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Introduction

In the first half of the nineteenth century, the Lied provided women
composers and performers with an important vehicle for self-expression,
a means to assert their creativity and agency at a time when larger, more
public forms of artistic expression were less accessible to them. Studying
the Lied with reference to the contexts in which it was conceived, per-
formed, and received provides crucial insights into the interpersonal rela-
tionships fostered by music-making during this period. Equally important,
analysing Lieder with these contexts in mind shows how such relationships
were refracted through the prism of song. Both lines of enquiry – one
historical, the other analytical – unite in an effort to uncover what Aisling
Kenny and Susan Wollenberg have described as the ‘personal stamp’ that
female composers and performers placed on the nineteenth-century Lied.1

It is this ‘personal stamp’ – this expression of female creativity and agency –
which we understand in this chapter as female subjectivity.

Combining these approaches, we explore two different spaces for the
expression of female subjectivity in the nineteenth century: the physical
space of cultural practice – salonesque gatherings in private homes, and the
creative space of cultural practice – songs that would have been heard in
these gatherings. After a brief introductory discussion of nineteenth-
century salon culture, we examine female subjectivity in private social
gatherings, focusing on three case studies: Elise von Schlik (1792–1855),
Johanna Kinkel (1810–58), and Fanny Hensel (1805–47). Then, returning
to Hensel and her circle, we look at a particularly rich example of female
subjectivity expressed in song: a Lied based on a poem by her sister-in-law
about the passivity of women’s lives, in which Hensel seems at once to
empathize with the poet’s predicament and to resist it. We focus specifically
on spaces in Central Europe between the Vienna Congress (1814–15) and
the middle of the century, for two main reasons. First, the geopolitical and
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socio-cultural circumstances in the nineteenth-century world are so
diverse that an in-depth study of a wider geographical and chronological
range would be impossible. Secondly, the early nineteenth-century Lied
offers fertile soil for the exploration of female subjectivity, with this era
seeing a marked rise in the number of female composers, and with art song
being naturally suited to the private sphere, where women were especially
active.2 In choosing three examples based in Berlin (Hensel), Bonn
(Kinkel), and Prague (Schlik), we aim to position these women within
their own individual circles, and to trace intersections among them.
Ultimately we argue that, despite their confined circumstances, these
women and others in their circles found ways of expressing themselves
and shaping their social environments, both by meeting and exchanging
ideas in physical gatherings – the space of the salon – and
by communicating subtle messages through words and music – the space
of song.

Female Subjectivity and Salon Culture

Private and semi-private social gatherings offered a valuable platform for
less formal cultural participation – both professional and amateurish in
nature. Two problems arise, however, when examining this cultural phe-
nomenon. First, the organizational structures and expectations associated
with such gatherings vary widely and are not fully traceable today, making
it challenging to examine the individual gatherings and the artistic output
that sprang from them. Most sources for particular gatherings do not
provide much detail regarding the music, literature, and other art forms
that were conceived and heard there; some sources are missing, inaccess-
ible, or of questionable credibility.3

Secondly, and more significant, there are no airtight definitions and
terminology with regard to salon culture. In the 1980s, the term ‘salon’, in
light of its French origin, was associated with regular private gatherings
hosted by a female salonnière on a jour fixe and attracting a number of
regular and occasional visitors.4 It has since become more of an umbrella
concept covering all manner of regular gatherings in private homes through-
out nineteenth-century Europe, even though many other terms were used to
describe this idea.5 (This is, in part, why some salon researchers have
recommended focusing on specific case studies, rather than seeking broad
definitions that apply to every situation.)6 Just as the names of these gather-
ings differed, so did their individual components, themes, and artistic
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priorities, depending upon their location and the socio-cultural circum-
stances that surrounded them, as well as the financial means, personal
interests, and tastes of their hosts and participants. Salons could be intimate
meetings featuring conversation and spontaneous artistic performances
described only in diaries or letters (if at all), or thoroughly planned perform-
ances that were covered extensively in the public media. A review published
in the Bohemian magazine Bohemia: ein Unterhaltungsblatt, in mid-
December 1838, shows the blurred boundary between the ‘private’ and the
‘public’ – between spontaneous get-togethers featuring conversation, laugh-
ter, and music on the one hand, and pre-planned events on the other hand.
Moreover, it demonstrates that sometimes ‘salons’ could include entry fees,
and even be reviewed publicly, while still being intimate and informal:

