PICTURING WINTERREISE: FRANZ SCHUBERT'S SONG CYCLE IN ART

Perhaps the single-most striking exemplar in nexfe century European art of the lone figure
in nature is the painting by Caspar David Friedr{dY74-1840)Der Wanderer Uber dem
Nebelmee(The Wanderer Above the Mists) ca.1817/1818. Thetpa of the wanderer with his
back turned to the viewer and facing the misty sriaglow him has been reproduced numerous
times in our contemporary era, to the point oftéicas emblematic of modern man's aliendtion.
Often used as the theme of man in his private existl agony living in nature and yet pitted
against it, Friedrich's wanderer has found eveatgreesonance in Franz Schubert's song cycle
Winterreise During three years of research on a Franz Schuberrait iconography, |
discovered that a small segment of the artisthendonography inventory had produced original
artwork inspired by SchubertWinterreise' After the iconography manuscript was published, |
continued the search for more artists who had pedwinterreiseartwork.

This survey ofWinterreiseart concentrates on the visual arts and includestipg, drawing,
etching, illustration, printmaking, ceramic, scul, textile, silhouette work, artist books, and so
on. In the section "Contemporary Explorationdihterreise, there are late 20th and early 21st
century explorations of th&Vinterreise theme in theatre, dance/ballet, opera, film, vjdeo
photography and staged performance. The growingbeuraf examples o¥Vinterreiseart in
contemporary explorations beyond the visual art®oied because of the song cycle's impact on
scenery, costume, and dramatic interpretation foickva visual record was made, usually a
photographic one — still shots, film and/or videand posters and other advertising media.

The initial iconography group of forty-one grew 1d6 authenticated living and dead artists.
There remains a list of twenty-eight unauthentidatames in this research effort. One cannot
help but be deeply impressed by the number oftarted twenty-nine nationalities among the
authenticated and unauthenticated artists, whaextehe array and variety d¥interreiseart.
The tally by sex for the authenticated artistsirgety-five male and fifty-one female artists. Of
the 146 authenticated artists in this inventoryhveitknown birth year, 139 were born in thd'20
century: 132 were born since 1920, 100 were baroesil940, and sixty-two were born since
1950. The oldest living artist in this inventorysvaorn in 1919.

Friedrich'sWandererhas also become a favorite theme in contempolasgration and graphic
art as a symbol of the era of early German Romantie- Schubert's era. While cover art used
for 78rpm, LP, and CD recordings of the song cyarle acknowledged as another avenue for
creative Winterreise art, the illustrators and artists of recording @owart generally remain
anonymous. The absence of these artists is a glana and the hope is that this can be rectified
in future.

Although multimedia performance appears to be aeroporary invention, the artist Moritz von
Schwind (1804-1871) was commissioned in 1849 talyce wall drawings about Beethoven in a
private music room. According to the plan, durirg tviewing of the frescoes Beethoven's
Choral Fantasy, op. 80, would be heard. In 1862w8d, an old and dear friend of Schubert
who created many images of the composer during l&&etis lifetime and after, had also planned
a Schubert room, with a fresco commemorating Satiui@ with no mention of a musical
accompanimenit. The Schubert room, like the Beethoven room, neeeame a reality.
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The creative energies of many visual artists seerhave been sparked by contact with and
knowledge of one of music's most sadly stirring gnigping adventures into the human soul.
This survey of such artistic output is recognitioh the depths from which visual artists
responded to Schubert's song cycle. At this pdnet musical inspiration itself should be
examined through a brief history of Schubert's soyge, its introduction to the music public,
and a look at the place the song cycle has reaohadsic and the wider culture.

In his short life Vienna-born and -educated Franhu®ert (1797-1828) produced a significant
body of over 600 songs in a relatively new genrevkm asLieder, which he set to the poetry of
110 poets. The poets Schubert selected ranged from the anwiehe modern of his own era;
from the greats -- Goethe, Schiller, Heine, andk8&peare (the Englishman was translated into
German) -- to a number of now-forgotten German pdetm whom Schubert used only one
poem. In the poems of Wilhelm Muller (1794-18270h&bert found a resonance and inspiration,
which the composer then set into two song cyclWaterreise and Die schone Mdllerin.
Schwanengesan@ collection of fourteen of Schubert's songstegtoems by Heinrich Heine,
Ludwig Rellstab, and Johann Gabriel Seidl, was an@bng cycle as such but the creation of
Tobias Haslinger, the Vienna music publisher W¥interreise who published the
Schwanengesangollection, with that title, about a year afterh8bert's death. Despite their
almost exactly contemporaneous life years, SchubetrtMiller apparently never met and never
knew each other. The persistent judgment of marly aad modern critics has been that Muller,
although acknowledged for his classical educatiod aoted translations from Greek, was
something of a second-rate German poet, basicalkly af poetry's nonentities, described as
"simple and naive®'The early critique of Schubert's choice of poetsin place with Robert
Schumann's unhappiness about this aspect of Sclsubeder. Schumann characterized Mdiller
the poet as "easygoin§.Schubert's transformation of Miiller's poetry ithie Winterreisecycle
may not alter the opinion of some scholars andcsrthat such second-rate poetical stuff would
have best been left alone. Schubert did not lebeestuff alone. What Schubert read in Muller
were the themes of despair, hopelessness, longliaad the baseness of nature. What Schubert
imagined and portrayed was Mdller's figure of tbed and friendless wanderer journeying
across a winter-blasted landscape, seeking anfinding. The interior vision of that shadowy
figure must have had a profound impact on Schuberhing as it did at a point in his life when
he was struggling with the more aggressive symptoinss earlier infection with syphilis. How
could Schubert not have wondered about his ultifeggewith an incurable disease?

