tears amidst a wintery, frozen world. In “Rückblick” he briefly 

mentions the town where his Beloved lives and his desire to be away from it. It is impossible to 

know if he has walked in such a winding fashion that he has returned to it, or if he has stumbled 

across a vantage point which brings it into view, or perhaps has merely seen trees that he 

mistakes for spires he has seen before in the town. He first mentions a sense of peacefulness in 

“Irrlicht” followed by his finding a place to rest in “Rast” and dreaming of spring and his 

Beloved in “Frühlingstraum” (these are the poems that Müller moved from the ninth, tenth, and 

eleventh to the eighteenth, nineteenth, and twenty-first positions in his later editions). The theme 

of peace, rest, and gentle reverie is delayed in Müller’s final version but Schubert keeps this arc 

of hope in place before the final song of the first part, “Einsamkeit.”

“Einsamkeit” (12. Loneliness)

Wie eine trübe Wolke durch 
heitre Lüfte geht, wenn in 

der Tanne Wipfel ein mattes 
Lüftchen weht: 

So zieh’ ich meine Straβe 
dahin mit trägem Fuβ,

durch helles, frohes Leben, 
einsam und ohne Gruβ.

Ach, daβ die Luft so ruhig!
Ach, daβ die Welt so licht!
Als noch die Stürme tobten, 

war ich so elend nicht. 

Just as a somber cloud 
drifts through clear skies, 

when in the tops of the fir trees 
a feeble little wind blows—

Just so do I take my path 
with dragging foot 

through bright, cheerful life 
alone and without any greeting. 

Oh, that the air is so still! 
Oh, that the world is so full of 

light! When the storms were still 
raging I wasn’t half so wretched.

25 See Figure 1.2. 
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First stanza: 1 2 3 4  

Second stanza: 1 2 3 4  

Third stanza: 1 2 3 426  1 2 3 4

Figure 2.4: Outline of poetic line repetition in “Einsamkeit”

“Einsamkeit” (Loneliness) begins with the steady, but sparse, plodding of the piano. The 

previous poems in Schubert’s order relate the numbness that has overcome the Wanderer as he 

walks along in his journey, his endless travel has begun to distract him from the immediacy of the 

pain he felt in “Gute Nacht” when he first left his Beloved’s town. In the previous songs the 

virtual persona has represented the burgeoning thoughts of the Wanderer as emotions wash over 

him in ever changing waves. In this song there is nothing for the virtual persona to introduce 

besides his own never-ending steps, it is all his emotions and mind can bear at this point in his 

journey. The melody in this song is also relatively simple with little variation from phrase to 

phrase. Youens ascribes the simple melodic content to the Wanderer being “too depressed and 

lethargic to change his tune.”27

The Wanderer seems to mentally stumble (mm. 3–4) as he prepares to voice his sorrows 

in this song but then he proceeds to keep a relentless pace throughout the first and second stanzas, 

only deviating from his steps to drag the legato notes across the words “Dahin mit trägen 

Fuβ” (with dragging foot, mm. 17–18) before continuing on in the same fashion (examples 2.6 

and 2.7). His mental and emotional capacity at this point can barely rise above the level of his 

steps. The vocal persona spans only a fifth in the first stanza and immediately falls into the safety 

of a cadence as his steps and thoughts stumble after his energetic outburst in the second stanza 

26 The third stanza contains an internal repetition in both iterations of the fourth line, “war ich so 
elend / so elend nicht.”
27 Youens, Retracing a Winter’s Journey, 218.
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(mm. 16–18). These steps are so agonizing and exhausting for the Wanderer that the vocal and 

virtual personas must combine in simple unison just to ascend the half steps leading to the 

cadences (mm. 17, 21). 