On 13 December, Professor Pixis gave his third and last musical evening entertain-
ment of this Advent season . . . the spacious salon could barely hold the number of
attendees, a good third of whom were women. Before the performance of Spohr’s
Quartet in A minor (Op. 75), the conversation was enriched by the appearance of the
famous violin virtuoso and composer Lipinski. . . . When Professor Pixis signalled
that the concert would start, the liveliest conversation was replaced by deepest
silence, as one of the most agreeable and intimate compositions of Spohr’s was
played. . . . The audience was especially excited to hear a new composition by Mr
Veit. . . . his most recent quartet (E-flat major, still unpublished) . . . Professor Pixis
and his friend, Professor Hüttner, Mr Mildner and Mr Bartak, and Mr Langweil . . .
continue to cultivate one of the most beautiful branches of instrumental music.7

Like Friedrich Wilhelm Pixis, Elise von Schlik, Johanna Kinkel, and
Fanny Hensel added their ‘personal stamp’ to the social gatherings that
they initiated in their homes. All three women united in their homes both
salonesque conversation and deep musical experience.8 All three also
hosted gatherings featuring a large variety of music – both Salonmusik
and salon music, music for the salon and music in the salon, as differenti-
ated by Andreas Ballstaedt.9 Their gatherings hovered somewhere between
private and public, spontaneous and organized, ephemeral and permanent.
This diversity and heterogeneity enabled women to shape their own spaces,
and those they visited, in their own unique way.

Elise von Schlik in Prague

Countess Elise von Schlik’s fascination with music, literature, and art as
well as with musical sociability was not unique within her family: her
mother Philippine (née von Nostitz, 1766–1843) was an excellent pianist,
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and was culturally engaged, and the composer Johann Nepomuk von
Nostitz, who was both her uncle and her brother-in-law, hosted
a musical salon in Prague.10 The Schlik family estate reveals that Elise
was a gifted painter and poet, supporter of the arts, meticulous collector
of all things cultural, passionate traveller, and ambitious composer.
A lithograph included in the family estate shows her beside a piano with
her Lieder Op. 12, dedicated to Julius Schulhoff, and a sheet including text
written in verse (see Figure 10.1).11 It testifies to Schlik’s self-perception as
performer, composer, musical patroness, and poet.

Elise von Schlik held musical evenings in her home in the centre of
Prague, welcoming a number of guests during the first half of the century.12

Clara and Robert Schumann visited her during their stay in Prague in
January–February 1847.13 The Schumanns’ commentary on Schlik is
sparse, possibly owing to the density of contacts and events during their
trip. Robert noted on 24 January 1847 that ‘Clara went with Countess
Schlick, many visits with the haute volée [high-society people]’, and ‘in
the morning [I went to] Countess Schlick (sic), strange business, but a very
friendly woman’.14 Both Schumanns left an entry in Schlik’s Stammbuch
(album), and Schlik dedicated her Lieder Op. 11 to Robert Schumann.15

The album (started by Elise’s mother Philippine in 1814, and continued by
Elise from 1828 to 1852) testifies to the musical and literary haute volée
mixing in Schlik’s circle.16 Among those who signed it are AugustWilhelm
Ambros, Franz Liszt, Moritz Mildner, Friedrich Wilhelm Pixis, Julius
Schulhoff, Louis Spohr, Václav Jan Tomášek, and Václav Jindřich Veit.
The album embraces pieces for piano and physharmonica (a keyboard
instrument fitted with free reeds), songs, and, to a smaller extent, violin
compositions, extended chamber music, vocal works for more than one
voice and piano, or guitar, accompaniment, and poetry. The vocal pieces
are settings of such leading contemporary poets as Johann Wolfgang von
Goethe and Heinrich Heine, but also lesser-known and regional poets,
including Schlik herself. The languages are German, French, Italian, and, in
one case, Czech. Besides Clara Schumann, Schlik’s album includes contri-
butions by lesser-known female composers and musicians – for example,
Rosalie Spohr, Sophie Bohrer, and Theresa Wartel. Some of the contribu-
tions were created in Schlik’s country residence in Kopidlno or during her
travels to Carlsbad, Brussels, Ischgl, and Munich. The album’s diversity
reflects both Philippine and Elise von Schlik’s strong artistic affinities,
changes in taste and conventions between 1814 and the 1850s, and the
high standing that performers, composers, and poets evidently attributed
to this musical space.