In recollections of his dear friend Schubert, Josaf Spaun (1788-1865) recalled that Schubert
invited him to join a group of friends to hear theng cycle sung by Schubert himself. After
finishing the last of the songs, Schubert saidikd these songs more than all the others and you
will get to like them too® The first interpreter oWinterreiseas well as of many of Schubert's
Lieder was the Vienna opera singer, baritone Jolaichael Vogl (1768-1840). Vogl is often
described in German sources as being either a terbaritone. He may have been described in
the older usage as a tenor-baritone, meaning a ltagtone. By the time he met Schubert in
1817, Vogl's voice may have deepened and darkemedagcording to contemporary accounts
from Schubert's friends, Vogl had reached the dniiisosinging prime. Vogl's overly dramatic
interpretations of Schubert's Lieder have been etkws either authoritative, with Schubert
himself providing the imprimatur, or as taking umveated liberties. What were thought to be
Vogl's vocal liberties were probably consistenthwitccepted late ¥8and early 18 century
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embellishment, ornamentation, and declamatory sghgtyle with which Vogl was undoubtedly
familiar. This also spoke to his era's acceptarideghly theatricalized vocal performance. Vogl
was, after all, an opera singer and a man of thatth. As well, declamatory singing was very
much a feature of ballad singing, popular in thig, én which declamation and ornamentation
were integral to the dramatic story being sung/tdlden again, Vogl's faded voice may have
necessitated his taking on melodramatic vocal tffesuch as whispers, to substitute for his
inability to sing in his formerly robust fashionsAor another contemporary interpreter, Schubert
himself had only great praise for the singing aftbae Baron Karl von Schonstein (1797-1875),
a highly trained amateur of noble rank. In Janda888, Tobias Haslinger published the first part
of Winterreise the second part was published in December 1828ksvafter Schubert's death.
The public now had access to the entire song cweld, in this era oHausmusikthe musical
audience of skilled amateurs had the opportunitgcguaint itself intimately with the poetry and
the music. In reporting on Schubert's receptionvben 1831 and 1864, thiener Zeitundhad
over thirty entries pertaining t@/interreise-- announcements of availability of the sheet musi
for the entire song cycle. Later announcement®viad for sheet music for each song, for
Liszt's piano transcription of twelve selected sofigm the cycle, as well as for piano and violin
arrangements and a guitar version of one songhsr composers.

The popularity of Schubert's music and his Liederead beyond the borders of Habsburg
Vienna to the rest of Germany and then to Englambfaance?® As early as 1834, French music
publishers published translations of the songgshéhmid-1830s, Schubert's songs were sung in
Paris in public and privately in salons by the fanenor Adolphe Nourrit (1802-1839), whose
audience included Liszt, Chopin, Meyerbeer, Berlideine, and many other French and Polish
notables, nobles, artists, poets, and musiciaiifie Austrian bass Josef Staudigl (1807-1861)
regularly visited London in the 1840s and as pahi® recitals, he sang many Schubert Lieder.
However, it is not known if Staudigl sang any sofrgsn Winterreise'? In 1839, the year before
his death, Vogl sang the entMéinterreisein a private performancé.lt was in 1839 that Franz
Liszt (1811-1886) transcribed twelve of thiinterreisesongs for piano two-hand$.Sheet
music sales of Schubert¥interreiseapparently maintained a steady level over the syeas
with his other Lieder, before the advent of recogdiechnology.

In the late 19 century, singer Amalie Joachim (1839-1899), aitepeéxponent and promoter of
the songs of Brahms, developed a recital serigsviha illustrative of the history of German
song -- folk song as well as art song -- from tB& &entury up to her own era. The published
four-volume series, edited by music historian HemrReimann (1850-1906) who worked
closely with Joachim, included only one song cyelBeethoven'&\n die ferne GeliebtéAmong
the seven of Schubert's songs enshrined in JoaRmmyramm-Verzeichniss der historischen
Lieder-Abendewas Der Lindenbaum the fifth song in theWinterreise cycle. Evidence of
Joachim's early commitment to this song is on acednprogram of Joachim's 1871 recital in
which Der Lindenbaums the only Schubert song on the program. Ondkiahing the stage was
shared with Clara Schumann although Joachim wasngganied by another pianistAmalie
Joachim followed her own historical precepts andl&®1, adding to her recital schedule at
home, began to tour abroad including visits to Ruasd the USA to present her recitals.

In the early years of phonograph recording, stgrtia. 1897, selections frowlinterreisewere a
staple of Schubert Lieder recorded on shellac, whidoubtedly reflected the repertoires of the
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singers recordetf. For the period of shellac phonograph recordings, single-most widely
recorded selection from the cycle wasr Lindenbaun{D911/5). It is not surprising, therefore,
to find that since it was first published Germaealers have giveDer Lindenbaunthe heroic
mantle of a beloved folk melody. This resonanceefmm a simpler melody with a truncated
and re-worked text based on Schubelitsy Lindenbaumtransmuted into a highly popular
version known a®\m Brunnen vor dem Totey Philipp Friedrich Silcher (1789-1860), written
around 1846 for male chorus. The Silcher versioatil included today in the German male
choral repertory and appears regularly in recosliagd books of German folk songs. The
popularity of both the Schubert and Silcher versiorflect the Germans' deep historical,
cultural, and symbolic attachments to the lindee twhich found its way into popular art, such
as a World War | German soldiers' 1917 charity tionacard titled "Am Brunnen vor dem
Tore" with the image of a traveler passing a foumteext to a linden tree where in the distance is
seen a village gate. In the late twentieth centting, classically-trained Greek popular singer
Nana Mouskouri include®er Lindenbaumin her 2004 32-CD collection of 675 popular, folk,
and art songs sung in their original languagesndéfreGreek, German, and English. Mouskouri
is noted for her vast repertoire and for her setl-mternational tours, which bring her
performances before a larger audience than thaidfdor any Lieder recital. Her fans buy her
recordings and CDs with dependable regularity. Wihdedly, an international audience of pop
music fans unfamiliar withWinterreise has become familiar with this one songDer
Lindenbaumand very likely in the Silcher version - to thecleision of the cycle's other twenty-
three songs.

