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ABSTRACT 
 
 

Within the archives of the Künstlerverein Malkasten (Paintbox Artists’ Union) in 

Düsseldorf, Germany, is a vast corpus of visual art, posters, programs, and books that illuminate 

the musical life of this artists’ club. The materials reveal that the club not only enjoyed music as 

entertainment but also depended on it for inspiration in their artwork and as a means of social 

interaction, not only between members but also between members and the greater Rhineland 

community, as well. The picture of the society that emerges from these sources is intrinsically 

connected to music and music-making, informing an understanding of how this highly-regarded 

institution and brotherhood of artists communed and thrived for over one hundred years.    

Even prior to the Malkasten’s foundation in 1848, the artists that eventually made up its 

membership from the Düsseldorfer Malerschule and Kunstakademie Düsseldorf had used 

musical iconography prominently in their works. Musical imagery appears pervasively 

throughout the Malkasten’s artistic catalogue, regardless of subject or style. Its nearly ubiquitous 

presence showcases musical instruments and performers in a variety of contexts, from symbolic 

allegories to satirical cartoons. These works reflect that music was part of the artists’ overall 

consciousness and demonstrate the ideological first step into creating interdisciplinary artwork, 

for which the club became well known.  

The lied was the primary genre used by the Malkasten, and many of its artists participated 

in either writing song texts, often specifically for club performance, or creating imagery to 

accompany those texts. A typology of song books in nineteenth-century Düsseldorf allows for an 

examination of the sources used by the Malkasten, offering a glimpse into what types of lieder 

the artists sang together. This visual/musical literature reached its peak in the most sophisticated 

lied source used by the club – the Düsseldorfer Lieder-Album (1851) – which featured newly-

composed songs with accompanying full-page color lithographs designed by Malkasten artists.         

 Musical performances were a principal activity of the Malkasten throughout the late 

nineteenth and early twentieth centuries, including various types of Liederabends, concerts, 

tableaux vivants, musico-theatrical productions, and pageants. The club hosted these 

performances and members actively participated in them. While many artists worked to create 

posters and programs for the events, others wrote librettos or dialogue. Many of the members 

also performed in the presentations, often as singers in solo or ensemble roles.        
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 The imagery, songs, and performances of the Malkasten provide a detailed portrait of the 

Malkasten and its culture. The artists’ love of music, history, poetry, nature, and the Rhineland 

all intertwine within these sources; the artwork and the texts reflect their witty sense of humor, 

ardent patriotism, and sincere fondness for one another. In short, the character and activity of the 

Malkasten as an organization are represented fully in its musical life. 
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CHAPTER 1 
 

DRAWING TOGETHER A COMMUNITY OF ARTISTS: THE  
MALKASTEN SOCIETY AND THE SOCIAL IMPORTANCE OF MUSIC 

 
 

The Künstlervereinigung Malkasten (“Paintbox Artists’ Union”) was founded on 6 

August 1848 in the wake of the revolutions in March of that year. Archduke John of Austria had 

named this date a holiday, celebrating the recovery of German unity by the Frankfurt National 

Assembly. To celebrate the occasion, Düsseldorf’s radical Demokratische Verein planned the 

Festival of German Unity and gathered a group of the city’s artists to create various decorations 

for the event. Because many of the artists in Düsseldorf had participated in the revolutions,1 or 

had been supportive of the democratic and patriotic movement, it was no surprise that they 

“dedicated themselves to the task with great enthusiasm to give the festival a fitting setting.”2 

Within two days the artists created the “Statue of Germania,” a plaster sculpture over fifteen feet 

tall, which stood in the center of the Friedrichsplatz and was the centerpiece of the festivities (see 

fig. 1.1).3 The collaboration resulted not only in the production of the sculpture but also in a 

collective decision by the artists the same evening of the festival to found their own society. 

Only five days later the statutes of the Malkasten were written and agreed upon by 112 charter 

members.4 The chairman was German-American painter Emanuel Leutze, often referred to as the 

“father of the paintbox.”5 

                                                 
1 Of sixty-six chosen officers of a militia in Düsseldorf, formed on 24 March 1848, eleven were artists, 

including Karl Friedrich Lessing, Carl W. Hübner, Johann P. Hasenclever, and Rudolf Jordan. See Hanna Gagel, 
“Die Düsseldorfer Malerschule in der politischen Situation des Vormärz und 1848,” in Die Düsseldorfer 
Malerschule, ed. Wend von Kalnein (Mainz: Philipp von Zabern, 1979), 78. 
 

2 Sabine Schroyen and Hans-Werner Langbrandtner, eds., Quellen zur Geschichte des Künstlervereins 
Malkasten (Cologne: Rheinland-Verlag, 1992), 12. All translations, unless otherwise notated, are by Toni L. 
Casamassina. 
 

3 Bettina Brandt, Germania und ihre Söhne: Representationen von Nation, Geschlecht und Politik in der 
Moderne (Göttingen: Vandenhoeck & Ruprecht, 2010), 243. The statue was approximately 5 meters tall. 
 

4 Schroyen and Langbrandtner, 13.  
 

5 Wolfgang Müller von Königswinter, “Aus dem Malkasten zu Düsseldorf,” Die Gartenlaube 11, no. 37 
(Leipzig: Ernst Keil, 1863), 587. The other founding board members were Carl W. Hübner, Johann P. Hasenclever, 
Rudolf Jordan, Joseph Fay, Theodore Hildebrandt, and August Weber; for more information, see Sabine Schroyen, 
ed., Bildquellen zur Geschichte des Künstlervereins Malkasten in Düsseldorf: Künstler und ihre Werke in den 
Sammlungen (Düsseldorf: Grupello, 2001), 14. 
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Figure 1.1 Photo of Emanuel Gottlieb Leutze, Das Fest Der Deutschen Einheit, 1848, 
watercolor, 44.5 x 53.7 cm, Künstlerverein Malkasten, Düsseldorf.6 
  
 

Robin Lenman noted in his study on German artists and society in the late nineteenth and 

early twentieth centuries that most art clubs’ “aims were both patriotic and cultural: to promote 

national consciousness and civilized values through art.”7 In contrast to the edifying and 

nationalistic verbiage of most German art society statutes, those of the Malkasten stipulated that 

the main focus of the group was social. Wolfgang Müller von Königswinter, famed author and 

longtime member of the society, once reminisced, “The Düsseldorf-based paintbox! Who has not 

heard of this cheerful, fun-loving company of painters?”8 This joviality was actually built into 

the mission statement of the organization, and Müller also described the society as one of 

practical jokes and pranks, rather than scholarly discussions and stodgy academicism.9 Despite 

                                                 
6 Black and white photo reproduction courtesy of the Art Inventory Catalog of the Smithsonian American 

Art Museum, Control Number: IAP 83170212, Smithsonian Institution, http://collections.si.edu/search/results.htm? 
view=&dsort=&date.slider=&q=Leutze%2C+Einheit (accessed 2 December 2013). 

  
7 Robin Lenman, Artists and Society in Germany 1850-1914 (Manchester: Manchester University Press, 

1997), 66. 
 

8 Müller, “Aus dem Malkasten zu Düsseldorf,” 586. “Der Düsseldorfer Malkasten! Wer hat nicht von 
dieser heitern lebenslustigen Gesellschaft der Maler gehört?” 
 

9 Ibid., 587.  
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Müller’s commentary, the Malkasten did host educational lectures and discussions – he himself 

led sessions on German literature.10  

The founding members of the Malkasten were primarily professors and students of the 

Kunstakademie Düsseldorf, but they also included local writers and a single musician, Julius 

Tausch (1827-1895). Despite the seemingly unified group, from its very beginnings the society 

developed inner factions: artists affiliated with academia and free artists; those conservative or 

liberal in their politics; those conservative or liberal concerning art pedagogy; Catholics and 

Protestants; and Rhinelanders and Prussians. Although the members supported conflicting 

ideologies, they seem to have found common ground in their artistic spirit. This speaks to the 

name of the society and its motto, suggested by Carl Hübner: “As all the colors in our paint box 

lie peacefully next to each other, so it should also be in our new club that all the colors of our 

artistic community profitably be united.”11 This peaceable coexistence was fostered from the 

beginning of the society’s foundation through the board’s rejection of a “particular artistic 

program” and its “promotion of tolerance.”12 In a short time the Malkasten came to symbolize 

freedom in artistry, divergent from the other art organizations in Düsseldorf – especially the 

Kunstakademie.  

The Kunstakademie Düsseldorf experienced revitalization in the mid-nineteenth century 

with the appointment in 1826 of Friedrich Wilhelm von Schadow (1789-1862) as its director, 

inaugurating a period in the city’s history that would not only bring fame to the school but 

encourage the development of high-art culture. This was an early aim of Schadow, who within 

three years of his tenure (1826-1859), had established the Kunstverein für die Rheinlande und 

Westfalen in an effort to enhance the public’s appreciation of art and combat poor taste.13 Part of 

this effort was devoted to bridging the gap between the arts and creating interdisciplinary works. 

During and after his tenure as director, various publications, performances, and other events were 

                                                 
10 Ibid. 

 
11 “Zu Vorfeier des Düsseldorfers Jubelsfest,” Die Gartenlaube 27, no. 25 (Leipzig: Ernst Keil, 1869), 398. 

“Wie alle Farben in unserem Malkasten friedlich bei einander liegen, so sollen auch in dem neuen Verein alle 
Farben unsrer Künstlerschaft einträchtiglich vereinigt sein” 
 

12 Schroyen, Bildquellen zur Geschichte des Künstlervereins Malkasten in Düsseldorf, 15. 
 

13 Cecelia Hopkins Porter, The Rhine as Musical Metaphor: Cultural Identity in German Romantic Music 
(Boston: Northeastern University Press, 1996), 180. 
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created in the spirit of cooperation among artistic, literary, and musical minds. These efforts 

typically reflected a nationalistic aim, promoting Germanic values while refining the dilettante 

culture of the city. The camaraderie between artists and musicians led to the formation of local 

societies that worked together to craft events that showcased the harmony of all arts, such as 

poetry readings with music and art installations. Other examples include operas with sets 

designed by artist guilds and presentations of tableaux vivants (Ger: lebende Bilder) – “living 

pictures” – with musical accompaniment. Such productions positively affected the city of 

Düsseldorf by raising the community’s artistic awareness.  