186 anja bunzel and stephen rodgers

https://doi.org/10.1017/9781108774079.011 Published online by Cambridge University Press

https://doi.org/10.1017/9781108774079.011


The public press did not report on Schlik’s gatherings, although Schlik’s
and Pixis’s gatherings had similar priorities –music and conversation – and
to some extent attracted the same guests: Pixis himself, Spohr, Veit, and
Mildner, for example. Schlik’s home served as an intimate space enabling
rich creative inspiration (as seen in numerous original settings in her

Figure 10.1 Elise von Schlik beside a piano with her Lieder Op. 12 and a sheet including
verse. Image courtesy of the Österreichische Nationalbibliothek, Vienna
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album), a sophisticated cultural centre for the haute volée, and
a metropolitan melting-pot for visitors from different social backgrounds.

Johanna Kinkel and the Maikäferbund in Bonn17

Johanna Kinkel was born into a bourgeois Catholic family and was finan-
cially pressured to make a living from music throughout her adult life.
After an unhappy marriage and her conversion to the Protestant faith,
Kinkel married the Protestant theologian, poet, writer, and professor
Gottfried Kinkel (1815–82) in 1843, with whom she had four children.18

Already in 1840, Johanna and Gottfried founded theMaikäferbund, whose
artistic outputs, discussions, and social activities Johanna recorded in the
handwritten journal Maikäfer: Zeitschrift für Nichtphilister (Journal for
Non-Philistines).19 At an artistic level, both Kinkels increased their prod-
uctivity with the Maikäferbund, as the regular meetings enabled a lively
exchange of ideas. It is thus not surprising that during the 1840s Kinkel set
many poems which evolved within the context of the Maikäferbund:
besides her own and her husband’s poetry, these include texts by
Alexander Kaufmann, Sebastian Longard, Wolfgang Müller von
Königswinter, Nikolaus Becker, and Wilhelm Seibt.20 Many of the songs
to words by Gottfried and Johanna Kinkel conveyed socially critical con-
tent; both of them were engaged in the political upheavals during the late
1840s. It was politics that led to the closing down of the Maikäferbund in
1847, the group being divided between different political allegiance.21

The only female member of the group, Kinkel oversaw the Maikäfer
journal. She contributed to it poetry, novellas, and music-historical writ-
ings; she drew vignettes for some of the journal numbers; and she sang, as
Willibald Beyschlag’s account reveals: ‘When she [Johanna Kinkel] sang
her Lieder, the most beautiful, harmonious songs of Geibel or Kinkel – not
with an outstanding voice, but presented in a most thoughtful and soulful
recital, then, surrounded by the twilight of the intimate room, she looked
youthful and beautiful’.22 The group’s activities embraced the discussion of
literary texts, joint poetry and prose writing, puzzles and quizzes, playful
literary commentary on current affairs, recitations of poetry, drama, and
songs, and joint trips into the countryside. Besides these activities typical of
Biedermeier culture, the meeting’s regularity, the mixed artistic interests in
literature, social life, art history, and music, and the mutual artistic innov-
ation suggest a salon-like structure. Although the term Bund (association)
brings to mind the organizational structures characterizing Vereine rather
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than salons, and the presence of a journal counters salonesque ephemeral-
ity, the fact that the music of Kinkel’s Lieder, as opposed to their poetry,
was never documented in the Maikäfer journal, either through musical
scores or anecdotal references to performances, adds a salonesque feature
to the Maikäferbund: it implies an intimacy among the members witness-
ing Kinkel’s performances, and makes Kinkel’s salonesque gatherings seem
all the more spontaneous, uncertain, and ephemeral.