In another facet of the cycl&Yinterreisemelds with the image of the wanderer, a powerful
symbol in German culture. These two deeply embedsieninan cultural emblems -- the linden
tree and the wanderer (as personified by CaspaidPaiedrich and others in the art, poetry, and
literature of the German Romantic movement) --cmatral toWinterreise The iconic status of
each of these emblems is noted in a modern illiestradition of German folk songs, with music
and text, in which SchubertBer Lindenbaumis followed five pages later bwer recht in
Freuden wandern willits text accompanied by the image of Friedri€leés Wanderer Gber dem
Nebelmeel’ Given the long availability of sheet music durimgd since Schubert's lifetime, the
popularity of Lieder recitals in the 1@&nd 28 century, and the widespread impact of recordings
for well over one hundred years, one may ask Whyterreiseinspired art had been so late in
making an appearanc&¥interreiseis possibly the most recorded song cycle of anypaser;
the first known recording of the complete cycle wasl928. In 2007, the Schubert Institute-
United Kingdom (SIUK) published online its updatgidcography oWinterreiseand identified
467 recorded performances (studio, live and piragedes and arrangements) of the complete
cycle in all formats. DVD format has also beguretpand in number and variety for the cycle.
The most frequently recordélinterreiseby a single artist belongs to the great Germardve
Dietrich Fischer-Dieskau (b.1925), with twenty-threecorded studio and live performances
listed in the SIUKWinterreisediscography. Fischer-Dieskau is said to have pdMiinterreise
related art but these works referred to a “figweasphere, not to a musical one.”™

* Erik Battaglia, “Schubert, Fischer-Dieskau and foetic of Freedom: Thoughts Bre schone Millerirand the
Strophic Song,” page 2n3, 2005, unpublished pagdgrthanks to Prof. Battaglia for this informatiohischer-
Dieskau’sWinterreiseimages have not been found online or in a puldigivent source.
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Research continues to update thEinterreise discography. The standardVinterreise
discographies refer to the vocal recordings ofsitadly trained singers. Late in the"26entury,
however, instrumentalists and young singers insata§ jazz, and contemporary genres have
delved intoWinterreise and in a few instances some of these contemparésgs relied solely
on Miuller's poems from which to fashion their owormpositions, beyond the musical orbit of
Schubert.

The iconic status of the song cycle in its tradiéibform and its audience drawing power are
reflected in the increasing appearance in thetla¢atieth century of accompanists who are also
pianists on the recital stage with solo reputationgheir own right pursuing their own separate
performing and recording careers. In the historyivef and recordedVinterreiseperformance,
the preponderance of the piano accompanists madectreers as just that -- highly skilled and
accomplished pianists whose reputations were aght@iter accompanists, and deliberately so.
These accompanists often taught piano, voice, aedek, and, in our contemporary era, many
still do. The acknowledgement of and applause lier accompanist at performance's end has
always been a given. Yet, many contemporsinterreise performances are now "two
headliner" recitals with as much attention beingl pa the piano accompaniment and the pianist
as to the vocal performance. And deservedly sogesi8chubert's music is his original
contribution to the work -- the setting of the psé¢eéxt. It is, of course, the brilliance with whic
the composer captured the song's mood, color, emand visual imagery in the piano line that
informs the words.

The past great creative partnerships of Liederesiagd pianist are generally only known from
the memoirs of the individuals involved. The metaphmsis of the accompanist from a single
mention on the program to a major focus in a @altreview as equal partner in the creation of
the performance is evidence thdinterreise and Lieder in general, had long ago moved onto a
higher plane of musical art, into a genuine andfquad collaborative esthetic experience.
Parenthetically, older LP jackets and CD coverteceflow numbers in original art. In recent
times, the image of the featured singer has beetherover. For the past two decades, we see
more and more photographic images of the featunggisand his/her famous accompanist.

In the fine artsWinterreiseartwork appeared with increasing frequency siteeend of World
War Two with the expected spike in number of astestd works in 1996 and 1997 as Schubert's
1997 birth bicentenniel was celebrated. Some arfisbduced a single work; others produced a
series a several related works; yet others prodacseries of twenty-four works depicting the
twenty-four songs in the cycle. The visual artistthis inventory have worked in oil, watercolor,
acrylic, mixed media, pen and ink, colored pencifyon, scissors, woodcut, etching, pastel,
lithography, photography, video, sculpture, insiddin, linocut, and textile. No single medium,
therefore, dominates the spherafterreisevisual art.

Recalling the Friedrich painting in the opening ggaeph, the winter landscape was not
exclusively a North German Romantic preoccupati®ach winter scenes were known from
Dutch paintings of the 7century, for example, with skating scenes on frozanals or hunters
trekking through a deep snowfall. The French Imgioesst movement documented the self-
same fascination and curiosity about a landscapesmnogrified into another world, with
manmade and natural features covered with snowaamiew now smoothed out, altered,
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whitened, bare. The Impressionist emphases on mligte and a subtler seasonal color palette
were their preeminent concerns. The Impressiowistged the natural world in winter as a place
and time where people made an accommodation taragehin the seasons.