Example 2.6: “Einsamkeit,” measures 1–5

Example 2.7: “Einsamkeit,” measures 12–25
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In previous songs the virtual persona has clearly led the way for the Wanderer in the 

development of his thoughts and processing of his emotions but here it has become less clear in 

that there is less material by which to understand the Wanderer’s point of view outside of the 

poetic-vocal persona. Indeed there is even no pause or preparation for the entrance of the voice in 

this song; rather the Wanderer begins his dialogue in the midst of his unchanging steps and crafts 

a narrow, repetitive melody that reveals his exhausted state which can hardly be stirred onward in 

this last song of the original manuscript.28

In the approach to the third stanza he finally gains some strength as he looks around him 

at the still, bright world and plumbs the depth of his misery at the present moment in comparison 

to when the weather had seemed to reflect his inner turmoil with wintery storms. Finally, the 

virtual persona is stirred to draw him out of his stumbling stupor to acknowledge his current state 

and renew some small internal fire to fight back the surrounding cold which envelop his every 

step. After stepping through the cadence in unison at the end of the second stanza, the virtual 

persona now plunges forward with rising steps which lead into the Wanderer’s exclamatory

“Ach,” and launching into a tritone tremolo (G-sharp and D paired with F-natural and B) which 

starkly contrasts the still air of which the Wanderer sings. Schubert reuses the same musical 

material in the next line to contrast the beautiful light of a clear day with this man’s inner turmoil. 

Now turning his thoughts back to the raging storms he had been surrounded by in previous songs, 

the virtual persona seems to accelerate through use of triplets and his frustration reaches its peak 

within the dense chords which bloom like dark clouds to accompany the storm he is recalling.  

28 Youens, Retracing a Winter’s Journey, 219.
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Immediately after his intense exclamations his thoughts return, exhausted, to his present 

state and his footsteps stagger forward in the dotted-rhythm motion of the bass as he reflects to 

himself, “war ich so elend, so elend nicht” (I was so miserable, not so miserable) (Figure 2.7).29 

This textual repetition was not in Schubert’s original draft manuscripts of “Einsamkeit” but 

highlight the contrast of the Wanderer’s present misery compared to the misery he had felt when 

the external conditions matched his internal despair.30 It is much more difficult for him to 

acknowledge the reality of the world when it is discordant with his emotional state.  

The Wanderer attempts to escape this glaring reality by approaching the repetition of the 

third stanza with a different tonal center but his conscious and unconscious mind in the vocal and 

virtual personas both lapse back into a precise repetition at the start of the second line and he is 

doomed to repeat exactly the hopelessness he had felt and expressed before. Finally, the piece 

ends with a few short steps which recall the introduction of the song and seal his fate as an eternal 

Wanderer. Schubert composed this Lied as the conclusion of his original Winterreise cycle and 

was not initially aware of the additional poetry—poetry that would continue the Wanderer’s 

journey for twelve more songs. The return of the Wanderer’s plodding steps leave a bleak outlook 

on his ability to ever escape the nebulous wandering state he has fallen into.  

In the next song of the cycle, “Die Post,” the Wanderer continues on to encounter one last 

reminder of his Beloved when he hears a posthorn which makes him desire news of her, but he 

merely trudges onward and does not reflect on her specifically again in this cycle. After that 

temptation to look back for her, he trudges onward and thinks increasingly of death and the 

29Bostridge translates the poetic line “war ich so elend nicht” as “I wasn’t half so wretched” but 
does not include any commentary regarding Schubert’s division and repetition of this line. I have 
chosen to include Susan Youens’s translation from Retracing A Winter’s Journey since she
specifically discusses the implications of this repetition in the context of her translation. 
30 Youens, Retracing a Winter’s Journey, 220.
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peace that he will only be able to find when he is in the grave. “Der greise Kopf,” “Die Krahe,” 

Letzte Hoffnung,” “Der Wegweiser,” and “Das Wirtshaus” all explicitly profess his desire for 

death and peace which, to him, have become identical. Lauri Suurpää describes the Wanderer’s 

final state as that of “one void of all human emotions,” and in his analysis he concludes that, for 

the Wanderer, death is an emotional release from pain into numbness rather than a physical end 

to his life.31

31 Suurpää, Death in Winterreise, 194. 
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CHAPTER III: ANALYSIS OF PART TWO 

“Mut” (22. Courage)

Fliegt der Schnee mir in’s Gesicht, 
Schüttl’ ich ihn herunter.

Wenn mein Herz im Busen spricht, 
Sing’ ich hell und munter.