Fanny Hensel and the Sonntagsmusiken in Berlin

As early as 1821, Fanny Hensel’s mother and father had initiated weekly
concerts on Sundays in their Berlin home in Neue Promenade in order to
enable their children to practise music with professional musicians. The
estate the family moved into at Leipziger Straße 3 in 1825 allowed larger
musical gatherings, which (following a brief pause after Felix left home in
1829) FannyHensel re-established in 1831 as weekly cultural events, lasting
until her death in 1847.23 These Sonntagsmusiken, in which Kinkel partici-
pated frequently during her time in Berlin from 1836 to 1839, were
considered salons by earlier scholars.24 However, more recently it has
been argued that the activities fostered there exceeded those associated
with salonesque gatherings.25 The musical programmes were planned in
advance by Hensel, sometimes including meticulous rehearsals, and audi-
ence numbers could reach up to 200.26 Hensel’s thorough organization is
reminiscent of the institutionalized concerts or chamber music evenings
common throughout Europe during the first half of the nineteenth century.
Furthermore, a journal – titled Gartenzeitung (Garden Journal) and, from
1827 onwards, renamed Schnee- und Theezeitung (Snow and Tea Journal) –
recorded activities at the Leipziger Straße residence, thus pushing against
the salonesque concept of ephemerality in a similar way to the Kinkels’
Maikäfer journal.27 However, we cannot be certain that Hensel recorded
everything that was performed at her Sunday ‘musicales’, and there may
perhaps have been room for improvisation, despite all the thorough plan-
ning. Furthermore, music was performed beyond the Sunday musicales.28

Regarding the performance of music in different spaces within Leipziger
Straße 3, Beatrix Borchard contrasts Hensel’s intimate garden (Garten)
with the more institutionalized Garden Hall (Gartensaal):

Music is conceived here [in the garden] in a way that abolishes the division between
performers and listeners, in connection with the ‘garden site’. In this context every
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listener is, at the same time, a potential singer; music serves as entertainment in
a communicative sense . . . . The Mendelssohns’ garden thereby becomes
a contrasting site to the public concert hall as well as to the Garden Hall.29

Borchard suggests that the intense musical experiences in the garden and the
Garden House found expression in printed works, such as Fanny Hensel’s
four-part Gartenlieder, Op. 3.30 Kinkel performed Hensel’s Gartenlieder
privately with her choral association, the Bonner Gesangverein, in
November and December 1847.31 It is plausible that when performing
these pieces in Bonn in 1847, Kinkel remembered her experiences in the
garden of Leipziger Straße 3, or the GardenHall – yet another example of the
blurring of boundaries between private and public (the Bonner Gesangverein
gave public concerts, whereas Hensel’s Gartenlieder featured in private
performances in the Garden Hall), as well as the expressive power of song
to convey interpersonal relationships, experiences, and memories.

The repertoire performed at Hensel’s home was diverse. It encompassed
contemporary works performed by the composers themselves or by their
students, including, besides compositions by FelixMendelssohn and Fanny
Hensel, songs by Karl Anton Florian Eckert, and improvisations on works
by Charles de Bériot (performed by his student Henri Vieuxtemps), and on
works of Ferdinand David (performed by Joseph Joachim). Original works
by contemporary and past composers were frequently programmed and
performed by regular attendees – for instance, those of J. S. Bach,
Beethoven, Chopin, Hummel, and Moscheles, as well as piano reductions
of operas and oratorios (by Gluck, Handel, Mozart, and Weber).32 A few
exceptions aside, Lieder were rarely documented inHensel’s programmes –
perhaps they were considered too trivial or intimate to be performed before
larger audiences, or, more likely, they were not recorded explicitly because,
while they were an inherent part of the Mendelssohns’ musical life, they
were not regarded as a main attraction within the context of the
Sonntagsmusiken.

Female Subjectivity and Musical Style

If the actual physical spaces of these salonesque gatherings provided Schlik,
Kinkel, Hensel, and others with an important venue enabling the expres-
sion of their own subjectivity, what kind of abstract creative space did the
Lied offer to them? How do the lived experiences of the female composers
who participated in these gatherings find expression in their music?
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While questions about gender and musical style bear strongly on
women’s music from a variety of genres and time periods,33 nineteenth-
century art song is particularly fertile ground for exploring female subject-
ivity and musical style. Some scholars have approached this by juxtaposing
different settings of the same poem by a woman and a man, to explore how
a composer’s gender might inform their interpretation of a poetic text.
CaitlinMiller, inWomen and the Nineteenth-Century Lied, compares Clara
Schumann’s and Franz Liszt’s settings of Heine’s poem based on the legend
of the Lorelei, a supernatural creature who lures sailors to their deaths.34