In the 19" century France experienced a long period of a@veiister weather patterns with
blizzards and heavy snowfalls, including severaésely cold and snowy winters in 1879-80 and
1890-91. French Impressionist art documented tipaatnof these adverse conditions on people's
lives yet the overall tone of their painting wasqguortraying this seasonal transformation in a
painterly manner, with no seeming commentary. Withid" century North German
Romanticism, artists used the historically harshteri landscape of that part of Germany to
convey a moral or spiritual message during a penoahich these artists were experiencing an
unsettling change of cultural values. As in the tdgheir society, German artists felt a seismic
shift in their spiritual lives and painted the Hgrbare winter landscape as a template for the
moral education of society.

A curious juxtaposition of an image of Schubert andinter landscape is in a painting known
simply asSchubert in einer Winterlandschdfy Viennese artist Otto Robert Nowak (1874- or
1875-1945). This painting also appeared in a podtseries (probably early 20century),
attesting to Schubert's popularity with the Viergaiblic. The landscape in the distance is
snow-covered and barren. The composer is standitiggiforeground and seen from a rear view,
below a slightly rising snowy hill with a few selnedges and brown, leafless trees. He is walking
away from the viewer. In this bleak winter scenehu®ert is wearing a coat, muffler, tall hat,
and his famous round spectacles. He has turnetidaid to peer over his left shoulder at the
viewer with a rather expressionless look. Unlikeéfrich's faceless wanderer standing above the
mists with his back to the viewer, this wanderirgh&bert looks back. However, the viewer is
provided no clue or message from Schubert's bléanle SThe scene is every bit as haunting as
the music of the song cycle. While Nowak was noauist of the Romantic generation, Schubert
and hisWinterreisehave been brought together in a single, stirrisgal moment?®

In my Schubert Iconography, distinct differenceseeged among artists in favoring one or more
mediums for their art. Notably, thirteen German &udtrian artists in the Iconography favored
the use ofScherenschnittor silhouette art, as part of their work or as slole medium in which
they worked. In Europe, this form began in th& t@éntury and became very popular in th& 18
and 19 centuries in both Europe and North America, amamyer class and later among middle
class producers and consumers of this artworkoGdtte art took on the function of applied art
as new technologies enabled the transfer of tHeowsdtte to a variety of household and
commercial items. While silhouette art has all disappeared as a popular art form, it is still
followed in many countries as well as by many Gemnspeaking artists. Indeed, there is a
museum in Germany dedicated to silhouette art andrganization of silhouette artists -- the
Deutscher ScherenschnittvereBilhouette artists number many non-professiomatieir ranks
since this pursuit has retained its place as a forskilled amateur art. It is not surprising then
that such a silhouette artist appears in Wiaterreiseinventory and is Austrian. The same
applies to collage work in which four artists instimventory are found to favor this medium, in
part or in whole, two German, one Austrian, and Spaniard. Both mediums -- silhouette and
collage -- are still popular in German-speakingra¢aas for many of the same reasons: they are
old and respected types of popular art and arefalsd in fine art; they are able to be produced
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by those without formal art training; the home wasially the destination for displaying this art;

it did not have the association of being high antwas it costly to produce; silhouette art could
be used to create portraits of family members, naschhotography did later; amateur silhouette
and collage artists were able to attain a highliyeel and sophisticated level in their work which

did not set them apart from professional workingsts. Also, many fine art photographers

appear in the inventory as evidence that the sadpthe arts has broadened, warranting
photography as one of the visual arts.

It is my belief that the artists themselves shdaddallowed speak about the process of creating
Winterreise art. Non-German-speaking visual artists may beili@mwith the poetry in
translation. Certainly, the mood of the songs dredcumulative impact of the twenty-four songs
sung over a single hour create an experience ihiohathe visual artist moves. In this instance,
the creative process may also derive from a deeplifaity with the idea ofWinterreise
embedded in the cultural sphere in which the arggsew up and worked. In German-speaking
countries, perhaps several preconditions apply lkameously: the cultural ideas of the wanderer
and of the winter journey combined in the song eytdelf, the reverence for Schubert, and the
collateral popularity oDer Lindenbaum / Am Brunnen vor dem Tore

In the early years of research, before | put tlegept aside, in order to know the artist's own
personal thinking | circulated a questionnaire $arany artists as could be contacted. As would
be expected, not every artist could be locatedadnbdose who were contacted, not every one of
the artists chose to respond to the initial qu¥aen | resumed the research some four years
later, | abandoned the questionnaire. However, wiveas able to find a statement online about
the Winterreisework or other relevant source information, | egteal the artist's words or
thoughts where appropriate. The artists’ entrighigiinventory are brief, as they would be in an
art lexicon, with minimal biographical informatiom many instances, literature about an artist
and a brief description and listing of the artid¥nterreise exhibits have been included to assist
further research.

To turn to the question posed above asking whyethers such a late appearance of art inspired
by Winterreise the artists themselves did not (and, perhapddamat) respond to this question.
In doing an elementary cross-tabulation regardimgbirth years of this group of artists, | find
that Winterreiseinspired art is a late-30century phenomenon, much of the impetus being, of
course, the Schubert 1997 birth bicentennial. & #ibsence of asking artists directly and
specifically for their historical perspective of waments in the visual arts, one can only assume
that their art is as embedded in the culturaltali and social matrixes of their own times as
any other tendency. A few of the artists suggestatithe 28 century itself was the prime key
to such art production. While the artists did ngpand on this choice, this refers, of course, to a
20" century noted for two devastating world wars; dapnd unsettling social change; far-
reaching scientific, technological, and industrédvelopments; rising mass political parties
whose intent was to effect a sole and total comagoh of state power; cataclysmic wartime
destruction of cities and their civilian populatirihe phenomenon of the slaughter of "inferior
peoples” like Jews, Gypsies and others in concemr@aamps and of post-World War Il so-
called ethnic cleansing; the atomic bomb; and redded to the atomic arsenal with its concept
of mutually assured destruction, is the use ofdgmlal and chemical weaponry. As the 20th
century neared its turning, was there some sdihafe siecle sensibility taking place?
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This research has noted the changing receptiowinferreiseover the 19 and 28' century.
Also noted is thaWinterreisefar outpaced Schubert's other song cy@ile schéne Mullerinn