Höre nicht, was es mir sagt, 
habe keine Ohren, 

Fühle nicht, was es mir klagt, 
Klagen ist für Toren. 

Lustig in die Welt hinein 
Gegen Wind und Wetter! 

Will kein Gott auf Erden sein, Sind 
wir selber Götter! 

If the snow flies into my face 
I shake it off. 

If my heart speaks in my breast, I 
sing brightly and lively. 

I don’t hear what it says to me, I 
have no ears; 

I don’t feel its moaning,
that’s just for idiots.

Cheerfully out into the world 
against the wind and the weather! 
If there’s no God on earth, we’re 

gods ourselves!

First stanza: 1 2 3 4  

Second stanza: 1 2 3 4  

Third stanza: 1 2 3 4 1 2 3 4  

Figure 3.1: Outline of poetic line repetition in “Einsamkeit”

Throughout this cycle, the only time Schubert employs a major key is when the Wanderer 

is reflecting on his life before the start of this miserable winter journey, as we have seen in the 

examples given in “Gute Nacht” and “Der Lindenbaum.” The A-minor entrance of the virtual 

persona in “Mut” combined with the present-tense language of the poetry indicates that the 

Wanderer is speaking from his current perspective on his journey and not reflecting in any way 

on his pleasant past. The subsequent use of major tonalities in this song thus creates a sense of 
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falsehood in the Wanderer’s words, because of the inconsistency with the previous songs of the 

cycle.1

Further unsettling aspects of the virtual persona are the unexpected eighth note rests at 

the start of the first and third lines in the first two stanzas (mm. 5, 12). In previous songs, the 

virtual persona has led the vocal persona in melodic content in a way that provides emotional 

context for what the Wanderer is singing about. These rests at the start of the text seem to 

indicate an uncertainty in the virtual persona as it pauses briefly then echoes the melody of the 

voice in unison texture for the length of a full measure before expanding into simple triads 

(Example 3.1). In the second half of the sentence the piano accompanies the cheerful voice with 

a much fuller texture, then echoes and embellishes the vocal line. The same formula of rests, 

unison, slow textural expansion, and embellished echo occur again immediately to accompany 

the text of the second half of these stanzas.  

Example 3.1: “Mut,” measures 12–18

This reversal of leadership in melodic development is unsettling, especially when 

combined with the major tonalities that accompany the present tense rather than a reverie of the 

past. Youens sees this dichotomy further exploited in the poetic persona as the subject “ich” is

1 Youens, Retracing a Winter’s Journey, 286.
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removed from the second stanza to create a less personal association with the false statements.2

The poetic persona draws parallels between the snow blowing in the Wanderer’s face and his 

heart speaking to him by presenting each as a negative experience which he resolves by shaking 

his head and singing in a lively fashion, respectively.3 The poetic-vocal persona comes together 

to solidify the negative experience and positive reaction through the use of minor then major 

melodic content.  

The third stanza loses the transitional material of the introduction as the Wanderer rushes 

ahead into the parallel major with the vigor of going “Lustig in die Welt hinein” (Cheerfully out 

into the world). The Wanderer manages to successfully embrace his cheerful state and sing about 

the non-existence of love entirely in A major when the third stanza is first presented. But when 

he repeats himself in order to solidify this new false reality, the music fails him and presents the 

briefest glimpse of A minor (m. 50) (Figure 3.1 and Example 3.2). This interruption to his 

disposition of false cheer is then disguised with thick chordal textures with a cadence on C major 

to emphatically refute the brief exposure to reality in the form of the minor modality.  

Example 3.2: “Mut,” measures 49–51

2

3
Youens, Retracting a Winter’s Journey, 286.
 Suurpää, Death in Winterreise, 144. 
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In this poem the Wanderer states “Sing’ ich hell und munter” (I sing brightly and lively) 

letting the listener know that he actually takes on the action of singing within this cycle. 