How, Miller asks, does each composer depict the female character in the
poem, and to what extent is she treated as passive object or active subject?
Miller focuses on, among other things, each composer’s use of a theme to
depict the Lorelei. While Liszt introduces his Lorelei theme in a stanza
describing her physical appearance, thereby objectifying her and empha-
sizing her passivity rather than her agency, Schumann places her Lorelei
theme in a piano interlude that comes directly after a line describing her
most powerful action – singing the song that leads the boatman into the
rocky reefs. In this way, Miller suggests, Schumann’s melody symbolizes
not the Lorelei’s image but the thing that gives her agency – her song.35

Other scholars have explored how female song composers have dealt
with poetic themes relating to their experiences as women.36 In The Songs
of Fanny Hensel, Susan Wollenberg studies Hensel’s songs that deal with
the theme of travel.37 What does it mean, Wollenberg asks, for a woman
composer to engage with this theme during an era in which ‘the restrictions
placed on women with regard to the conditions under which they could
travel set up social and cultural barriers to their ability to roam the
world’?38 She argues that Hensel used song composition as a way to travel
in her mind’s eye, to imagine distant places that she longed to visit, or re-
visit. At the age of sixteen, on a family trip to Switzerland in 1822, Hensel
wrote a letter to her cousin describing her frustration at the restrictions
placed on her on account of her gender; standing on the border between
Switzerland and Italy, knowing that if she had been ‘a young lad of sixteen’
she could have ventured over the mountains into the country that was
calling to her, she felt destiny crying out, ‘so far, and no further!’39

Wollenberg shows how those sentiments found expression in a song
Hensel wrote during her Swiss sojourn, a setting of ‘Kennst du das Land’,
Goethe’s famous poem about a young woman who has been kidnapped and
longs to return to her native land of Italy.40 In this song and others, Hensel
not only transported listeners to faraway places but also transported herself
to places she could not visit as freely as men.
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Wollenberg grounds her observations fruitfully in the concrete
details of Hensel’s life; she shows how Hensel used music to express
her relationship with the world in which she lived and composed. That
world contained not just the places she visited (or longed to visit) but
also the people she knew, the spaces she worked in, and the ideas and
sentiments she shared with those in her circle. All of these things
shaped the kind of music she created – and the same could be said of
many other female composers from the nineteenth century. The space
of the salon and the space of the song intersect, each casting light on
the other.

Fanny Hensel’s ‘Die Sommerrosen blühen’

Hensel’s Lieder demonstrate revealingly how songs can reflect private
networks and friendship (and other kinds of relationships); she was per-
sonally acquainted with many of the poets whose words she set. Among her
songs are twenty-two settings of words by female writers, several of whom
operated in spheres that intersected with Hensel’s own – including Fanny
Casper (wife of Johann Ludwig Casper, who wrote the librettos for Felix
Mendelssohn’s first four operas), the poet and intimate family friend
Friederike Robert, and the poet we focus on here: Fanny’s sister-in-law
Luise Hensel.

Fanny married Luise’s brother Wilhelm in 1829, but already seven years
before that she was beginning to develop a close relationship with her future
sister-in-law. Fanny set two of Luise’s poems to music in 1822, a year after
she metWilhelm: ‘Dahin’ (There), which she retitled ‘Die Linde’ (The linden
tree), H-U 56, and ‘Will keine Blumenmehr’ (Don’t want anymore flowers),
retitled ‘Die Sommerrosen blühen’ (Summer roses are blooming), H-U 57.41

(Because these songs were written before the Mendelssohn family moved to
Leipziger Straße 3, they would not have been heard in the fully organized
Sonntagsmusiken, but they may have been performed in the gatherings that
Lea and Abraham Mendelssohn held at their Berlin home on Neue
Promenade.) Both poems are about withering flowers and fading beauty –

and indeed, this theme appears throughout Luise Hensel’s poetry. Susan
Youens, in Schubert, Müller, and ‘Die schöne Müllerin’, mentions the poet’s
‘transformation of commonplace poetic imagery’, specifically citing ‘Will
keine Blumenmehr’, a poem about a womanwhose brother is travellingwith
the army while she is left home with dying roses.42 As Youens suggests:
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[The summer roses] are symbolic of the unbearable passivity of women’s lives,
especially when compared to the freedom enjoyed by the poetic persona’s brother.
He can go out in the world and do battle with its forces, engage fully in its
enterprises, but the ephemeral flowers, fixed in place, can only bloom, exude
a sweet fragrance, and die.43

Here once more the theme of travel takes on special meaning for a woman
artist who could not explore the world as freely as she would have liked.
Luise Hensel wrote the poem in 1814, when her brother was fighting in the
Napoleonic wars; we can sense in it her frustration at being rooted to one
spot like the fading flower, unable to experience the world as her brother
can (see Figure 10.2 for text and translation).