the number of recorded performances, beginnin@#&8when both cycles began to be recorded.
Many of the same singers recorded both cyclesatty 2004, 131 recordings of all versions of
Die schone Mdllerinby 109 singers with another eleven unreleasedrdews have been
identified whereas 467 recordings by 293 singerthefcompletéVinterreisecycle are known,
including instrumental versions (for orchestra, kreasemble, string quartet, solo performer,
guitar, cello and viola), incomplete cyclesWinterreiseproduced since 1940, and versions that
SIUK cites as questionabt®.Original art inspired byDie schéne Miillerin including record
covers, is practically non-existent. The impacthed Winterreise cycle reached a new point in
the 2005 noveWinterreise.Romaity the Luxembourg theatre professor, writer anticcuy
Wagner whose work received Luxembourg’s prize awarthe 2004/2005 national literature
competition?’

While it has sometimes been sung (and recordeBihglish, Russian, Japanese, Swedish, Dutch
and Latvian,Winterreisein German is today adjudged the consummate expresd great
Lieder and supreme Schubert. In the song cyclermrined the composer's incomparable music
and Miuller's text which together create a profouwhepth of human emotion and real
psychological intuition.Winterreisehas become the gold standard for a Lieder singdraa
prime musical experience for people around the dvofhe caption on a Welsh newspaper
review termed it the "Everest of vocal af."

CONCLUSION

One leaves a performance\Winterreisein tears, breathless, drained of emotion. For sdhee
experience of listening to the recording approxesathese feelings. Nothing, however, can
replicate the impact of a live performance. Thestgld frigid snowscape oWinterreise
represents nature at its most unrelenting, andsoimg cycle’s wanderer, with his ice-clutched
heart, would not endure for long winter’s grip aa mind and soul. The audience accompanies
the wanderer until the end — his end — with er Leiermann the old hurdy-gurdy man,
barefoot on the ice, waiting for the wanderer.

The song cycle has been analyzed and interpreted and over, from both a musical and a
poetic point of view -- and indeed analyzed in teroh the word-music unity and relationship.
Even if the visual artist has little or nothingday of the inspiration for thé/interreiseart, does
bringing the music and visual art together say $bimg more than has been said about each
separately?

In the late 28 and early 2% centuryWinterreisehas entered the creative domains of film, video,
ballet/dance, opera and performance art. Therem@neinterpreted dramatic presentations with
music.Winterreiseis unique in the joining of music and art in tkia¢ song cycle has inspired so
large a number of artwork®Vinterreisethe song cycle existed as an independent expres$io

the art ofLieder long before a knowriederinspired creation in the visual arts came into
existence. The artwork came late in the song &y/gberformance and reception histories
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although the cycle was composed and performedeiriaie 1820s, just before Schubert's death.
We know that Schubert's image was pictured volumshg beginning within his own lifetime.
How do we account for the late appearanceWihterreise art when contrasted with the
enormous number of Schubert images created oveyd#i8? Tentative answer: Schubert's fame
grew slowly; the 1897 birth centenary was the fgstat Austrian recognition, on a national
scale, that they possessed a great composer asfph#gir national music patrimony, and one
with a growing international reputation. With th82B death centenary, Schubert's fame and
greatness were indisputably international, witndgs commemorative events taking place in
Europe and the USA that year.

What grew with greater rapidity but only startedthé end of the 19th century was the
technology of sound reproduction. This technologgtgally several linked technologies)

matched the means of making better and more aufailligful sound recordings as well as

packaging the sound for the mass consumer markeseaviconsumers would purchase the
machines upon which to play the product. The saendlution, which moved from the Edison

era of wax cylinders to gramophone shellac disks later to 78s, LPs, tape, CDs, and mp3 is
still going strong. The technological developmehésl to keep pace with other elements of
technology such as recording materials, electrit later electronic circuitry, and so on. The
wind-up gramophone and the iPOD are merely decajplad.

Winterreiseart is a 28 century phenomenon, which has moved forward iheo21st century,
with a multiplicity of overlapping reasons by whitt account for it. Therefore, the reasons for
the start of this phenomenon need to be locat@dfircentury history but with an understanding
as well of the 19 century precursors, which laid the groundwork tioe creation of such a
specific genreWinterreiseart represents the temporal and enduring image alural art - music

- cast into tactile form by visual artists with theensitivity to the music and the poetry, by
artists who live in a society affected profoundlytheir century's staggering events, artists who
were changed by their troubling era simply by lg/oturing its time.

Epilogue:Winterreiseart is the incarnation of that intersection offpgemusic and art where the
visual artist's profound emotional response tontlisic and poetry is transformed into a creative
act of immense daring, an act in which the arsisevealed as well as the art. To trust in théntrut
of Schubert'®Winterreiseis to trust in the truth of art.

' A survey via Google on October 4, 2005 found 6,@0fterreiseimages listed online (including CD covers, and
travel agency ads for wintertime vacations andtrgiis); on February 13, 2009, there were 36,00@disin 2003,
there were 125 images Dler Wanderer Uber dem Nebelmdsr Caspar David Friedrich; on February 13, 2009
there were 457 images. Regarding Wianderer,one striking example (found on February 16, 2008 apparently
gone from the Internet as of this writing) is a ME&885 cover oDer Spiegelising Friedrich'®Vanderey standing
over and above images of Adolf Hitler, concentratamp inmates, massed Nazi flags, and Berlinlmphal arch

- the Brandenburg Gate - all swirling in the mistscommemorate the fall of Berlin and the end afrld War II.