Schadow’s vision for the academy was based on a rigorous pedagogical method, with 

regimented class structures and courses of study. During his early years as director he established 

the concept of the Meisterklasse (masterclass), which became a model for artistic education 

throughout Germany. The strictures of study, however, were not universally appreciated by the 

artists. Nevertheless, the methods developed at the academy, combined with the success of its 

students, quickly led to its rise in prominence as the greatest school of art in Germany at the 

midcentury. The school of painting, referred to as the Düsseldorfer Malerschule, became 

internationally renowned, attracting art students from all over the world – notably from the 

United States.14 At this time Düsseldorf was “synonymous with German art for Americans,”15 

and a gallery in New York City was founded to showcase the art of the Düsseldorf School of 

Painting.16 An air of cosmopolitanism pervaded the academy, as American artist Worthington 

Whitredge noted: “I found the professors of the Academy in Dusseldorf among the most liberal-

minded artists I have ever met, extolling English, French, Belgian, Norwegian and Russian art. 

The Dusseldorf school, when I reached there, was made up from students of all countries. . . .”17 

Many of the artists associated with the Kunstakademie, including Schadow, were among 

the first members of the Malkasten. Students and professors alike were able to socialize together 

at the club, creating a collegiality that had been lacking at the academy. “A sociability, which 

                                                 
14 Numerous American painters who studied in Düsseldorf returned to the United States and founded the 

Hudson River School of landscape painting, which was greatly influenced by the Düsseldorf School. 
 

15 Lenman, 105.  
 

16 For more information see William H. Gerdts, “‘Good Tidings’ to the Lovers of the Beautiful’: New 
York’s Düsseldorf Gallery, 1849-1862,” American Art Journal 30, no. ½ (1999): 50-81. 
 

17 Lenman, 125. 
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united all members of the artistic community, [and] could not form itself in the first twenty years 

of the new school” had been achieved by the society.18 The artists brought their talents to the 

new group, but they sought to leave their pedagogical differences behind them. The Malkasten 

also welcomed artists from other nations, continuing the cosmopolitanism of the academy. 

Furthermore, the constituency was open to art-lovers and the community at large, which 

benefitted the entire city.   

The original gatherings of the Malkasten occurred at various rented sites throughout the 

city,19 but the steadily growing membership demanded a large and permanent meeting space. By 

mid-century the club had no fewer than 178 members.20 In 1857 efforts began to obtain a space 

in the Jacobi Gardens, a park about seven and one-half acres in size, built in 1742 in the village 

of Pempelfort by Councilor of Commerce Johann Conrad Jacobi. The gardens were transformed 

into an “art park” by Jacobi’s eldest son, noted writer and philosopher Friedrich Wilhelm Jacobi.  

They became a meeting place for Jacobi’s wide circle of friends, including Johann Wolfgang von 

Goethe, when he visited the city. The location was a perfect choice for the Malkasten, whose 

gatherings seemed to fit the original owner’s intention for the space. Although the society 

occupied both the gardens and the house on its grounds by 1859, it was not until 1861 that the 

city officially approved their sale to the Malkasten. Within three years a new clubhouse was built 

for special events, and in 1890 the building was extended with a terrace.21  

The importance of the Jacobi Gardens and the buildings designed for the Malkasten 

cannot be overestimated. The place and space reflect not only the aesthetics of the society but 

also its emphasis on social interaction and entertainment. The natural landscape, which not only 

contained an English-style garden and lush trees but also the so-called “Venus Pond,” provided a 

                                                 
18 Müller, “Aus dem Malkasten zu Düsseldorf,” 586. The “new school” refers to the academy after 

Schadow’s appointment. “Eine Geselligkeit, welche alle Mitglieder der Künstlerschaft vereinigte, konnte sich in den 
ersten zwanzig Jahren der neuen Schule nicht bilden.” 
 

19 Typically restaurants, but also large halls for special events. 
 

20 Marion F. Deshmukh, “Between Tradition and Modernity: The Düsseldorf Art Academy in Early 
Nineteenth-Century Prussia,” German Studies Review 6, no. 3 (October 1983): 465. 
 

21 “Zu Vorfeier des Düsseldorfers Jubelsfest,” 396-97. In 1943 the clubhouse burned down completely; a 
new building was erected in 1954 in a modern architectural style. It currently serves as a catering hall and restaurant, 
while the gardens are open to the public. The Jacobi house, however, remains intact and holds the archives of the 
society. 
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whimsical backdrop for the festivities of the society.22 In fact, many of the outdoor plays, 

concerts, and festivals were designed specifically to take advantage of the space. The garden also 

served as fertile ground for promoting art and culture to the city at large: 

 
 
Not only the Düsseldorf artists visit the “Paintbox,” but also a number of “extraordinary 
members” of the best standing in the city round out the society. On beautiful summer 
afternoons the park abounds with the families and guests of members; the frequent 
organized festivities attract visitors from throughout the Rhine province, [and] they enjoy 
a widespread reputation.23  
 
 
The buildings also factored into the creative activities of the society. A first-hand account 

of the grounds is rendered in the 1869 edition of the illustrated paper Die Gartenlaube, 

celebrating the fiftieth anniversary of the reestablishment of the Kunstakademie Düsseldorf. The 

unsigned article devotes nearly half its contents to discussing the importance of the Malkasten 

not only to the members of the academy but also to the city as a whole. A detailed description of 

the facilities is included, which bears repetition here: 

 
 
The current clubhouse of the Paintbox [Union], located on the north side of the park and 
built on the site of former coach house and stables, abuts the old Jacobi house at a right 
angle. It is designed in a not entirely flawless, modern-antique style and contains a large 
hall that opens out to a terrace by the garden. On one side of this room, it adjoins the fully 
equipped stage for theatrical performances, on the other a smaller hall for everyday use, 
which can be combined with the larger one; in addition a billiard room, locker rooms, 
tavern, and vestibule. In the upper mezzanine, a meeting room for the board, facing the 
stage a theater box, then spaces for the props and the fly-loft of the stage. In the old 
Jacobi house, which conjoins with the new building, are the utilitarian rooms, reading 
room, library, drawing room, and apartment and studio of the housefather, a position that 
will always be provided to a member of the association.  

The two social halls are seriously and beautifully and decorated, but according to 
the taste of the beginning of the seventeenth century, to which the furniture also 
corresponds. The main hall is decorated with a marble fireplace with a sculpted structure 

                                                 
22 Schroyen, Bildquellen zur Geschichte des Künstlervereins Malkasten in Düsseldorf, 18. 

 
23 “Zu Vorfeier des Düsseldorfers Jubelsfest,” 398. “Nicht nur die Künstler Düsseldorfs besuchen den 

„Malkasten“, eine Anzahl von „außerordentlichen Mitgliedern“ aus den besten Ständen der Stadt vervollständigen 
die Gesellschaft und an schönen Sommernachmittagen wimmelt der Park von den Familien und Gästen der 
Mitglieder; die häufig veranstalteten Festlichkeiten ziehen Besucher aus der ganzen Rheinprovinz herbei, sie 
genießen eines weitverbreiteten Rufes.” 
 



7 

surrounding Albrecht Dürer’s portrait. In the smaller hall, the two solid walls are 
decorated in their upper sections with two wall paintings by E. Leutze and Adolf Schmitz 
executed in imitation of fresco. The whole ceiling takes up, in imitation of a ceiling in the 
Castle of Nuremberg, the emblem of the club: the imperial eagle with a beer glass and 
house keys on a gold background, encircled by a banner with words bearing the motto: “I 
shall make it, yes, I shall!” On the walls of the billiard room hang a hundred portraits of 
members of the association. The park, through which the Düssel [river] flows – which 
was formerly pretty wild – and unfortunately lost several of its oldest trees, including 
majestically beautiful elms, in the hot summers of 1857, and after is tastefully organized. 
It contains on the side opposite the house a spacious garden hall with side rooms and a 
terrace with veranda and a bowling alley; this is the part that is most used in the 
summer.24 

 
 

The artists tailored the design of the new clubhouse to their tastes and needs. With rooms for 

business and studio spaces for work, but also a library, fully-functioning theater, ballroom, social 

hall, billiards room, and bowling alley for entertainment, the estate was the perfect site for their 

daily interactions. 

The theater, in particular, is emphasized in the article in Die Gartenlaube. The author 

noted that the earliest theatrical attempts of the Malkasten were produced on a modest stage, 

without decoration or scenery. These “amusing follies” and “outrageous pieces” were designed 

                                                 
24 Ibid., 397-398. “Das jetzige Gesellschaftsgebäude des „Malkastens“, an der Nordseite des Parkes gelegen 

und auf der Stelle früherer Remisen und Ställe errichtet, stößt im rechten Winkel an das alte Jakobi’sche Haus. Es ist 
in zwar nicht ganz tadellosem, modern-antikem Stile ausgeführt und enthält einen großen Saal, welcher sich nach 
dem Garten hin gegen eine Terrasse öffnet. An eine Seite dieses Saales stößt die vollständig eingerichtete Bühne zu 
theatralischen Aufführungen, an die andere ein kleinerer Saal zu täglichem Gebrauch, der mit dem größeren in 
Verbindung gesetzt werden kann; außerdem Billardzimmer, Garderoberäume, Schänke und Vestibül. Im oberen 
Halbstock ein Berathungszimmer für den Vorstand, der Bühne gegenüber eine Loge, dann Räume für die Requisiten 
und den Schnurboden der Bühne. Im alten Jakobi’schen Hause, welches im Inneren mit dem neuen Hause in 
Verbindung steht, befinden sich die Oekonomieräume, Lesezimmer, Bibliothek, Zeichensaal und Wohnung und 
Atelier des Hausvaters, welchen Posten immer ein Mitglied des Vereins versieht.  

Die beiden Gesellschaftssäle sind ernst und schön decorirt, aber im Geschmack vom Anfang des 
siebenzehnten Jahrhunderts, dem auch die Möbel entsprechen. Den Hauptsaal schmückt ein Marmorkamin mit 
plastischem Aufbau, der ein Bildniß Albrecht Dürer’s umschließt. Im kleineren Saale sind die zwei 
nichtdurchbrochenen Wände in ihrem oberen Theile mit zwei in der Ausführung das Fresco nachahmenden 
Wandgemälden von E. Leutze und Adolf Schmitz geschmückt. Die ganze Decke nimmt, in Nachahmung einer 
Zimmerdecke auf der Burg zu Nürnberg, das Wappen des Vereins ein, der Reichsadler mit Bierglas und 
Hausschlüssel auf goldenem Gründe, umschlungen von einem Spruchbande mit der Devise: „Ich komm’ doch 
Durch komm’ ich doch!“ An den Wänden des Billardzimmers hängen etwa hundert Porträts von Mitgliedern des 
Vereins. Der von der Düssel durchflossene Park, welcher früher ziemlich verwildert war und leider mehrere seiner 
ältesten Bäume, darunter wahre Prachtulmen, in den heißen Sommern von 1857 und später verloren hat, ist sehr 
geschmackvoll hergerichtet. Er enthält an der dem Hause entgegengesetzten Seite noch einen geräumigen 
Gartensaal mit Nebenzimmern und eine Terrasse mit Veranda und Kegelbahn; dies ist der im Sommer meistens 
benutzte Theil.” 
 