Bostridge posits that the melody of the poetic-vocal persona becomes diegetic in the final lines of 

the third stanza as he exclaims “Will kein Gott auf Erden sein, sind wir selber Götter!” (If there’s 

no God on earth, we’re gods ourselves!)4 At the start of this cycle, the Wanderer explains that 

God made love to be fickle but now, in his attempt to detach himself from the reality of his pain, 

he sings with false merriment that there is no God and subsequently no love.5 If love does not 

exist, then there should be no reason for him to be in pain because he could not have lost 

something which he never possessed.  

The virtual persona completes his exhausting attempt to mask the reality of his situation 

with a dramatic flourish that features an unusually wide range, and then concludes with one more 

A-major cadence. This cadence marks the end of the Wanderer’s struggle to believe his own

false reality as the virtual persona immediately returns to the exact same musical material that 

was used to introduce the song. The Wanderer’s attempt to blot out his constant pain with jovial 

music has proved ultimately fruitless and, rather than allowing him to move forward emotionally, 

this exercise has instead caused him to stagnate in his present misery as seen in the final 

repetition of the introductory material. 

When the Wanderer’s strength to protest his current state fails him, he continues onward 

in his ceaseless wandering, and as he walks he sees an optical phenomenon in the sky known as 

parhelia—commonly known as “sun dogs” or “mock suns”—which is caused by the refraction of 

sunlight through ice in the atmosphere. Most scholars associate the two mock suns described in 

“Die Nebensonnen” with the eyes of the Beloved and cite Müller’s earlier poem “Die zweie

4

5
Bostridge, Schubert’s Winter Journey, 442.  
Ibid., 441. 
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Sterne” as precedent for the use of celestial bodies as a metaphor for a beloved’s eyes. In this 

penultimate song the Wanderer embraces his misery after his failed attempt to ignore it in “Mut,” 

and he looks forward to when the final sun will also be out of sight and grant him the peace of 

darkness.  

“Der Leiermann” (24. The Hurdy-Gurdy Man)

Drüben hinter’m Dorfe 
steht ein Leiermann, und 
mit starren Fingern dreht 

er was er kann. 

Barfuβ auf dem Eise
wankt er hin und her; 
und sein kleiner Teller 
bleibt ihm immer leer. 

Keiner mag ihn hören, 
keiner sieht ihn an; 

und die Hunde knurren 
um den alten Mann. 

Und er läβt es gehen
alles, wie es will, 

dreht, und seine Leier 
steht ihm nimmer still. 

Wunderlicher Alter, soll 
ich mit dir gehn? Willst 

zu meinen Liedern Deine 
Leier drehn? 

Over there behind the village 
stands a hurdy-gurdy man, 

and with numb fingers he grinds 
away, as best he can. 

Barefoot on the ice 
he sways back and forth, 

and his little plate 
remains always empty. 

No-one wants to hear him, 
no-one looks at him, 
and the dogs growl 
around the old man. 

And he lets it go on, 
everything, just as it will; 

turns the wheel, and his hurdy-gurdy 
never stays still for a moment. 

Strange old man, 
should I go with you? 
Will you to my songs 

play your hurdy-gurdy? 
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First stanza: 1 2 3 4 

Second stanza: 1 2 3 4 3 4 

Third stanza: 1 2 3 4 

Fourth stanza: 1 2 3 4 3 4 

Fifth stanza: 1 2 3 4 

Figure 3.2: Outline of poetic line repetition in “Der Leiermann”

“Der Leiermann” is unique in the whole of Winterreise for several reasons: its sparse 

piano accompaniment stands out against the norms of Lieder at the time and it echoes the mood 

of the reserved accompaniment in Schubert’s original finale, “Einsamkeit.” The piano 

accompaniment representing the Wanderer’s plodding footsteps in “Einsamkeit” may be 

somewhat sparse compared to typical Lieder accompaniment but that of “Der Leiermann” is 

almost barren. Within the experiences of the protagonist, this song notably features the presence 

of another human figure with whom the Wanderer actually interacts. Throughout the cycle the 

Wanderer has spoken about his Beloved, her mother, and many of his physical surroundings but 

in the final lines of this song is the first time another character is physically present with him and 

the first time he speaks to anyone other than himself or the audience.  