If the poem encapsulates Luise’s frustration with the restrictions of
womanhood, it seems to have had personal significance also for Fanny.
She set the poem to music (as well as Luise’s ‘Dahin’) in December 1822,
just after returning from the family trip to Switzerland mentioned earlier.
This was only two months before Wilhelm, with her permission, spoke
with her parents about the couple’s intention to marry, and only seven
months before Wilhelm was scheduled to leave for Italy, where he would
work for five years as a painter in Rome; during that absence he was

Die Sommerrosen blühen Summer roses are blooming

Und duften um mich her; And wafting fragrantly around me;

Ich seh’ sie all’ verglühen, I see them all dying away,

Will keine Blumen mehr. Don’t want any more flowers.

Der Bruder mein that ziehen My brother went journeying

Mit Königs stolzem Heer, With the king’s proud army,

Läßt einsam mich verblühen, He has left me to wither,

Will keine Blumen mehr. Don’t want any more flowers.

Die blanken Waen sprühen The bright weapons throw sparks

Weit Funken um ihn her; All around him;

Das Herz thut ihm erglühen, His heart is glowing,

Will keine Blumen mehr. Don’t want any more flowers.

Und Silbersterne blühen And silver stars are blooming

Um Helm und Brustschild her, Around his helmet and breast shield,

Die blitzend ihn umziehen, Which sparkle around him,

Will keine Blumen mehr. Don’t want any more flowers.

Die Sommerrosen glühen Summer roses are glowing

Und duften all’ so sehr; And wafting so strongly;

Ich seh’ sie all’ verblühen, I see them all withering,

Will keine Blumen mehr. Don’t want any more flowers.44

Figure 10.2 Luise Hensel, ‘Will keine Blumen mehr’: text and translation
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forbidden from writing letters to Fanny, and thus could only send her
drawings, and correspond with her parents. Larry Todd has noted that in
setting ‘Will keine Blumen mehr’, Fanny ‘now assumed the poetic persona,
just months before Wilhelm’s departure for Italy and the beginning of
a new five-year separation’.45 She changed the first line of stanza 2, ‘Der
Bruder mein that ziehen’ (My brother went journeying), to ‘Der Liebste
mein that ziehen’ (My beloved went journeying), making the biographical
connection all but explicit.

How does Hensel interpret the poetic persona’s predicament and
give voice to her emotions? Depending upon how we read the poem,
the poetic persona could sound anywhere from despondent (as though
she has given up hope of improving her situation) to decisive (as
though she has resolved to renounce a life of passivity). Fanny appears
to opt for the second of these: the poetic persona of her song comes
across as a woman who actively rejects the ‘passivity’ of her situation –

as well as the conventional image of femininity that signifies it – and
tries, however futilely, to free herself from her confinement. While the
protagonist of the poem is already given agency because it is presented
from her point of view, Fanny gives her added agency; in her reading
of the poem, the woman does not so much resign herself to her fate as
resist it.

This resistance is conveyed above all in the realm of harmony and
tonality. Hensel sets the first and last stanzas – those describing the
woman’s experience – to music that attempts to break free from the
constraints of the tonic. Example 10.1 shows the music associated with
the first stanza. The music to the final stanza is a varied repetition of the
opening section. Fanny sets stanzas 2 and 3 in D major, with a related
melody but different harmonies. She omits stanza 4; we can only surmise as
to the reasons, but it is significant that she draws even more attention
thereby to the poetic speaker. In the original poem, two stanzas describe
her experience and three describe his; in the revised version they each have
two stanzas. After a two-bar introduction that secures Dminor as forcefully
as possible (with back-to-back i–V–i progressions), she immediately
touches on the subdominant, G minor. After this, she strongly tonicizes
C minor (bb. 5–6), G minor (bb. 7–8), and F major (bb. 9–10). The music
pulls away from D minor, not gently (or passively) but determinedly, even
with a sense of strain; note especially the harshly dissonant D and
C dominant ninth chords in bars 6 and 9. The journey away from
D minor, however, is short-lived: the opening section ends with a clear
perfect authentic cadence in the tonic and a return of the forceful i–V–i
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progressions – a sign that for all the poetic persona’s resistance she cannot
escape the constraints placed on her.