8 

specifically for the Malkasten and often had a political basis.25 Over time the productions 

developed, and artists including Andreas Achenbach began decorating the stage; music also was 

incorporated (“by artists and amateurs”).26 Theater had become intertwined with the society from 

its earliest years, so it was natural when the new building was erected, that it contained a fully 

functioning stage to showcase the club’s productions. During his European travels American 

landscape painter and leader of the Hudson River School Sanford Robinson Gifford wrote about 

the Malkasten in his letters: “There is a theatre belonging, where comical plays and operas, 

composed and acted by the artists, are performed often. It is a place where they congregate in the 

evening to sup, smoke, talk, drink beer, play billiards, and amuse themselves in various ways.” 

In a separate document he also noted the general atmosphere of congeniality he found there, 

stating, “Artists of all grades of merit meet here on terms of the most perfect and genial social 

equality … A true brotherhood seems to reign among them.”27   

Music, too, was an integral part of the Malkasten’s infrastructure. Founding member and 

later Düsseldorf municipal music director Julius Tausch played piano and wrote compositions for 

the club – most importantly, the “Malkastenmarsch” (“March of the Paintbox Union”), which 

became the group’s anthem.28  In the earliest days after the occupation of the Jacobi house, the 

board’s plan for the new clubhouse included spaces for music – specifically, rooms in which the 

already extant Künstler-Liedertafel (Artists’ Song Table), a group that had been directed by 

Tausch since 1847, might rehearse and stage performances.29 The early purchase of a Klems 

piano when the Malkasten was founded also suggests the presence of music ringing in the halls 

of the club.30  

                                                 
25 Ibid., 395. “Welche ergötzliche Tollheiten sind nicht damals über diese bescheidene Bühne gegangen! 

Natürlich waren es nur eigens zum Zwecke verfaßte, manchmal ganz ungeheuerliche Stücke, häufig mit politischer 
Grundlage.” 
 

26 Ibid. 
 
27 Sanford Robinson Gifford, European Letters, vol. 2 (5 June 1856), 44. This letter may be found in the 

Smithsonian Archives of American Art, Sanford Robinson Gifford Papers, box 1, folder 2, http://www.aaa.si.edu 
/collections/container/viewer/European-Letters-Volume-II--204620 (accessed 2 December 2013). 
 

28 Schroyen and Langbrandtner, 265. The march, op. 7, also had an accompanying text by artist and 
Malkasten member Eduard Daelen, “Kommt her zum Rhein.” 
 

29 Schroyen and Langbrandtner, 108-109.   
 

30 Johann Bernhard Klems (1812-1872) was a local piano maker in Düsseldorf; he opened his shop in 1840 
and later had close relationships with both the Schumanns and Brahms. 
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Wolfgang Müller von Königswinter contributed another article to Die Gartenlaube in 

1863, again touting the exceptionally convivial nature of the Malkasten. Much of his description 

passed the frivolity of their gatherings off on its youthful members and on the youth vicariously 

lived again through their brotherhood by the elder members. In this, he acknowledged that 

singing songs played a role, fueling the “flourishing nonsense.”31 While not always humorous, 

songs were frequently performed for and by the Malkasten – their presence is ubiquitous, as well 

as varied in presentation and style.  

The importance of music – specifically song – in the Malkasten’s social history is evident 

from a survey of art historian Sabine Schroyen’s catalogue of the organization’s archival 

inventory: 65 of 212 pages are devoted to programs, posters, tickets, and other materials relating 

to musical concerts, Liederabende, operettas, lebende Bilder, and other festivals and Redouten.32  

With one-third of the society’s archival materials relating to musical performances, there is little 

doubt that music was not only a primary form of entertainment at the Malkasten but also a 

significant source of income for the club.  

A striking aspect of the Malkasten’s musical history is that club members frequently 

participated in the performances themselves. The artists not only performed with the organized 

Künstler-Liedertafel but also often sang informally in groups together. Evidence of these 

occasions permeates the Malkasten archive, including programs filled with song texts that were 

often written by its members. In the case of large-scale productions (operettas, living pictures, 

etc.), members sometimes had starring roles or helped in the stage direction. Members also 

regularly contributed their designs for costumes and scenery using their artistic talent to enhance 

the performances. Posters and other advertisements with elaborate drawings also capitalized on 

the artistic mastery of the club members to promote attendance at these events.33  

A majority of concerts, festivals, and other large-scale productions were open to the 

public. This open-door policy encouraged attendance and participation by non-members, 

suggesting that the Malkasten’s activities were beneficial not only to the club but to the 

community at large. Schroyen has noted this, stating that the society established itself in a short 
                                                 

31 Müller, “Aus dem Malkasten zu Düsseldorf,” 585.  
 
32 For a detailed account of the inventory, see Schroyen and Langbrandtner, eds., “Veranstaltungen, Feste, 

Redouten” in Quellen zur Geschichte des Künstlervereins Malkasten, 142-207.  
 

33 A detailed exploration of the large-scale productions by the Malkasten follows in ch. 4. 
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time as a point of “central importance, not only within the artistic community, but throughout the 

social life of Düsseldorf.”34 With the Malkasten at the center of artistic and social culture in 

Düsseldorf, it is no surprise that the most important musical figures in the city also became 

involved in the society’s activities.  

 
Context for Musical Culture in Nineteenth-Century Düsseldorf:  

Municipal Music Directors 
 
The Malkasten’s musical identity developed within the already vibrant musical milieu of 

Düsseldorf. From the early decades of the nineteenth century, the small municipality had funded 

both individuals and organizations to engage the public in music-making and simultaneously 

elevate its musical stature throughout Germany. The music directors of the city, as well as the 

institutions supporting them, played the strongest roles in determining the musical tastes of the 

Düsseldorf public. These tastes are reflected in the musical catalogue and performances of the 

Malkasten, which evolved over time in accordance with its rising popularity and growing social 

significance.   

As with most German cities in the nineteenth century, the most influential musician in 

Düsseldorf was its municipal music director. First to hold the position of City Music Director 

(Städtischer Musikdirector), established in 1812, was Johann August Friedrich Burgmüller 

(1766-1824). He assisted in the foundation of many of the city’s first musical institutions, 

including the Düsseldorf Academy of Music (Düsseldorfer Musikakademie), the City Music 

Society (Städtischer Musikverein), and the Lower Rhine Music Festival (Niederrheinische 

Musikfest). These institutions became integral to music culture in the city and remain 

Burgmüller’s legacy; besides the Künstler-Liedertafel, they were also the primary musical 

institutions involved in the performances of the Malkasten.  

The flourishing musical life of Düsseldorf stagnated upon Burgmüller’s death in 1824 

and the position of City Music Director remained under the care of interim managers for nearly a 

decade, likely due to financial reasons.35 The Lower Rhine Music Festival, however, continued 

                                                 
34 Schroyen, Bildquellen zur Geschichte des Künstlervereins Malkasten in Düsseldorf, 11. 

 
35 Cecelia Hopkins Porter, “The Reign of the ‘Dilletanti’: Düsseldorf from Mendelssohn to Schumann,” 

The Musical Quarterly 73, no. 4 (1989): 482. Hopkins also indicates here that another member of the Städtischer 
Musikverein, Friedrich Wetchsky, conducted subscription concerts and the city’s church music performances during 
the vacancy. The society, however, does not mention Wetchsky but lists two more famous musicians as joint interim 
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to bring acclaim to the city, attracting its next music director. The young musician Felix 

Mendelssohn Bartholdy (1809-1847) was lauded for bringing a higher level of musical 

sophistication to the city despite his brief tenure in the position. 

Mendelssohn’s engagement as Düsseldorf’s City Music Director in 1833 was his first 

paid musical appointment. He was offered the post after having impressed the City Music 

Society while conducting at the Lower Rhine Music Festival, and within a few months he 

relocated to the Rhenish city. Upon his arrival he moved into the home of Friedrich Wilhelm von 

Schadow, whom he had met three years prior in Italy. Their friendship became very close and 

lasted years after Mendelssohn left his post for similar employment in Leipzig. Living with the 

art academy’s director meant that Mendelssohn was instantly immersed in the artistic circles of 

the city. Reciprocally, Mendelssohn’s presence in the city attracted musicians of quality to 

perform there, including Frédéric Chopin, who even gave an impromptu performance for several 

members of the art academy at Schadow’s home.36 The mutual appreciation between artists in 

both disciplines led to an inevitable combination of their talents. 

Shortly after his appointment began in October 1833, Mendelssohn started working with 

the Düsseldorfer Malerschule on a performance in celebration of the Crown Prince of Prussia, 

the future Friedrich Wilhelm IV, who would be passing through the city at the end of the month.  

Mendelssohn conducted and arranged choral selections for the festive occasion, which fittingly 

took place at the Kunstakademie. With an audience of four hundred guests, the three-part 

program blended poetry, music, illuminations, and tableaux vivants in what has been described 

by R. Larry Todd as “a sumptuous multi-media fète.”37 The following year Mendelssohn scored 

two movements of Beethoven’s Piano Sonata in A-flat, op. 26, to accompany tableaux vivants 

staged at the Stadttheater by Karl Ferdinand Sohn and Theodor Hildebrandt, both members of 

the Düsseldorfer Malerschule.38 These are only two examples of Mendelssohn’s partnerships 

                                                                                                                                                             
directors: Louis (“Ludwig”) Spohr (from 1824 to 1833) and Ferdinand Ries (from 1826 to 1833). “Musikchefs vor 
1900,” Städtischer Musikverein zu Düsseldorf, http://www.musikverein-duesseldorf.de/ (accessed 5 June 2013).  
 

36 Ferdinand Hiller, Mendelssohn: Letters and Recollections, trans. by M.E. von Glehn (London: 
Macmillan, 1874), 40. It is also likely that this connection led to Chopin’s engagement as a soloist at the Lower 
Rhine Music Festival in 1834. 
 

37 R. Larry Todd, Mendelssohn: A Life in Music (Oxford; New York: Oxford University Press, 2003), 286. 
 

38 Ibid., 293. 
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with artists of the academy; other instances of his interacting with artists included operatic efforts 

with writer and theater director Karl Leberecht Immermann,39 as well as his multi-year 

appointment as director of the Lower Rhine Music Festival.  

Although his tenure as the municipal music director in Düsseldorf was short-lived (1833-

1835) and predates the founding of the Malkasten, Mendelssohn’s collaborations with Schadow 

and Immermann on interdisciplinary projects (including living pictures and theatrical 

productions with music) greatly influenced those that the society later would later produce. 