This other character is the eponymous Hurdy-Gurdy man, whose hurdy-gurdy music is 

found in the accompaniment throughout the song (mm. 1–8). The open fifth harmonies and 

simple melody mimic the sound of a grinding hurdy-gurdy, while the plodding rhythms and 

repetitive melody recall the Wanderer’s steps in “Einsamkeit.” (However, they lack without a 

sense of forward motion.) The representative hurdy-gurdy melody has only three distinct phrases, 

according to Youens, which is unusual for any song, but particularly so in the finale of 
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such a lengthy cycle.6 The static quality that is created through the repetition of these few 

musical thoughts leaves the listener with a feeling of stillness, but the lack of firm cadences 

creates a sense of incomplete drifting, and cause an unsettling feeling when both are combined.7

Suurpää sees this uncomfortable, stagnant wandering as indicative of the numb emotional state 

of the Wanderer.8 The hurdy-gurdy man is as unresponsive in his external presence as the 

Wanderer is within his emotions.  

Example 3.3: “Der Leiermann,” measures 1–8

Throughout this cycle the virtual persona of the piano has very clearly represented the 

emotional state of the Wanderer and, for the most part, prepared him subconsciously for the 

musings of his conscious mind. The primary exception for this is found in “Mut,” where the 

Wanderer attempts to blot out his emotions with cheerful song but inevitably fails and the piano 

returns with minor tonality to reflect the dire reality of his situation. In “Der Leiermann” the 

virtual persona reflects the hurdy-gurdy man and starkly neglects the representation of the 

Wanderer’s emotions. The Wanderer’s lack of emotion in the virtual persona indicates his 

ultimate emotional death at the completion of this cycle.  

6

7

8

Youens, Retracing a Winter’s Journey, 300.
 Suurpää, Death in Winterreise, 151. 
 Ibid., 194. 
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Rather than attempting to escape this emotional death and continue his pained suffering, 

the Wanderer seeks to embrace the numbness and unaffectedness of the hurdy-gurdy man who is 

seemingly oblivious to any emotions.9 He goes so far as to ask the old man directly “soll ich mit 

dir gehn?” (Should I go with you?) (mm. 53–55) Part of the Wanderer has already been erased 

by replacing his representation in the piano with that of the hurdy-gurdy man, and this question 

of joining with the musician implies his further self-erasure as he embraces the anonymous life 

of the hurdy-gurdy man. Highlighting this erasure by the hurdy-gurdy is the overlap of the 

Wanderer’s question onto the piano’s accompaniment which resumes the melody of the hurdy-

gurdy without regard to the Wanderer’s question (Example 3.3).

Example 3.4: “Der Leiermann,” measures 53–55

Bostridge argues that when the Wanderer asks “Willst zu meinen Liedern Deine Leier 

drehn?” (will you to my songs play your hurdy-gurdy?) the character is speaking literally and 

that for the performer to immediately repeat the cycle would firmly entrench us in the 

Wanderer’s own “endless repetition of this existential lament.”10 Until these last four lines, 

everything the Wanderer speaks is in a self-reflective narration of the events and emotions he 

passes through, but he does not directly address any other characters throughout the tale. While 

these lines could easily fall into the same category of introspective musings, it is also possible to 

9 Suurpää, Death in Winterreise, 153. 
10 Bostridge, Schubert’s Winter Journey, 483–484.
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see them as a transitive question signaling the next portion of this Wanderer’s travel. 

Unfortunately for our protagonist, this next step is never seen by the audience. His question is 

left unanswered by the old man and the music fades away into the winter snow. 
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CHAPTER IV: CONCLUSION 

The complex relationship between musical and textual personas presented in any vocal 

composition is a puzzle that can never truly be solved, since each combination of performers, 

performance space, and individual listener will inevitably produce unique perspectives on the 

specific emotions and details of the larger narrative scheme. In this thesis I have shown one 

possible interpretation by outlining how the vocal and virtual personas interact with each other as 

two parts of the Wanderer’s psyche, his unconscious and conscious mind, to reveal the process of 

his internal journey from departing his Beloved’s house to taking up companionship with the 

hurdy-gurdy man.  