In my July 2005 visit to the Hamburger Kunsthalfeund the painting dber Wanderer tiber dem Nebelmé¢eibe
surprisingly smaller than | had anticipated. Soifeamis its image and so profound its visual imiptoat something
on a larger scale is what | expected to see. S®eJahn Leighton and Colin J. Bail&yaspar David Friedrich.
Winter Landscapeex.cat. The National Gallery, London, 28 Marchh2sy, 1990.

" See: Janet I. Wasserman, "A Schubert Iconograaiyiters, Sculptors, Lithographers, lllustratorithdbiettists,
Engravers, and Others Known or Said to Have Pratlucelikeness of Franz Schubert,” Music in Art;
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International Journal for Music Iconography[City University of New York, Research Center fdMusic
Iconography], XXVIII, 1-2, 2003, pages 199-241.

" The dead artists - in birth order - are Otto Rolwak (1874- or 1875-1945); Paul Klee (1879-194G)te
Lehmann (1888-1976); Joseph Probst (1911-1997frid/Moser (1914-1997); Henry Koerner (1915-19919mes
Gleeson (1915-2008); Godfried Lonis (1916-2007)edich (Fritz) Heppner (1917-2002); Hens (Hermidahg
(1927-2003); Aimée Crince Le Roy (1928-2008); Keff KL935-2001); Kees Spermon (1941-1992); JaneioBs
Gerloff (1947-2008). The birth/death years of saVexuthenticated artists have yet to be establishedrnet
research on this project provided the unique erpeg of discovering a completely unknown artist ywheduced
Winterreiseartwork. In addition, the artist's life chronologias readily available online along with a brieftetment

of the circumstances that impelled him to creasewurk. This artist, Alfred Hoos, is the fictionakeation of Greek
playwright, poet, novelist, and filmmaker Apostoldsxiadis (see inventory). Doxiadis did, in factpguce the
Winterreiseartwork himself claiming his fictional characteoé$ as the creator. As regards his familiarity with
Schubert and the song cycle, Doxiadis said thé¢dr@ed to singer Lindenbaunin Greek [ Flamouria, meaning
the linden tree) as an eight-year-old schoolboyAthens and that he has been in love with the sordythe
composer ever since. Beyond merely loving the s@uxiadis has a linden tree in his garden andhatime-
honored German and French traditions, has usedintien blossoms to make an infusion of herbal Waile
Doxiadis created a plausible fiction, which echttesworks and the words of the real artists, hatedea parallel
Winterreisereality, but one which does not make his own arkwalthough allegedly from the easel of Hoos, any
less valid. | chose to add an entry for the fictibAlfred Hoos at the end of the real Doxiadis gntronly to
indicate the cultural and artistic impact that Swrtls song cycle made in a most unexpected way.

v Otto Stoessl, edMoritz von Schwind: BriefgBibliographisches Institut, 1924), pages 253; 28X

¥ Susan Youens, "Schubert and His Poets: Issue€anagndrums,” inThe Cambridge Companion to Schubed.
Christopher H. Gibbs (Cambridge University Pre€97), pages 99-117.

® Susan YouengRetracing a Winter's Journey. Schubert's Winteeigi€ornell University Press, 1991), page 55;
"simple and naive" is Youens quoting others - tlugs not appear to be her own assessment.

" A more complete survey is Susan YoudRetracing a Winter's Journegee "Genesis and Sources," pages 3-49;
John DaverioCrossing Paths: Schubert, Schumann, & Brahf@ford University Press, 2002), pages 16, 255n21
"easygoing" is not otherwise explained.

8 Otto Erich Deutsch, edSchubert: Memoirs by His Friend@vacmillan, 1958), page 138.

® Ernst Hilmar, "Zur Schubert-Rezeption in den Jati831 bis 1865: Eine kommentierte Auflistung derellen in
der 'Wiener Zeitung',Schubert durch die Brille29, June 2002, pages 67-227. The jouHaimeister: Musikalisch-
literarischer Monatsberichtstarted in 1829 by Leipzig music publisher FrigldrHofmeister, the monthly/bi-
monthly catalogue of contemporary"8entury printed music, now digitized online, isatuable for tracking the
publication ofWinterreise by song and by full cycle. Published individ\dinterreisesongs and the complete cycle
appeared itHofmeisterfrom a variety of publishers in Germany and Austsiame with French texts, over a span of
decades in April 1829July 1838 — Liszt piano transcriptions; May 1840aWwi1842; July 1843; June 1853,;
December 1855; March 1857; March 1859; January ;1BB8ch 1868; January 1869; February 1870; May-June
1878; November 1878; November 1888; November 1884: <www.hofmeister.rhul.ac.uk/2008/>.

10 Christopher H. Gibbs, "German Reception: Schubgotirney to immortality'," ihe Cambridge Companion to
Schubert ed. Christopher H. Gibbs, (Cambridge Universitgd3, 1997), pages 241-253; John Reed, "Schubert's
Reception History in Nineteenth-Century England, The Cambridge Companion to Schubed. Christopher H.
Gibbs, (Cambridge University Press, 1997), pages2B2; Xavier Hascher, "Schubert's Reception iméea a
Chronology (1828-1928)," inThe Cambridge Companion to Schubestl. Christopher H. Gibbs, (Cambridge
University Press, 1997), pages 263-269; Till GeWaidelich, " 'Begegnungen eines deutschen Tenoits'
Schubert. Carl Adam Baders Tagebucher als QuelleBddiner Schubert-Rezeption von 1825-1868¢hubert
durch die Brille 13, June 1994, pages 55-66; Werner Bodendorifiig& Anmerkungen zur Schubert-Rezeption in
Odenburg,'Schubert durch die Brillel3, June 1994, pages 67-69.