Additionally, a survey of the institution’s archival materials shows that Mendelssohn’s pieces 

were some of the most frequently programmed by the society and may be considered among the 

favorite repertoire of its members.40 His relationship with the artists in the city no doubt 

contributed to this popularity. Considering these aspects, Mendelssohn is arguably one of the 

Malkasten’s earliest and most significant musical influences.  

Mendelssohn’s vice-conductor at the city theater, August Wilhelm Julius Rietz (1812-

1877), officially assumed his duties as the municipal music director in the autumn of 1835. He 

initially had been invited to Düsseldorf in 1834 by Mendelssohn himself, who once referred to 

him in a letter to his sister Fanny as “a perfectly cultivated, musical musician” and stated that he 

valued his presence in the city.41 At only twenty-three years of age, Rietz became responsible not 

only for the music of the theater, but also the city’s vocal and instrumental societies, and 

numerous concerts of secular and sacred music per year. In addition to these responsibilities, 

Rietz also took over direction of the Künstler-Liedertafel, which later became the most important 

musical ensemble associated with the Malkasten. Rietz was an ideal fit for this position, 

considering he, like Mendelssohn, had studied composition with the father of the Liedertafel 

concept, Karl Friedrich Zelter.  

                                                 
39 Mendelssohn’s working relationship with Immermann at the civic theatre was tumultuous and ended 

poorly; within one year he had distanced himself from the venture entirely, entrusting his position to his assistant 
opera director, Julius Rietz.  

 
40 A survey of all known lebende Bilder performed either at the clubhouse or produced by the society 

shows Mendelssohn as the second most frequently programmed composer after Ludwig van Beethoven. For a full 
exploration of pieces performed at these events, see the appendix of Volker Frech’s Lebende Bilder und Musik am 
Bespeil der Düsseldorfer Kultur (Hamburg: Diplomarbeiten Agentur, 2001). 
 

41 Felix Mendelssohn to Fanny Hensel, Berlin 17 February 1835, in The Letters of Fanny Hensel to Felix 
Mendelssohn, with prefatory matter and translations by Marcia J. Citron (Stuyvesant, NY: Pendragon Press, 1987), 
176.  
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As in the case of Mendelssohn, Rietz’s appointment predates the establishment of the 

Malkasten. In 1847 he moved to Leipzig, to conduct the Leipzig opera and Singakademie. When 

Mendelssohn died later that year, Rietz once again succeeded his predecessor, this time as 

director of the Leipzig Gewandhaus Orchestra. Rietz’s primary influence on the music of the 

Malkasten came through the compositions he wrote during his tenure in the city, especially his 

numerous lieder for not only solo voice but also choir with orchestral accompaniment. The most 

memorable of his vocal pieces is the “Altdeutscher Schlachtgesang” (“Old German Battle 

Song”), op. 12, a song for unison men’s choir and orchestra.42 The popularity of this piece is also 

evidenced by the fact that it reached the United States, being performed in the 1860s as the finale 

of at least two concerts held in New York City.43  

Rietz left a lasting impression on musical and theatrical culture in Düsseldorf. Famed 

actor Eduard Devrient credited him with saving the City Theater from ruin after Mendelssohn’s 

falling out with Immermann: 

 
 

Thus Felix emancipated himself from theatrical duties, and would, by doing so, 
have utterly paralyzed the entire undertaking, for which Immermann had made such great 
sacrifices, had not the young Julius Rietz, whom Felix had appointed assistant-conductor 
and violoncellist, shown a remarkable ability to fill the vacant post, and by his youthful 
zeal succeeded in safely carrying on the opera.44 

 
 
His musical import was even greater. After twelve years of diligent work with the music 

societies, orchestras, and choirs in Düsseldorf, Rietz left the city in a much more organized and 

professional state than when he had received them. Even while Mendelssohn was director, he 

saw the potential in Rietz to enact such improvement: “The orchestra here, very raw and wild, 

kills itself for him, although he says stronger things to them than anyone else, and therefore he’s 

already made vast improvements in a few months through rehearsals and repetitions and 

                                                 
42 The appraisal of this song as his most memorable is noted in numerous obituaries of the composer. For 

example, see Dwight’s Journal of Music 27 October 1877, 113. 
 

43 Music in Gotham: The New York Scene 1862-75, a collaborative project based on the work of Vera 
Brodsky Lawrence’s three volume study, Strong on Music (1836-1862), http://www.musicingotham.org/work/65712 
(accessed 1 June 2013).  

 
44 Eduard Devrient, My Recollections of Felix Mendelssohn-Bartholdy and his Letter to Me, trans. Natalia 

McFarren (London: Richard Bentley, 1869), 188-89. 
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scolding.”45 His replacement, Ferdinand Hiller, further acknowledged his positive impact by 

stating that Mendelssohn’s negative comments about the town ensembles (especially regarding 

their provincial behavior during rehearsals, as well as their overall lack of musical talent) no 

longer applied, and he gave Rietz sole credit for the progression.46  

Ferdinand Hiller (1811-1885), childhood friend of Mendelssohn and former deputy 

conductor of the Gewandhaus Orchestra in Leipzig, was appointed as City Music Director in 

1847 and retained that title until 1850. He held this office when the Malkasten was founded, and 

the musical performances held by the club reflect his presence. With nearly as many 

performances of his music during presentations of lebende Bilder as Mendelssohn, Hiller also 

seems to have been among the favorite composers of the Malkasten.47 After he accepted a similar 

position in Cologne – a long-time rival city of Düsseldorf – his post was filled by its most 

seasoned musician to date, Robert Schumann (1810-1856). Even after vacating the appointment, 

Hiller continued to be an authoritative figure for the city’s musical culture, most apparently as a 

frequent guest conductor at the Lower Rhine Music Festival.48 Less obvious, perhaps, was his 

integral role in bringing later music directors to Düsseldorf.   

Schumann’s years in Düsseldorf have been documented by numerous musicologists 

including John Daverio, Eric Frederick Jensen, and Laura Tunbridge, but they primarily focus on 

his compositions from this period (a staggering one-third of his overall output) as well as his 

increasingly failing health, culminating in the ubiquitous retelling of his suicide attempt at the 

Rhine River.49 In this study, however, his relationships (or lack thereof) to the artists and other 

musicians in the city are of most interest.   

                                                 
45 Felix Mendelssohn to Fanny Hensel, 176-177. 
 
46 Hiller, 50. Other positive comments regarding Rietz may be gleaned from the letters of Robert 

Schumann, who lauds his music and calls him a “true artist.” See Robert Schumann and Clara Schumann, The 
Marriage Diaries of Robert & Clara Schumann: From Their Wedding Day through the Russia Trip, ed. Gerd 
Nauhaus and trans. with a preface by Peter Ostwald (Boston: Northeastern University Press, 1993), 75 and 198. 
 

47 See Frech’s appendix in Lebende Bilder und Musik am Bespeil der Düsseldorfer Kultur for a full survey 
of the pieces performed. Also, see ch. 4 of this dissertation for more on lebende Bilder. 
 

48 Hiller directed the festival in Düsseldorf three times and an impressive nine times in Cologne. 
 

49 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York City: Oxford University 
Press, 1997); Eric Frederick Jensen, Schumann (Oxford and New York City: Oxford University Press, 2001); Laura 
Tunbridge, Schumann’s Late Style (Cambridge & New York: Cambridge University Press, 2007). 
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Schumann had been invited to be the new music director by his friend and predecessor 

Ferdinand Hiller, who offered to recommend him for the position. Schumann was reluctant to 

accept, however, and questioned Hiller extensively regarding the station and the city. His letters 

to Hiller offer a variety of reasons for his hesitancy, including concern for his wife and family, 

trepidation regarding salary and workload, and finally, anxiety over whether or not the city was 

an acceptable place for a true musician.50 In one such letter, he recounted to Hiller 

Mendelssohn’s opinion of Düsseldorf as a provincial city filled with dilettantes, as well as 

similar statements made by Rietz.51 Without any other significant offers, however, Schumann 

accepted the post with apprehension in 1850. 

The Düsseldorf community welcomed Schumann and his family whole-heartedly in the 

autumn of 1850; they were literally serenaded by the civic chorale upon their arrival.52 The 

director of that choir was to be Schumann’s assistant, the aforementioned Julius Tausch, who had 

studied with Schumann previously at the Leipzig Conservatory. Although their relationship was 

a good one, Schumann’s wife was suspicious of the youthful assistant, who had held positions 

directing choirs in the city since 1846.53 Her distaste for him grew after Schumann requested that 

Tausch replace her as an accompanist on multiple occasions, blaming the frailty of her sex.54 

The earliest days of Schumann’s appointment in Düsseldorf were personally and 

professionally gratifying. The city welcomed him warmly, and his first concerts were received 

with praise. To his surprise, the quality of the musicians (as well as the listening audience) was 

better than he had anticipated. Unfortunately, it was not very long until Schumann’s lack of 

conducting prowess (together with his progressively worsening health) led to friction with 

musicians in Düsseldorf and the council that employed him. Clara Schumann blamed her 

husband’s difficulties on the “vulgarity” of the Rhinelanders and their lack of appreciation for his 

                                                 
50 Robert Schumann and Clara Schumann, The Marriage Diaries of Robert & Clara Schumann: From 

Their Wedding Day through the Russia Trip, 225-27. 
 

51 Ibid., 233. 
 

52 Ibid., 247.  
 

53 Nancy B. Reich, Clara Schumann: The Artist and the Woman, revised edition (Ithaca, NY: Cornell 
University Press, 2001), 114-15. 
 

54 Ibid., 115.  
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talent.55 Ultimately, Schumann resigned his position in October 1854, although Tausch had 

already started taking over various duties as early as 1852 and assumed more responsibilities as 

Schumann’s health declined.56  

Notwithstanding Schumann’s employment issues, his time in Düsseldorf was tied closely 

to its artistic community. He had already been acquainted with some of the academy artists 

before he moved to the city, including Schadow and Eduard Bendemann,57 and he found in their 

company an extended spirit of his own Davidsbund. By way of this artistic circle and his 

association with Tausch, he was immediately connected to the Malkasten and formally joined the 

society as a club member in 1851.58 Still, as Peter Ostwald has gleaned from letters written by 

Schumann’s physician (and fellow Malkasten member) Wolfgang Müller von Königswinter, the 

composer’s life was “insular” and may have contributed to his worsening health and lack of 

“musical effectiveness.” 59 Schumann did, however, contribute his musical talents to numerous 

collaborative undertakings while in the city, the most pertinent to this study being an 

interdisciplinary project with artists from the Malkasten, a collection of songs titled the 

Düsseldorfer Lieder-Album (1851). Not only did he offer his lied “Der Gärtner” for the 

collection (which was accompanied by a color lithograph by artist Wilhelm Camphausen), but he 

also likely recruited two other composers, Robert Franz and Carl Reinecke, to contribute songs 

to the volume, as well.  