The Wanderer experiences a transformation of his emotions and motivations throughout 

this cycle. In the first twelve songs he moves forward with unclear goals, frequently dwelling in 

the past and speaking fondly of his lost Beloved. In “Einsamkeit” he reaches a peak in his 

miserable state when he is confronted with the juxtaposition of the “frohes Leben” (cheerful life) 

surrounding him externally while internally he continues to dwell in a winter storm. In the second 

half of the cycle he ceases his reminiscence of fonder memories and becomes preoccupied with 

finding the rest which the linden tree had offered to him in “Der Lindenbaum.”

Just before the end of the cycle, the Wanderer attempts to counteract his depressed 

condition and longing for the rest of death with “Mut!” (Courage) which, in Schubert’s version, 

notably lacks Müller’s exclamatory punctuation thereby doubly highlighting the ineffective 

nature of his false “Lustig” (cheer).11 The piano throughout this cycle had led the way for the 

Wanderer in his emotional journey but, after attempting to end the sorrow in his heart by taking 

on false happiness in the voice and pushing the piano to follow behind, he eventually lets go of 

11 Bostridge, Schubert’s Winter Journey, 442.
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his connection to the piano—instead he turns to the character of the hurdy-gurdy man. At this 

point in the cycle the piano loses the ability to show the listener a glimpse into the heart of the 

Wanderer and must rely only on the vocal line to understand him. As explored in Chapter III, the 

melodic contour of “Der Leiermann” follows the music of the hurdy-gurdy with the same 

consistency as if it were still his own heart guiding him onward, but now he has given himself 

over to be guided forward by another’s influence since he has lost the strength to continue on his 

own. He sees the hurdy-gurdy man as unaffected by the dogs and people around him and longs 

for a similar state of numbness to escape his constant pain. By turning himself over to the hurdy-

gurdy man and his music, he can transform his experiences into a hollow song accompanied by 

the hollow grinding of another’s music so as to distance the realness of the experience while still 

never really moving on from his personal winter journey.  

Using Cone and Abbate’s research for my methodology provided a clear direction for my 

analytical process. Cone’s break-down of the different personas that can be represented within 

song allowed me to identify where individual personas became present in the music and when 

multiple personas were integrated into a single voice, such as the poetic-vocal persona. This 

clarity in organization allowed me to approach Schubert’s cycle systematically in my research 

and writing process. Abbate’s theories of the “unsung voices” helped me to look beyond the 

intentions of the composer and performer to see where the musical personas spoke for 

themselves, and allowed me to approach the Wanderer’s thoughts and emotions as separate 

entities within the whole character. Her insights into looking beyond the face-value of the music 

and character, combined with Cone’s terminology, allowed me to uncover the “unsung voice” of 

the Wanderer’s internal struggle and present a new perspective for listeners to consider.



53 

BIBLIOGRAPHY 

Abbate, Carolyn. Unsung Voices: Opera and Musical Narrative in the Nineteenth Century. 
Princeton: Princeton University Press, 1991. 

Adorno, Theodore. “Schubert.” In Night Music: Essays on Music 1928–1962. London: Seagull
Books, 2009. 

Bostridge, Ian. Schubert’s Winter Journey: Anatomy of an Obsession. New York: Alfred A.
Knopf, 2015. 

Brigham, Daniel. “Landscape as Redemption: Schubert’s Winter Journey.” Journal of Singing
63, no. 2 (2006): 133–149.

Brown, Jane K. “The Poetry of Schubert’s Songs.” In Schubert’s Vienna: An Aston Magna
Academy Book, edited by Raymond Erickson, 183–213. New Haven: Yale University 
Press, 1997. 

Capell, Richard. Schubert’s Songs. 3rd edition. Surrey: Unwin Brothers, 1973.

Cone, Edward T. The Composer’s Voice. Berkeley, University of California Press, 1974. Everett, 

Walter. “Grief in Winterreise: A Schenkerian Perspective,” Music Analysis 9, no. 2 (July
1990): 157–175.

Giarusso, Richard. “Beyond the Leiermann: Disorder, Reality, and the Power of Imagination in
the Final Songs of Schubert’s Winterreise.” In The Unknown Schubert, edited by Barbara 
M. Reul and Lorraine Byrne Bodley, 25–42. New York: Routledge, 2016.