Hensel emphasizes the woman’s agency not just with the music she
writes but also with her further alterations to her sister-in-law’s poem,
besides substituting ‘Der Liebste’ for ‘Der Bruder’ (see Figure 10.3 for the
words as she set them, with the most significant changes marked in
boldface).46 The penultimate line of the poem is not ‘Ich seh’ sie all’
verblühen’ (I see them all withering), as in the original, but ‘Ach laß sie
mir verglühen’ (Ah, let them die for me); what was an observation becomes
an imperative. And in three of the stanzas she changes the refrain ‘Will
keine Blumen mehr’ to ‘Ich will nicht Blumen mehr’. In her revision Fanny
makes the subject explicit – she gives voice to the ‘ich’ that was unspoken in

Example 10.1 Fanny Hensel, ‘Die Sommerrosen blühen’, H-U 57, bars 1–13
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Luise’s text, making the ‘lyric I’ an even more active participant, who fully
asserts herself.

It is therefore striking that she does not change the refrain in her setting
of the second stanza – the first time we hear about the man’s experience in
the battlefield.47 The significance of her retention of the original line here
comes into even sharper relief when we consider the music for this stanza.
Example 10.2 shows the middle section, which sets both stanzas 2 and 3.
Where the outer sections strive to escape D minor, tonicizing a new key
area every couple of bars, the middle section stays more contentedly in
Dmajor, opening with a full I–IV–V7–I progression that takes up five bars.
This is music that sounds more secure and confident altogether than the
music of the outer sections, with their sense of anxious striving; like the
brother in the poem, and the husband in the song, it sounds happy to be
where it is. Even when the music does move away from Dmajor, the move
is normative – a modulation to the dominant that prepares for a return of
the opening material – rather than unexpected, like the tonal shifts in the
opening section. The only real moment of surprise is the brief move to an
Fmajor chord in bar 19, which clearly references the Fmajor key in the first
section. Fittingly, it occurs when the stanza shifts momentarily to
a description of the woman’s state: ‘Läßt einsam mich verblühen’ (He has
left me to wither). In this section resounding with the man’s assuredness,
the woman’s anxiety creeps in, however briefly – her music intervenes, but

Die Sommerrosen blühen Summer roses are blooming

Und duften all’ so sehr; And wafting so strongly;

Ich seh’ sie all’ verglühen, I see them all dying away,

Ich will nicht Blumen mehr. I no longer want flowers.

Der Liebste mein that ziehen My beloved went journeying

Mit Königs stolzem Heer, With the king’s proud army,

Läßt einsam mich verblühen, He has left me to wither,

Will keine Blumen mehr. Don’t want any more flowers.

Die blanken Waen sprühen The bright weapons throw sparks

Weit Funken um ihn her; All around him;

Das Herz thut ihm erglühen, His heart is glowing,

Ich will nicht Blumen mehr. I no longer want flowers.

Die Sommerrosen blühen Summer roses are blooming

Und duften um mich her; And wafting fragrantly around me;

Ach laß sie mir verglühen, Ah, let them die for me,
Ich will nicht Blumen mehr. I no longer want flowers.

Figure 10.3 Fanny Hensel, ‘Die Sommerrosen blühen’, H-U 57: text and translation
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is waved aside by his music, in the form of an easy modulation to the
dominant. In this context, the line ‘Will keine Blumen mehr’ begins to take
on a different meaning than in the original poem; it sounds less like ‘[I]
don’t want any more flowers’ and more like ‘[He] doesn’t want any more
flowers.’ Listening to the F major hesitation, and the subsequent brusque
modulation, it is hard not to sense the woman’s feelings of renunciation –

her anxiety about being forgotten.
Wilhelm forgot neither his sister Luise nor his future wife Fanny. In

1829, one year after Wilhelm’s return from Italy, he and Fanny were
married: he was a stalwart and supportive presence throughout her life.
Together they hosted and visited social gatherings in Berlin, had their son
Sebastian, and inspired each other creatively. Wilhelm was a gifted painter
and poet, and his poems were the basis for many of Fanny’s vocal works.