Nearly forty-six applicants put in a bid for the post of City Music Director after 

Schumann’s resignation, including an experienced and hopeful Julius Tausch. Schumann, 

                                                 
55 Ibid., 114. 
 
56 By December 1852 Tausch had taken over all rehearsals for the choral society; in November 1853 

Schumann was notified by the city council that he no longer was responsible for any of his civic duties except for 
conducting his own pieces and that Tausch would make up the deficit. This steady increase in power was also part of 
Clara Schumann’s concern - after the 1853 episode she wrote in her diary that it was an “intrigue” and an “insult”; 
she wished they could immediately leave the city. See Reich, 114.  
 

57 Robert Schumann to Clara Schumann, Leipzig, June 1843, 198. Schumann wrote that Schadow and 
Bendemann visited his home in Leipzig (although the visit may have been at any point from February to June). 
 

58 Schroyen, Bildquellen zur Geschichte des Künstlervereins Malkasten in Düsseldorf, 93-94. The record of 
Schumann’s membership in the Malkasten resides in the membership directory, archive number 64. A facsimile may 
be seen on page 94 of the archive inventory.  
  

59 Peter Ostwald, Schumann: The Inner Voices of a Musical Genius (Boston: Northeastern University Press, 
1987), 249. 
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however, recommended his friend Johannes Brahms to be to his successor, and the City Music 

Society supported this nomination. Forthwith, a quarrel ensued among members of the city 

council, which was ultimately responsible for making the decision between these two contenders. 

Groups throughout the city became involved as well, making the dispute public by publishing 

broadsides and newspaper articles supporting one candidate or the other.60 In the end, Brahms 

was offered the position, but his appointment was postponed – due perhaps in part to continued 

advocacy by music clubs in the city on behalf of Tausch.  

Like Schumann before him, Brahms had been hesitant from the beginning about 

submitting his bid for the position. History repeated itself, with Ferdinand Hiller attempting to 

allay the potential candidate’s fears: “. . . everyone belonging to the educated, influential circles 

desires your coming. . . .”61 Brahms, however, remained unconvinced. When he was invited to 

take the position, he was told by the mayor that he might also be required to lead a conservatory, 

should one be established.62 He was not comfortable with this, and after learning of the situation 

regarding Tausch, he felt that he could no longer consider the offer. Brahms declined the 

position, noting in his letter to the president of the provincial government that he would not take 

the position from Tausch: “ . . . it would never have entered my mind to push aside someone 

whom so many people, and rightfully so, believe they should retain.”63 Despite disapprobation 

by the Schumanns, Tausch officially ascended to the rank of City Music Director in 1855.   

The fiasco involving Schumann, Brahms, and Tausch offers a significant amount of 

insight into the Düsseldorf public and their ultimate will to procure an appropriate musical 

leader. While no one could dispute Schumann’s compositional talents, his mediocre conducting 

and distant, often abrasive demeanor failed to win the hearts of the local musicians. The 

familiarity of Tausch, who had worked not only under Hiller but under Rietz before him, was no 

doubt a comfort to the volunteer singers and instrumentalists who had watched a continuous 

parade of music directors leave the position for more prominent musical centers. Tausch had a 

                                                 
60 Johannes Brahms, Johannes Brahms: Life and Letters, selected and annotated by Styra Avins, trans. 

Josef Eisinger and Styra Avins (Oxford: Oxford University Press, 1997), 492-93.  
 

61 Ibid. 
 

62 Ibid., 503-4. 
 

63 Ibid., 493. This letter is dated January 1877. 
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connection to the entire community, with supporters not only in musical society, but also in the 

City Theatre and the Malkasten. It was precisely this personal involvement that Schumann had 

lacked – it communicated to everyone that Düsseldorf mattered to Tausch and that for him it 

wasn’t a stopover to a better appointment in another city. The upheaval over Brahms arose from 

the question of whether the city should choose a music director due to his fame as a composer, 

rather than choosing someone who would lead their citizen musicians. By protesting this 

decision, the public not only rewarded Tausch for his longstanding efforts, but they also found a 

music director who truly understood (and appreciated) his audience.  

While Julius Tausch may not be the most famous musician to have acted as Düsseldorf’s 

music director, he was without doubt the most vital to the Malkasten and the city at large. A 

former student of both Mendelssohn and Schumann at the Leipzig Conservatory, he moved to 

Düsseldorf after the former teacher recommended him for municipal service in 1846.64 The 

nineteen-year-old acted as director of the city’s male voice choir (Städischer Männer-Gesang-

Verein) and had also succeeded Julius Rietz as the manager of the Künstler-Liedertafel in 1847. 

His relationship with members from the artistic community began when he took up the latter 

post, as all the singers were either members of the art academy or freelance artists. Within one 

year of that appointment, he helped to found the Malkasten as its only non-visual artist, and he 

remained a member until his death in 1895.  

Tausch became more integral to the city’s music-making over time, assisting in the 

transitions between three music directors (Rietz, Hiller, and Schumann) within four years’ time. 

His workload increased significantly under the latter’s directorship, and by the winter of 1853 

the city council had given him control of nearly all his superior’s responsibilities. After 

Schumann’s suicide attempt, Tausch acted as his “temporary” replacement and completely 

assumed his duties for over a year before officially being named his successor. Having worked in 

the city for nearly ten years and having nearly been passed over in favor of Brahms, this was a 

long-awaited promotion for Tausch. 

As the previous directors had done, Tausch oversaw both sacred and secular music 

making in the city. This included the Lower Rhine Music Festival, which he co-directed in 

                                                 
64 A brief correction is necessary to Strya Avins’s annotations regarding the Tausch/Brahms debacle in 

Johannes Brahms: Life and Letters: Tausch had been in Düsseldorf for approximately eight years when he and 
Brahms were in contention for the position of music director. Therefore, to state that Tausch suffered “twenty years 
of careless treatment” (p. 503) is inaccurate.  
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Düsseldorf ten times.65 Many of his original compositions were performed at these festivals, 

including the premiere of his choral piece “Germanenzug” in 1878. In addition to his direction of 

ensembles and performances, Tausch was responsible for monitoring singing lessons in the city’s 

elementary schools. In 1869 he was named Royal Music Director in honor of his “artistic merits” 

and service as director of the city orchestra, the Allgemeine-Musik-Verein, the Gesang-Musik-

Verein, the Künstler-Liedertafel, and the Lower Rhine Music Festival.66 During the twenty-fifth 

anniversary of his appointment as City Music Director he was celebrated as “the highly capable 

leader and soul of musical life in Dusseldorf.”67 

Tausch remained a faithful servant to his community throughout his life, resigning from 

his position due to increasing age and illness in October 1889. He had been employed as City 

Music Director for thirty-four years; including his years as assistant, the total amounts to a 

stunning forty-three years of service.68 This number exceeds those of all previous Düsseldorf 

music directors combined. Considering that Tausch held the most significant musical post in the 

city for the majority of the second-half of the nineteenth century, no discussion of Düsseldorf’s 

music culture during that timeframe would be complete without recognizing his importance. 

Düsseldorf’s final municipal music director of the nineteenth century and the first of the 

twentieth century was Julius Emil Martin Buths (1851-1920). Although today history primarily 

remembers Buths for his unwavering support and promotion of Edward Elgar’s music, especially 

in Germany,69 he was also a significant composer and conductor in his own right. As had those 

directors before him, Buths struggled to negotiate a balance between his artistic vision and the 

                                                 
65 Tausch co-directed the event in 1853, 1863, 1866, 1869, 1872, 1875, 1878, 1881, 1884, and 1887. 
 
66 Wolfgang du Mont, “Julius Tausch,” in Beiträge zur rheinische Musikgeschichte 53, no. 2, Rhenish 

Musiker (Cologne: Im Staufen-Verlag, 1962): 105. 
 

67 Ibid., 105-106. “Er wurde als ‘der hochbefähigte Leiter und die Seele des musikalisches Leben in 
Düsseldorf’ gefeiert.” 
 

68 After retiring, Tausch continued to conduct and even participated in occasional concerts up to the year he 
passed away. Although no comprehensive biography of Tausch is known to this author, a valuable entry on his life 
and work may be found in Wolfgang du Mont, “Julius Tausch,” in Beiträge zur rheinische Musikgeschichte 53, no. 
2, Rhenish Musiker (Cologne: Im Staufen-Verlag, 1962): 104-8. 

 
69 Buths conducted numerous premieres of Elgar’s works in Germany, including The Dream of Gerontius 

and the Enigma Variations. He also translated some of Elgar’s English vocal works into German, including The 
Apostles and The Kingdom. See Merion Hughes and R.A. Stradling, The English Musical Renaissance 1840-1940: 
Constructing a National Music, 2nd ed. (Manchester and New York: Manchester University Press, 2001), 65-66. 
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desires of a dilettante public. Although he had conducted the Lower Rhine Music Festival six 

times before, an impasse occurred during preparations for the 1908 festival in Düsseldorf. 

Because the 1905 festival had created a financial deficit rather than its typical surplus, the city 

council created a commission to arrange the program of events, assuming that the negative 

response had been due to Buth’s modern musical choices. After the city council insisted on 

programming the music and hiring the musicians for that year’s performances without his 

counsel or opinion, Buths immediately resigned from his post. To show their support his choir 

refused to participate at the event, and for the first time since 1859 the festival was canceled.70  

Like those who preceded him in his position, Buths also was actively involved with the 

musical life and productions of the Malkasten, leading concerts and directing music for special 

events. His tenure, however, differs markedly from his predecessors and occupies a complex 

period in the Malkasten’s history. The music programmed by the society during this time reflects 

the changing ideologies of a newly unified nation, as well as growing pan-German sentiments 

associated with the early twentieth century and the beginnings of the Third Reich.   

While few of the municipal music directors had a lengthy tenure in the city, they all left 

lasting impressions on the musical culture of Düsseldorf, and some maintained close connections 

with the city even after leaving their posts. All seven either interacted or worked closely with 

visual artists during their employment, and four of this group contributed to the previously 

mentioned intermedia song collection, the Düsseldorfer Lieder-Album. This collaborative spirit 

permeated artistic undertakings in the city for the majority of the nineteenth century, blending 

the domains of music, visual art, theater, and the written word. An early indication of this spirit 

is evidenced by the prominent use of musical iconography in works of the Düsseldorfer 

Malerschule, especially during the directorship of Schadow at the Kunstakademie.    