Hallmark, Rufus. “The Literary and Musical Rhetoric of Apostrophe in Winterreise.” 19th-
Century Music 35, no. 1 (2011): 3–33.

Hartung, Ulrich. “Die Winterreise: An Argument for Performing the Cycle of Songs by Franz
Schubert in the Order of the Poems by Wilhelm Mueller.” PhD Dissertation, New York 
University, 1992. 

Hirsch, Marjorie Wing. Schubert’s Dramatic Lieder. Cambridge: Cambridge University Press,
1993. 

Kivy, Peter. Sound Sentiment: An Essay on the Musical Emotions. Philadelphia: Temple 
University Press, 1989. 

Klein, Michael L. “Musical Story.” In Music and Narrative Since 1900, edited by Michael L. Klein
and Nicholas Reyland, 3–28. Bloomington: Indiana University Press, 2013.

Kramer, Lawrence. “Musical Narratology.” Indiana Theory Review 12 (1991): 141-162.



54 

Kramer, Richard. Distant Cycles: Schubert and the Conceiving of Song. Chicago: University of 
Chicago Press, 1994. 

Marshall, H. Lowen. “Symbolism in Schubert’s Winterreise,” Studies in Romanticism 12, no. 3
(Summer 1973): 607–632.

Newman, Ernest. Forward to Franz Schubert’s Letters and Other Writings, v-xvi. Edited by Otto
Erich Deutsch. Westport, Connecticut: Greenwood Press Publishers, 1970. 

Perrey, Beate. “Exposed: Adorno and Schubert in 1928.” 19th-Century Music 29, No. 1 (Summer
2005): 15–24.

Reed, John. Schubert: The Final Years. New York: St. Martin’s Press, 1972.

Robertson, Alec. “The Songs.” In Music of Schubert, edited by Gerald Abraham. Port
Washington, NY: Kennikat Press, 1969. 

Schubert, Franz. Franz Schubert’s Letters and Other Writings, edited by Otto Erich Deutsch.
Westport, Connecticut: Greenwood Press Publishers, 1970. 

Stein, Deborah. “The End of the Road in Schubert’s Winterreise.” In Rethinking Schubert, edited
by Lorraine Byrne Bodley and Julian Horton. New York: Oxford University Press, 2016. 

Süürpää, Lauri. Death in Winterreise: Musico-Poetic Associations in Schubert’s Song Cycle.
Bloomington: Indiana University Press, 2014. 

Tarasti, Eero. A Theory of Musical Semiotics. Bloomington: Indiana University Press, 1994. 

Treitler, Leo. “Language and the Interpretation of Music.” In Music and Meaning, edited by
Jenefer Robinson, 23–56. Ithaca: Cornell University Press, 1997.

Walton, Kendall. “Listening with Imagination: Is Music Representational?” In Music and
Meaning, edited by Jenefer Robinson, 57–82. Ithaca: Cornell University Press, 1997.

Wolff, Christoph. “”Schubert’s ‘Der Tot und das Madchen’: Analytical and Explanatory Notes
on the Song D 531 and the Quartet D 810.” In Schubert Studies: Problems of Style and 
Chronology, edited by Eva Badura-Skoda and Peter Branscombe: 143–171. Cambridge: 
Cambridge University Press, 1982. 

Youens, Susan. “Poetic Rhythm and Musical Metre in Schubert’s Winterreise,” Music and
Letters 65, no. 1 (1984): 28–40.

Youens, Susan. Retracing a Winter’s Journey”: Schubert’s Winterreise. Ithaca: Cornell University
Press, 1991. 



55 

Youens, Susan. “Wegweiser in Winterreise.” The Journal of Musicology 5, no. 3 (Summer
1987): 357–379.

Youens, Susan. "Winterreise: In the right order." Soundings: A Music Journal 13 (1985): 41–50.


	Title Page
	Abstract
	Acknowledgments
	Table of Contents
	List of Examples
	List of Figures
	Introduction
	Chapter I: Methodology & Historical Background
	Chapter II: Analysis of Part One
	Chapter III: Analysis of Part Two
	Conclusion
	Bibliography