Example 10.2 Fanny Hensel, ‘Die Sommerrosen blühen’, H-U 57, bars 13–23
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Among them is the fourth of her Gartenlieder, Op. 3, mentioned previ-
ously, a setting of Wilhelm’s poem ‘Morgengruß’ (Morning greeting). The
manuscript is dated 6 July 1846, Wilhelm’s birthday, and adorning the
upper left quarter of the first page is a beautiful painting of flowers.48 This
represents the blooming plant of the poem, which beholds the morning’s
radiance – a visual image that supplements the song’s verbal and sonic
images. Yet viewed in light of Fanny’s earlier composition about wilting
summer roses and the stifling passivity of womanhood they symbolize, the
flowers of this later song seem almost like a counter-image, reclaiming
floral imagery for a different purpose, and a different meaning. Here the
flowers suggest a shared domestic space: the literal space of the Garden
Hall, as well as the garden situated adjacent to their home, but also the
metaphorical space where their creative spheres (music, poetry, and paint-
ing) merged.

Conclusion

If there is one thing that binds together these salons and songs, it is that these
spaces and the Lieder conceived and performed in them gave many women
a voice. Poetry and song gave them an outlet to convey complex emotions
(as in the case of Luise and Fanny Hensel’s ‘Die Sommerrosen blühen’).
They enabled them to express aspects of their personal relationships through
mutual inspiration (as in Kinkel’s and Hensel’s Lieder to words by their
husbands), dedications (as in Schlik’s songs), or the promotion of someone
else’s work within a more or less intimate circle (as in Kinkel’s case with the
Maikäferbund). They were used as gifts for close friends and acquaintances,
as with Schlik’s album, or more intimate companions, as in Hensel’s
‘Morgengruß’. If song itself provided space for the expression of female
subjectivity on creative levels, the salon did the same on administrative
levels: Fanny Hensel planned her Sonntagsmusiken meticulously, and
decided what would be performed within them. Kinkel sang her own
songs within the intimate context of the Maikäfer. Finally, Schlik collected
an album that testifies not just to her musical skills but also to her ability to
nurture sociability across different societal strata and cultures. In the space of
the salon, these women had a level of agency that they could not have had in
the fully public sphere.

As we have suggested throughout this chapter, salons and the songs
heard in them were other than uniform and consistent. They resist all-
encompassing definitions and are not easily summed up with simple binary
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oppositions such as public versus private, formal versus informal, or pre-
planned versus spontaneous. The differences between individual salons
and individual songs that would have been performed in them sometimes
seem to outweigh their similarities. Some songs heard in these salonesque
gatherings were published, while others were not; some salons required
a subscription or entrance fee, while others – including the examples
discussed here – did not; some songs and salons were covered in the
media, while others were not; some drew only a handful of people, while
others numbered over a hundred; and some composers and poets wrote
purely for private reasons – emotional, social, or otherwise – while others,
especially during the Vormärz and around mid-century, wrote with an eye
towards larger, and possibly politically minded, audiences. Kinkel certainly
did so. Because of the Kinkels’ controversial courtship and marriage in the
early 1840s, and their political engagement later, many of Kinkel’s songs
were in one way or another politically coloured.49 The relationship between
songs and the broad marketplaces where they were consumed, and the
contribution of song and salonesque culture to identity formation and
politics during the nineteenth century (projects beyond the scope of this
chapter) would be rich areas for further study. So would the various ways
that salon culture changed in the second half of the nineteenth century, as
salons belonging to members of the nobility – like Schlik’s – disappeared,
while middle-class salons continued, and as women took on more public
and professional roles in the performance of song. There is room for
further studies of salons, songs, and subjectivity in regions of the world
beyond those covered here (such as England, Greece, Italy, Scandinavia, or
the United States). We hope to have sparked interest in these and other
topics and, even more, to have demonstrated the importance of approach-
ing them with a combination of musicological and music-theoretical
thinking – with an eye towards who inhabited the nineteenth century’s
vital and vibrant worlds of female creativity, and an ear towards what was
heard in those spaces. These worlds, hidden for far too long, deserve to be
explored with all the historical and analytical tools at our disposal.
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