 

 

                                                 
70 Musical Times, Occasional Notes, 1 May 1908, 309 and 1 July 1908, 446. This incident was mentioned 

in the “Occasional Notes” section in both the May and July installments of the Musical Times. In the July issue the 
author went on to speculate that the festival might never recover from such a lapse, postulating that the city had 
simply lost its “raison d’être” for holding them altogether, stating that the smaller neighboring cities that used to 
travel to the festival had “all grown into big and prosperous hives of industry, and moreover they are well able to 
hold their own in musical matters against the pleasant garden city.” The author underestimated the resilience of the 
city’s music culture, however – the Lower Rhine Music Festivals were held until 1958 and were hosted in 
Düsseldorf seven more times. 
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CHAPTER 2 
 

MUSIC AS IMAGE IN WORKS BY MALKASTEN ARTISTS 
 
 

Visual artists of all eras have incorporated images of music and music-making in their 

work, and the members of the Malkasten did so especially prominently in both paintings and 

drawings throughout the nineteenth century. Most of the artists honed their craft at the 

Kunstakademie Düsseldorf, where music had been a consistent theme in the works of the 

Düsseldorfer Malerschule. Although this group had originally focused on historical, religious, 

and allegorical subjects, a subset of the school later preferred landscapes and genre pictures. 

Musical iconography may be found in each of these types, regardless of topic, setting, or period 

of composition; its presence remains pervasive throughout the school’s collective catalogue.  

The various representations of music, musical instruments, and music-making in the  

works of the Düsseldorfer Malerschule and the Malkasten reveal a host of differing roles that 

sonic art played in the social consciousness of Düsseldorf artists and perhaps of Düsseldorf 

society in general. The images show that music was considered a valuable and highly esteemed 

art form; that it was a symbol of social status to the bourgeoisie; that it was connected to religion 

and cultural heritage; and that it bridged the realms of fantasy and reality, of love and war, of 

rich and poor. While these representations are often idealistic, some are underscored with 

critiques of society, religion, government, and war.   

 
Schadow’s Circle: Allegories and Biblical Images 

 
The Kunstakademie Düsseldorf rose to international acclaim under the directorship of 

Friedrich Wilhelm Schadow, a former member of the Guild of St. Luke (ca. 1809-1830). 

Reacting against neoclassicism, the Guild (named after the patron saint of painters) sought to 

embody spiritual values in their works. These Austrians and Germans gathered at the abandoned 

St. Isidoro monastery in Rome, to live and work in the capital of Christianity. They drew 

strongly on the archaic styles of the late Middle Ages and early Renaissance, using the works of 

Albrecht Dürer and Raphael as models of craftsmanship balanced by spirituality. The resulting 

deliberate archaism was aesthetically privileged at the Düsseldorf Academy, and its influence is 

evident in much of the early works of the Düsseldorfer Malerschule, including those that 
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incorporate musical images. These works are commonly referred to as being in the “Nazarene” 

style, based on the guild’s nickname in Rome.71  

Schadow’s years in Rome greatly influenced his methods of teaching and also swayed the 

topical emphasis of the Academy towards historical paintings, primarily focused on biblical 

episodes and allegorical figures. An early example of musical iconography in a painting by a 

member of the Düsseldorfer Malerschule is Schadow’s own Mignon, dated 1828 (see fig. 2.1). 

 
 

 

 
Figure 2.1 Friedrich Wilhelm von Schadow, Mignon, 1828, oil/canvas, 119 x 92 cm, Museum 
der bildenden Künste – Maximilian Speck von Sternburg Stiftung, Leipzig. 
 
 
Goethe’s tragic character from Wilhelm Meister (1795-96) is pictured here in costume with the 

wings of an angel and with white lilies – symbolic of Mignon’s purity – at her right-hand side.  

                                                 
71 The members of the Guild of St. Luke (Lukasbund), also known as the “Brothers of St. Luke” 

(Lukasbrüder), were pejoratively referred to as “the Nazarenes” (I Nazareni) by the Romans due to their emulation 
of biblical dress and lifestyle; the nickname has become more popular in scholarly literature than their chosen name. 
For more on the Guild of St. Luke, see Cordula Grewe, Painting the Sacred in the Age of Romanticism (Burlington, 
VT: Ashgate, 2009), and Albert Boime, Art in an Age of Counterrevolution: 1815-1848 (Chicago: University of 
Chicago Press, 2004). 
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This stylized image of the literary character is in line with Schadow’s aesthetic as a member of 

the Guild of St. Luke and as a converted Catholic. His incorporation of blue and red tones in the 

painting, as well as a trinity of lilies, evoked a very Marian Mignon.72 Cordula Grewe has 

discussed the religious potency of the painting in detail, noting that “from behind the soft sadness 

of Mignon’s enigmatic figure, an explosive politics of religious representation shines through.”73 

 Schadow based his Catholicized depiction of Mignon on a scene from Chapter 2 in Book 

VIII of Goethe’s novel Wilhelm Meisters Lehrjahre (1795-96). In this pivotal scene74 Mignon is 

dressed in an angel costume for a birthday party hosted by the Baroness Natalie for two young 

girls. Quite obviously, Schadow used part of Natalie’s description for his painting: 

 
 

I chose Mignon to play the part of the angel, and on the appointed day, she was 
clothed in a long, thin white garment with a girdle of gold around her chest and a golden 
crown in her hair. I first thought I would omit the wings, but the woman who dressed her 
insisted on a pair of big golden wings with which she could demonstrate her skill. And so 
this miraculous vision appeared, a lily in one hand a little basket in the other, right in the 
midst of the girls, and surprised me as well.75    
 
 

The white dress, golden circlet, large wings, and lily are all part of Goethe’s own vision of 

Mignon.  Later in the scene, she presents gifts to the young girls and sings her final song in the 

novel. Accompanying herself on a zither,76 she sings “with unbelievable grace and appeal”: 

 
 

                                                 
72 For further explanation of the religious symbolism in this painting, see Roe-Min Kok, “Who Was 

Mignon? What Was She?,” in Rethinking Schumann, ed. Roe-Min Kok and Laura Tunbridge (New York: Oxford 
University Press, 2011): 98-101; also Cordula Grewe, “Beyond Hegel’s End of Art: Schadow’s Mignon and the 
Religious Project of Late Romanticism,” Modern Intellectual History 1, no. 2 (2004): 185-217. 
 

73 Grewe, “Beyond Hegel’s End of Art,” 189. 
 

74 After Mignon wears the angelic costume, Natalie has more dresses made for her, and the formerly 
androgynous character embraces her womanhood.  
  

75 Johann Wilhelm von Goethe, Wilhelm Meister’s Apprenticeship, in Goethe: The Collected Works, vol. 
XI, ed. and trans. Eric A. Blackall in cooperation with Victor A. Lange (Princeton: Princeton University Press, 
1989), 315. 
 

76 Although Schadow depicts a lute in his painting, Goethe’s original text presents Mignon accompanying 
herself on a zither: “Sie verwehrte es, nahm ihre Zither, setzte sich hier auf diesen hohen Schreibtisch hinauf und 
sang ein Lied mit unglaublicher Anmut …” 
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  So laßt mich scheinen, bis ich werde,    So let me seem till I become: 
  Zieht mir das weiße Kleid nicht aus!    Take not this garment white from me! 
  Ich eile von der schönen Erde      I hasten from the joys of earth: 
  Hinab in jenes feste Haus.       Down to that house so fast and firm. 
 
  Dort ruh’ ich eine kleine Stille,     There will I rest in peace a while, 
  Dann öffnet sich der frische Blick;     Till opened wide my freshened glance. 
  Ich laße dann die reine Hülle,      Then I will cast my dress aside. 
  Den Gürtel und den Kranz zurück.     Leaving both wreath and girdle there. 

 
  Und jene himmlischen Gestalten     For all those glorious heavenly forms, 
  Sie fragen nicht nach Mann und Weib,   They do not ask for man or wife, 
  Und keine Kleider, keine Falten     No garments long or draperies fine 
  Umgeben den verklärten Leib.     Surround the body now transformed. 
 
  Zwar lebt’ ich ohne Sorg’ und Mühe,    I lived indeed untouched by care. 

Doch fühlt’ ich tiefen Schmerz genung.        And yet I felt deep sorrow there, 
 Vor Kummer altert’ ich zu frühe;        Sorrow has made me old too soon, 
  Macht mich auf ewig wieder jung!    Now make me young forevermore!77 
  
 
The song, and indeed the entire scene, is a premonition of Mignon’s death, which ensues in 

Chapter 5. Schadow clearly knew this text and had it in mind when creating the original painting, 

which is evidenced by a copy he made for the poet Michael Beer, in which the incipit of the song 

is inscribed on the image in a scroll.78 Although Schadow does not depict specific lines from the 

song’s text, he focuses on the moment of Mignon’s singing and the implication of the words, 

which suggest her transfiguration into the angel as which she is symbolically dressed. 

Schadow prominently featured the musical instrument (his interpretation of the zither as a 

lute) in his picture of Mignon, adding a significant dimension to his composition. Because he 

depicted her not only holding the instrument but actively playing it, the painting serves not only 

to suggest her character from Goethe’s novel but also the aural experience of her performance. 

The song she sings while dressed as an angel becomes inextricably linked to the image, blending 

the domains of art, music, and poetry into a single work. This merger was a point of controversy 

for the idealist German philosopher Georg Wilhelm Friedrich Hegel, who criticized Schadow for 

                                                 
77 Goethe, 315-16.  
 
78 Grewe, “Beyond Hegel’s End of Art,” 199-200. The painting is now lost, but a small-scale copy is 

housed at the SPSG Berlin-Brandenburg (Schinkel-Pavillon).  
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attempting to transmute poetry in a visual image.79 Grewe has noted, however, that a 

combination of arts is the very essence of Mignon’s attractiveness: “Mignon’s popularity 

resulted, in large part, from nothing less than her composite nature. Her being is comprised of 

music, dance and speech, at times a performative fusion of all three, and thus she epitomizes a 

construct based on mixed media.”80 If Schadow’s intent was to present an allegory of Romantic 

art as a multidimensional medium – one that encompassed not only visual, but also literary, 

theatrical, aural, and kinetic spheres – then Mignon was its ideal figure of representation.  

Schadow created Mignon with an interdisciplinary spirit as if in collaboration with the 

poet. In this way, his work signifies an early stage in the development of creative collaboration 

between artists of various mediums in the city of Düsseldorf for the remainder of the nineteenth 

century.  Schadow’s influence among members of the artistic community factored largely into 

this progression and is evidenced in the later works of the Düsseldorfer Malerschule.  

Other examples of allegorical works that feature musical imagery may be seen in 

Schadow’s catalogue, including a contribution to the first issue of the Düsseldorfer 

Künstleralbum, a subscription serial of artwork, poems, and lieder, which ran from 1851 to 

1866.81 The “relatively sophisticated” and “nationally known”82 publication featured Schadow’s 

full-page lithograph Sonett (see fig. 2.2), for which he wrote an accompanying poem that 

appeared on the preceding page: 

 
 

Im Nebeldunste, – mitten in Ruinen, –   In the misty haze, – amidst ruins, – 
Zerriss’ne Laute, – mit gelösten Haaren   A broken lute, – with loosened hair 
Und Frühlingsblumen – die vertrocknet waren: And spring flowers – which were  

dried up:    
So ist ein Weib, ein hehres mir erschienen.  Thus a woman, a majestic one,  

appeared to me.   