1 Adam ZamoyskiChopin; A New Biography(Doubleday & Co., 1980), pages 129, 145 et <5y; The Great
Tenor Tragedy. The Last Days of Adolphe NourritTadd by Himself,ed., annot., introd. Henry Pleasants,
(Amadeus Press, 199%assim

12 Dietrich Fischer-DieskauSchubert's Songs: A Biographical Stutyns. Kenneth S. Whitton, (Alfred A. Knopf,
1981), pages 303-314, in which the singer provaldsief historical overview of some of Schubenttipreters;
David Montgomery, "Franz Schubert's Music in Perfance: a Brief History of People, Events, and Issue The
Cambridge Companion to Schubest. Christopher H. Gibbs, (Cambridge Universitgd3, 1997), pages 270-283,
discusses Schubert's singers. Montgomery briefigugises reports of Vogl's embellishments of Sch'sdgeder in
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"Franz Schubert's Scores: Meticulous Documentsifarmal Springboards for Improvisation?,” $thubert durch
die Brille, 23, June 1999, pages 93-97. In his more receok,deranz Schubert's Music in Performance:
Compositional Ideals, Notational Intent, Historidealities, Pedagogical Foundatigridonographs in Musicology
No.11, (Pendragon Press, 2003), Montgomery expandshat he calls "The 'Sound' of Schubert's Liéden,
pages 15-30, discussing vocal style and technigoatgomery provides an especially rich resourc@énames of
Schubert singers, both amateur and professionad, wire active in the composer's lifetime, many dfom
Schubert accompanied personally, on pages 17-1&h&nscholar's estimate of Schubert Lieder perdoice can
be found in Eric Van Tassel, " 'Something Uttervit Listening to Schubert Lieder. 1. Vogl and Bexlamatory
Style," Early Music November 1997, 25/4, pages 703-714, and his neaent lecture, " 'Something Utterly New':
Reconstructing an Early Performance Style in Schiigb8ongs,” at the City University of New York @tete
Center, October 21, 2004, in which Van Tassel ooes this exploration. Julius Stockhausen (1826)138ng
excerpts fromWinterreisein London, 1851. Thereafter he sang the complhgatke ®ie schone Mullerimumerous
times in public, Ernst Hilmar and Margret Jestreimells.,Schubert-EnzyklopadiéHans Schneider Verlag, 2004),
vol. 2, 732-733.

13 Deutsch, op.cit., page 5.

* The New Grove Dictionary of Music & Musiciared. Stanley Sadie, (Macmillan, 1980/1995), vd, lliszt
Works. For a brief description of Liszt's Schubddder transcriptions see Christopher H. Gibbs,y@e Song:
Instrumental Transformations and Adaptations ofltieel from Schubert to MahlerCambridge Companion to the
Lied, ed. James Parsons (Cambridge University Prefd,)20ages 225-226.

!5 The Programm-Verzeichniss reproduced in Beatrix Borchard, "Amalie Joachind die gesungene Geschichte
des deutschen Liedesirchiv fur Musikwissenschaff001, 58/4, pages 292-293. The 1871 concert anogs
reproduced in Beatrix Borchard, "Die Sangerin Amalbachim und 'Die schéne Miillerin' von Franz Sehiibin
Frauen- und Mannerbilder in der Musik. Festschtift Eva Rieger zum 60. Geburtstagls. Freia Hoffmann, Jane
Bowers and Ruth Heckmann, (Bibliotheks- und Infatioressystem der Universitét Oldenburg, 2000), p&@e
Joachim's accompanist was a pupil of Clara Schuimaidentified on the program as Fraulein von Asfiéms pupil
was Julie von Asten, who was Viennese; see NandéyeR:h,Clara Schumann: the Artist and the Womesv.ed.,
(Cornell University Press, 2001), page 160.

8 The Winterreise Discograptig by Ernest Johnson, (Schubert Institute-Uniténgom), assisted by Ted Perry,
Hyperion Records, and Richard Morris (SIUK). Oragiy posted February 1998; latest revision 200Malf Times
Scores for the SIUK, see: <www.halftimescores.cgtaphy/performances.php?&fltCycle=W>. As of 200i&re
were 467 entries for every version. Most of thealigaphy researchers cooperate in sharing infoomati
Especially useful for the early years of shellasrdj 1897 to ca. 1962, is Karsten Lehl, "Zur Schebeskographie:
Nachweisbare Aufnahmen auf Shellack-Platten, 'Sehubert durch die Brille29, June 2002, 229-404. Lehl
provides the information in tabular form so that #tesearcher can find an entry by work (by Deutsaeimber),
singer, accompanist and instrument, conductor,rdeatatrix number, and recording date. Lehl's tabt#dudes,
where possible, the life years for the singers wight be otherwise unidentifiable.