                                                 
79 For more on Hegel and Schadow’s Mignon, see Grewe, “Beyond Hegel’s End of Art.” 

 
80 Grewe, “Beyond Hegel’s End of Art,” 214-15. Grewe further explains Hegel’s use of Schadow’s work as 

evidence in support of his “end of art” theory. 
 
81 All volumes of the Düsseldorfer Künstleralbum may be viewed online via the Düsseldorfer Malerschule 

digital collection of the Universitäts und -Landesbibliothek at the Heinrich-Heine-Universität in Düsseldorf, 
urn:nbn:de:hbz:061:2-173 (accessed 8 July 2013).  
 

82 Winfried Hartkopf, “Literatur und Gesellschaft im Düsseldorf des 19. Jahrhunderts,” in Das Literarische 
Düsseldorf: zur kulturellen Entwicklung von 1850-1933, eds. Gertrude Cepl-Kaufmann and Winfried Hartkopf 
(Düsseldorf: Goethe-Buchhandlung Teubig, 1988), 22. 
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Gestützten Haupts und Trauer in den Mienen  Leaning her head on her hand and  

sad in countenance 
Starrt sie mich an mit ihrem Blick, dem klaren, She stares at me with her clear eyes,   
Sich denkt der Menschheit frevelndes Verfahren Reflects on humanity’s sinful ways  
Und was geschiet, um solche Schuld zu fühnen, And what happened to atone such  

debt, 
 

Auch daß der Lampe Flamme nicht verglüh,  And so that the lamp’s flame does  
not burn out, 

Der Genius mit der Schadel sorgt,    The genius with the skull worries,  
das Käuzlein sinnt     the little owl ponders,   

Wie das Geschick sich auf dem Globus wende. How fate acts on the globe. 
 
Kennst du mich nicht, ich bin Melancolie,   “Do you not know me? I am  

Melancholy,” 
So sprach das Weib, Du eitles Menschenkind, So said the woman, “You vain  

human child,   
Die Zeit verrinnt, bedenke ernst der Ende.   Time passes, consider seriously the  

end.”83 
 
 

Reflecting Schadow’s fascination with the Italian Renaissance, the sonnet presents an 

allegory of melancholy that corresponds to his drawing. The image itself was inspired by the 

famed engraving Melencolia I (1514) by Albrecht Dürer – the German archetype of Nazarene 

tradition (see fig. 2.3). Considered to be one of the greatest engravings by Dürer (referred to as 

the “picture of pictures”), the image allegorizes the humor of melancholy as explained by his 

contemporary Cornelius Agrippa in Occult Philosophy (c. 1510), rather than the modern 

conception related to an emotional state.84  While the scholarly literature offers many discussions 

of the engraving, the readings of its content vary greatly.85 Most studies focus on deciphering the  

                                                 
83 Wilhelm Friedrich Schadow, “Sonett,” Düsseldorfer Künstleralbum 1 (1851), ed. Wolfgang Müller von 

Königswinter (Düsseldorf: Arnz, 1851), 43r. Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 
2011; urn:nbn:de:hbz:061:2-173.   

 
84 Peter-Klaus Schuster and Jörg Völlnagel, “Dürer and Rufus: Melencolia I in the Medical Tradition,” in 

On Melancholy, by Rufus of Ephesus and trans. Peter E. Pormann, followed by commentary and essays (Tübingen: 
Gulde, 2008), 197 and 203. Agrippa was a German theologian who wrote on the occult, attempting to reconcile 
Christian beliefs with science. His Occult Philosophy was a three-book compendium addressing topics that included 
magic and alchemy. 
 

85 While summarizing the countless contrasting analyses of this engraving is beyond the scope of this 
examination, it is worth noting that the work has been discussed in the scholarly literature not only more than any 
other engraving by Dürer, but perhaps more than any other engraving in history. This applies to the present day, 
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Figure 2.2 Friedrich Wilhelm von Schadow,   Figure 2.3 Albrecht Dürer, Melencolia I, 
Sonett, 1851, lithograph, 26.5 x 19 cm.86   1514, engraving, 24 x 18.8 cm.          
 
 
complex web of iconographic symbols present in the image, either relating to mathematics (the 

compass, magic square, polyhedron, and sphere) or to alchemy (ladder, hourglass, scale, saw and 

plane). Despite differing agendas, most scholars agree with Erwin Panofsky’s reading of the 

image as a “spiritual self portrait” of Dürer in relation to Agrippa’s writings: “Winged, yet 

cowering on the ground – wreathed, yet beclouded by shadows – equipped with the tools of art 

and science, yet brooding in idleness, she [Melancholy] gives the impression of a creative being 

reduced to despair by an awareness of insurmountable barriers which separate her from a higher 

realm of thought.”87 

According to Agrippa, melancholy was a humor associated with genius, which 

manifested itself in three levels of the human soul: imaginatio (imaginative), ratio (rational), and 

mens (mental). Imagination, the lowest level, was achieved in “manual arts” by painters, 

                                                                                                                                                             
although Campbell Dodgsen noted it as early as 1926 in his work Albrecht Dürer (London: Medici Society, 
1926), 94.  

 
86 Ibid., 43v.   
 
87 Erwin Panofsky, The Life and Art of Albrecht Dürer (Princeton: Princeton University Press, 1971), 168. 
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architects, and other craftsman; the middle level, “reasoning,” showed through philosophy, 

medical arts, and oratory; the highest level, “understanding,” led to prophecy and the unraveling 

of “divine things, as the Law of God.”88  Within this context, Panofsky’s estimation of Dürer’s 

engraving becomes clear: he depicted his artistic genius as one inferior to those that are scholarly 

or spiritual. Schuster and Völlnagel further elucidate Panofsky’s reading, describing the 

engraving as “the melancholic genius on its lowest level – idle, paralyzed, and saddened by its 

intellectual impotence.”89 Although it is unknown to what degree, if at all, Schadow was aware 

of Agrippa’s concept of melancholy, it underscores Dürer’s engraving and consequently his 

understanding of it.  

Although Schadow’s allegory of Melancholy pays homage to Dürer by maintaining 

several of the icons present in the original engraving, his work varies in important ways from its 

sixteenth-century counterpart.90  These differences alter the significance of Schadow’s allegory 

in comparison to Dürer’s, tailoring the image and its symbolic meaning to his accompanying 

poem in order to represent his nineteenth-century perspective on art and genius. 

A difference immediately recognizable between the engraving and the lithograph (aside 

from the different artistic media used to create the images) is that the former is rife with 

seemingly disparate objects, creating an overwhelming sense of disorder and chaos, while the 

latter is composed sparingly, to draw the eye directly to the centralized main character. Dürer’s 

image places Melancholy at the far right, forcing the eye towards the other objects in the 

engraving and subordinating the allegorical figure. Schadow’s focus, however, remains on the 

main figure, rather than a preponderance of auxiliary symbols. This more classical compositional 

style is also employed in his allegories Mignon and Der Genius der Poesie (1825) – it was the 

preferred style in allegories by artists throughout Schadow’s circle. 

The muscular physique of the allegorical figure is similar in both images, although 

Schadow’s Melancholy appears noticeably more bothered, even angry, with her dark and 

furrowed brows, when compared to Dürer’s more pensive character. The positioning of the body 

                                                 
88 Heinrich Cornelius Agrippa of Nettesheim, Three Books of Occult Philosophy, ed. and annotated by 

Donald Tyson with translation by James Freake (St. Paul, MN: Llewellyn, 2004), 189.  
 
89 Schuster and Völlnagel, 203. 
 
90 Another noticeable similarity between the two works is the size – Schadow’s lithograph is only slightly 

larger, 2.5 centimeters taller and only 0.2 centimeters wider than Dürer’s engraving. 
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is also mirrored – each version sits hunched over with the left knee supporting the corresponding 

arm, with which she rests her head. In Schadow’s lithograph, the index finger of her left hand 

points at her temple – perhaps, to her mind. In both depictions her hair is parted down the middle 

and draped freely over her shoulders. Adorning each head is a wreath, although these likely have 

divergent symbolism for the artists; while Dürer apparently incorporated it for its purifying 

qualities (an herbal garland was classically thought to be remedy for ill humors), Schadow may 

have associated it with the muses or as a Christian symbol of immortality.91 Missing from 

Schadow’s illustration are the angelic wings of Dürer’s Melancholy; a curious omission, given 

Schadow’s other Christianizing allegories and overall spiritual-artistic philosophy. Melancholy’s 

accompanying spirit, the so-called “genius” or “muse” of Greco-Roman mythology, also lacks its 

putto wings in Schadow’s picture. His Melancholy is human, lacking the divine virtue of Dürer’s 

angelic figure.92  

Schadow’s image, in general, portrays a stronger, more earthly version of Melancholy. 

Her countenance, though still sad, is more powerful, as is her relation to the few items the artist 

retained from Dürer’s original image. For example, the bell pictured at the right background of 

Dürer’s engraving appears as a stool beneath Melancholy’s feet in Schadow’s version. Symbolic 

of eternity, the bell’s position here suggests Melancholy’s dominance over it.  The genius, poised 

at the back left of Schadow’s lithograph, holds a skull (symbolic of death and the ephemeral 

nature of life) in his right hand while refueling a lamp with his left hand.93 Schadow’s poem 

indicates that the genius ensures the flame will not burn out, perhaps indicating that the artistic 

spirit never dies.   

The most crucial symbols in understanding Schadow’s representation of Melancholy, 

however, are those that are not borrowed from Dürer’s original engraving. For example, the little 

owl perched atop the globe at the right middle-ground of Schadow’s lithograph is nowhere in 

                                                 
91 Margaret Iverson and Stephen Melville, Writing Art History: Disciplinary Departures (Chicago: 

University of Chicago, 2010), 46; Alberto Ausoni, Music in Art, trans. Steven Sartorelli (Los Angeles: Getty 
Publications, 2009, 58.  Schadow accentuated the broad laurel leaves, as well as the Greco-Roman fashion of the 
wreath in a semi-circle; the leaves of Dürer’s wreath are noticeable smaller and form a complete circle. 