In The Magic Mountain,Thomas Mann writes with some wit of the pre-Wokidar | popularity of early
gramophones and of the musical selections availableshellac. He also writes movingly of the "exeanihy
German" sondDer Lindenbaum"simultaneously a masterpiece and a folk songThtmas MannThe Magic
Mountain trans. John E. Woods, (Vintage Books, 1996), p&d®-641. In the closing pages of the novel, thganm
character Hans Castorp sings his favorite sBeg,Lindenbaumwhich he loved to play on the gramophone. In the
novel’s final lines, some of the verses from Withé\illler's poem echo once more. Castorp is deadclring his
rifle and bayonet with the mud clogging the solé$is hobnailed boots, a tragic victim of the Grédar. As of
February 13, 2009, Google shows 31,000 entrieS¢biubert’Der Lindenbaum

" Youens,Retracing a Winter's Journepages 151-169; David L. Mosley, "The WandereTagic and Trope in
Early Nineteenth-Century German Culture,"Romanticism Across the Disciplinesl. Larry H. Peer, (University
Press of America, 1998), pages 57-66; Heinz Rdllekle Das Volksliederbuch(Kiepenheuer & Witsch, 1993),
pages 283, 288-289; J.W. Smeed, "The Fifth SorWioferreise 'Volksgut und Meisterwerk zugleichForum for
Modern Langauge Studiedanuary 2001, vol. 37, no. 1, pages 50-57.

18 Charles S. Moffett, et allmpressionists in Winter: Effets de Neigsh. catalogue, The Phillips Collection,
Washington, DC, Sept. 19, 1998-Jan. 3, 1999, {Phililson Publishers Ltd., 1999); Stephen F. Eisemnea al.,
Nineteenth Century Art; A Critical HistoryThames and Hudson, 1996).

The Nowak work, auctioned in 2003 by the Dorothadien, the famous Vienna auction house, is descrasedil
on cardboard, 50x72.5cm, no date, and framed. Wahks to Richard Morris who is the new owner @& Nowak
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oil painting which image is online at: <www.half@scores.co.uk/postcard/schart.ntml>. Mr. Morrisplector of
Schubertiana, is affiliated with the Schubert kuséi (UK) and the Schubert Society of the USA.

19 with thanks to Huib Spoorenberg of the Netherldiodsharing with me both song cycle compilatiddis earlier
compilation ofWinterreiseis online at the web site of the Nederlandse Setiubtichting (Netherlands Schubert
Foundation), see: <www.schubert.nl/start.htm>. Bpoorenberg provided his newest, up to date diapbges of
Die schone MiullerirmndWinterreise He also provided source data on the earliesrdewys ofWinterreisesongs:
Ernest van Dijck, tenor (1861-1923)ie PostParis 1905; Franz Naval (1865-193Blebensonnenwien 1905;
U.A. Modestov, baritone (?)Der Leiermann Moscow 1906/07; Anton van Rooy, baritone (18732)9 Der
Lindenbaum USA 1906-07:Source: Robert Bauer,The New Catalogue of Historical Records, 1898-19898/
(London: Sidgwick & Jackson, 1937; 2d ed. 1946).

Also my thanks to Peter Wilms in Germany who shanedWinterreisediscography with me. His earlier list
includes live performances as recorded at the pedioce venue and that are not commercial releasgkhia total
has reached 306 entries; he is in the processtbémticating new additions. Mr. Wilms also reseascthe single
recorded selections of the songs from the cycle fis discography notes sixteen recordings on wiiehn
Lindenbaumis the sole selection froWinterreise.Another authoritative and accessible compilatiothet of the
Schubert Institute (UK) at <http://myweb.tiscaliak/franzschubert/articles/wint.html>. This siteeated and
managed by Richard Morris, is in a new stage ofowgment that makes it an invaluable online setorch

On any given daywVinterreiseis sung in a live performance somewhere, whetheobit is recorded. It would be
impossible to track the number of these performsuaoeurately although the Internet is useful inngothe variety
of venues, singers, and accompanists who perfoemytle.

20. Guy WagnefWinterreise.Romar(Phi Publishers, 2005).

21. Karen Price, " 'Everest of Vocal Arts' inspiiggkra star to a life in music ... Western Mail(Cardiff, Wales),
July 26, 2003, at <static.highbeam.com/w/westertraaiffwales/>. In mid-2006, came an announcentieat all
of Schubert’s Lieder had been translated into $pansee Fernando Pérez Carcelass lieder de Schubert
(Ediciones Hiperion, 2006), 3 vols. In his autobaghical memoir, German bass-baritoneThomas Quiéstho
reminds the reader and the vocal student: “| hasenked that a musician must do his homework, cossabndary
literature, compare interpretations, and studyhistory and context of a work. But when he step® dine stage he
must present his own musical interpretation.” ThenGuasthoff, The Voice. A Memairrecorded by Michael
Quasthoff, transl. from the German by Kirsten Stullittenborn, (Pantheon, 2008).

ADDENDUM
Of the singers listed in the SIUK 2007 databas@/ofterreise performances, twenty-one have recorded
the song cycle more than twice. These 147 recosdinglude commercial and “well-known pirate”

recordings. Not included are the database ideatitios of “private, off air, non-commercial”’ recands.

Dietrich Fischer-Dieskau (German; b.1925) 23

Thomas Quasthoff (German, b.1959) 14
Peter Schreier (German; b.1935) 12
Hans Hotter (German; 1909-2003) 11
Hermann Prey (German; 1929-1998) 9
Christa Ludwig (German; b.1928) 8
Matthias Goerne (German; b.1967) 8
Robert Holl (Dutch; b.1947) 7
Francisco Araiza (Mexican; b.1950)

lan Bostridge (English; b.1964) 6
Thomas Hampson (American; b.1955) 5
Christoph Prégardien (German; 1956) 5
Roman Trekel (German; b.1963) 5
Gerard Souzay (French; 1918-2004) 4
Wolfgang Holzmair (Austrian; b.1952) 4

Ernst Haefliger (Swiss; 1919-2007)
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Jorma Hynninen (Finnish; 1941)
Jose Van Dam (Belgian; 1940)
Brigitte Fassbaender (German; 1939)
Jon Vickers (Canadian; b.1926)
Laszl6 Polgar (Hungarian; b.1947)
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