 
92 Schuster and Völlnagel, 206-7. The authors suggest that Dürer’s overall intent was to promote a 

“comforting” and “warning” image, “… urging the melancholic to be virtuous and to use his excellent intellect to 
overcome all obstacles on the path to divine perfection…” 

 
93 The skull is also present in Dürer’s engraving, where it appears on the stone polyhedron at the left 

middle-ground. 
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Dürer’s image, although another winged creature of night is – a bat in the left upper background, 

upon which he displays the title of the allegory, “MELENCOLIA.” For Dürer, the bat was not 

only a symbol of night and envy, but also a cure for melancholy.94 Schadow’s owl draws 

attention to the word “MALINCONIA” on the globe below it, unquestionably a nod to Dürer but 

with an Italian flair.  The little owl, which also appears in his accompanying poem, is a species 

associated with the Roman goddess Minerva. In the lithograph the owl is posed in front of a 

setting sun. Within this context it is likely that Schadow was referencing Hegel’s famed preface 

to Elements of the Philosophy of Right (1820): “A further word on the subject of issuing 

instructions on how the world ought to be: philosophy, at any rate always comes too late to 

perform this task … the owl of Minerva only begins its flight with the onset of dusk.”95 

Considering Hegel’s known distaste for the Düsseldorfer Malerschule, and Schadow’s work in 

particular, the image acts as a metaphorical retort by Schadow. Using Hegel’s own words against 

him by appropriating the owl into his artwork, Schadow suggests that only time will reveal the 

lasting value of the Düsseldorf style, not a philosopher’s criticism.   

Another significant icon that draws attention in Schadow’s allegory is the lute. While 

allegories often include depictions of musical instruments, Dürer’s engraving does not. Instead, 

mathematical instruments and alchemical tools pervade – most prominently, a compass is 

positioned in Melancholy’s right hand.  Not only was the compass a practical scientific tool, it 

was a symbol of reasoned thought and associated with Saturn, the planet aligned with 

melancholy.96 By placing the device unused in her hand, Dürer shows the desire to achieve a 

higher level of the soul – ratio – but the inability to do so. Although Schadow did incorporate the 

compass into his image, it is placed at the far right, on a placard below the globe, which displays 

the letters AST and MIA (most likely part of the word “ASTRONOMIA”). In this position the 

lone mathematical symbol that he recycled from Dürer’s engraving is relegated to a secondary 

role in comparison to the arts – symbolized by the musical instrument at Melancholy’s side.  

                                                 
94 In antiquity bats were boiled and served as a supposed cure to those suffering from melancholy. Hope B. 

Werness, The Continuum of Encyclopedia of Animals in Art (New York: Continuum, 2006), 32.  
 
95 Thom Brooks, Hegel’s Political Philosophy: A Systematic Reading of the Philosophy of Right, 2nd. ed. 

(Edinburgh: Edinburgh University Press, 2013), 146. 
 
96 For more on Saturn, melancholy, and the artistic temperament, see Rudolph and Mary Wittkover, Born 

under Saturn: The Character and Conduct of Artists: a Documented History from Antiquity to the French 
Revolution (New York: New York Review of Books, 2006).  
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In place of the compass Schadow placed dried flowers in Melancholy’s hand. This hand 

rests at her side, leaning against the broken lute. When seen together, the flowers and the unused 

musical instrument symbolize the fleeting pleasures of life, in accordance with the seventeenth-

century style of still-life vanitas paintings.97 While these icons represent “the inexorable passage 

of time” and life’s vanities, they also reflect the human ability to “overcome the anguish of 

death” through preserved memory in art.98  These emblems correspond to the second quatrain 

and second tercet of Schadow’s sonnet, in which the speaker considers “humanity’s sinful ways” 

and urges readers to ponder their own vanity and eventual judgment. This joint artwork of image 

and word is moralizing in tone, manifesting Schadow’s Nazarene ideals and the style of vanitas.  

As in Dürer’s allegory, Schadow’s Melancholy represents imaginatio – the genius of 

artistic talents. Rather than seat her with an artist’s easel or paintbrush, or a writing tablet to 

symbolize poetry,99 Schadow pictured her with the lute – after all, this is a visualized sonnet, a 

“little song.” Because the lute is broken, Melancholy is unable to act, as in Dürer’s original. The 

instrument’s presence and positioning, however, evidences a crucial difference when compared 

to Dürer’s work: here, imagination (art, in all its forms) is not a lower level of genius when 

compared to the rational. The third stanza of the poem might suggest Schadow’s intent – like 

Dürer, to encourage virtue, but through artistic (rather than rational) pursuits. To do so, he chose 

the lute to represent all the arts – a choice that speaks to the importance of music in the artist’s 

mind and presumably in that of his audience.  

Schadow acted as mentor to an entire generation of artists in Düsseldorf, in his roles as 

both Academy director and as private instructor. The systematic pedagogical approach he 

developed was ironically similar to the very neoclassical strictures that he sought to escape while 

in Rome. While not all the Düsseldorf artists agreed with his methods, his influence was 

indisputable – students and colleagues either followed in his footsteps or deliberately forged new 

                                                 
97 Ausoni, 56. Vanitas is an iconographic concept that expresses “the fleeting nature of human experience 

and the things of this world.” Musical instruments and sheet music abound as symbols earthly pleasure in vanitas 
paintings. 

 
98 Ibid. 
 
99 In Schadow’s aforementioned allegory of poetry, Der Genius der Poesie, he pictured an angel with a 

writing tablet. 
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paths to avoid the Nazarene style. Among those who carried on Schadow’s signature allegories 

and large-scale historical treatments were his students Christian Köhler and Eduard Bendemann.   

Christian Köhler (1809-1861) enrolled at the Düsseldorf Academy in 1826 having 

followed Schadow from the Berlin Academy. Trained in the Nazarene style, Köhler typically 

emulated the coloration and forms used by Italian Renaissance painters. Although he was widely 

known for his portraits, including one of his friend the musician Ferdinand Hiller, some of 

Köhler’s most lasting pieces are monumental historical treatments and allegories.100 In 1855 he 

took up a position teaching painting and Classical styles at the art academy, where he remained 

until retirement in 1859. He was also an active member of the Malkasten until his death in 1861. 

Employing the “restrained expression” of Leonardo and Raphael, Köhler painted Die 

Musik in 1837. 101 The portrait-sized image is a more typical example of allegory from the 

Düsseldorfer Malerschule than is Schadow’s Sonett, focusing only on the main figure that 

symbolizes genius within the female form. While numerous allegories contain musical 

instruments – for example, nearly all allegories of poetry contain harps or lyres – Köhler’s Die 

Musik is one of the rare examples in which the art of music itself is the subject.102   

The young woman, Music, sits posed with a string instrument that resembles a psaltery. 

As an instrument associated with both Antiquity and the Bible, the psaltery was an ideal choice 

for Köhler’s allegory. Elegantly dressed in luxurious fabrics, Music wears the laurel wreath 

typical in depictions of the muses and, once again, symbolic of eternity. She holds the psaltery 

on her right side, stabilizing it with one hand and lightly resting her fingers atop the strings with 

the other. Looking coyly towards her left, with her mouth slightly open, she appears to have just 

stopped singing, as if interrupted. In the distance a rocky hill and dense forest may be seen; the 

inclusion of an abbreviated landscape was modeled after the High Renaissance style.103 A similar 

                                                 
100 Moritz Blanckardts, “Köhler, Christian,” Allgemeine Deutsche Biographie 16 (1882): 438-39.  
 
101 Kalnein, 375-76. See this volume for a photo of the work. Oil/Canvas. 71.2 x 54.5 cm. Ludwig 

Schreiner, Langenhagen (as of 1979).    
 
102 Another example of a musical allegory is a color lithograph by Peter Joseph Molitor (1821-1898) of the 

patron saint of music, St. Caecilia, featured in the Deutsches Künstler-Album 3 (Düsseldorf: Breidenbach & Co., 
1870), 23r.  Molitor studied with Schadow at the Düsseldorf Academy of Art and was also a member of the 
Malkasten. For a brief biography, see Christine Klaus, “Biographie Peter Joseph Molitor (1821-1898),” 
http://www.arenberg-info.de/Kirche/htm/P-J-Molitor.htm (accessed 2 December 2013). 

 
103Kalnein, 376. 
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treatment in the Nazarene ideal is also evident in his depiction of the poetic muse (Die Poesie, 

1838), prominently featuring a golden lyre.104  

One of the most frequently reproduced of Köhler’s paintings is Mirjams Lobgesang bei 

dem Zuge der Juden durch das rote Meer (see fig. 2.4), which was destroyed in Cologne during 

an air raid in 1943.105 Typical of the Nazarene style, the large painting examined an Old 

Testament scene and was encased in an ornate frame.  

 
 

        
 

Figure 2.4 Photo of Mirjams Lobgesang by Christian Köhler, 1836, oil/canvas, 169 x 199 cm. 
Photo: © Rheinisches Bildarchiv Köln, rba_mf031901.106 

 
 

 

                                                 
104A brief entry as well as a color plate on this painting may be seen in Die Düsseldorfer Malerschule: und 

ihre internationale Ausstrahlung 1819-1918, vol. 2: Katalog, ed. Bettina Baumgärtel (Petersberg, Germany: Michael 
Imhof, 2011), 92-3. Another monumental work by Köhler, the oil painting measured 195.5 x 135 cm. 

  
105 “Mirjams Lobgesang,” Bildarchiv Foto Marburg, http://www.bildindex.de/obj00041421.html#|3 

(accessed 8 July 2013). At the time it was destroyed, the painting resided at the Wallraf-Richartz-Museum – 
Foundation Corboud.  

 
106 Photo of “Mirjams Lobgesang” courtesy of Rheinisches Bildarchiv/Kulturelles Erbe Köln, 

http://www.kulturelles-erbe-koeln.de/documents/obj/00041421 (accessed 8 July 2013).  
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Köhler took its subject from Exodus 15:20-21, Miriam’s “Song of Praise”: 
 

 

20 Then Miriam the prophet, Aaron’s sister, took a timbrel in her hand, and all the women 
followed her, with timbrels and dancing. 21 Miriam sang to them: 

“Sing to the LORD, 
    for he is highly exalted. 
Both horse and driver 
    he has hurled into the sea.” 

 
 

The prophetess is positioned at the center of the painting and highlighted by the extended 

arch in the frame above her. She towers over the other female figures in the foreground of the 

picture, wearing an elaborate printed dress with a cross-like pattern that stands out among the 

other solid colored dresses. In the right-hand background Moses stands with his hand and staff 

raised, watching as the waters of the Red Sea rush over the Pharaoh’s army. Many of the newly 

liberated Israelites look back on the spectacle, while Miriam leads a group of women in musical 

celebration. She plays a timbrel and sings, while others play the harp and cymbals; a man at the 

bottom left also blows a trumpet. Köhler emphasized the energy of the moment in the women’s 

movement – the active positioning of the arms and legs, as well as the drapery of their 

garments.107 Shining diagonally from the left-hand side of the upper arch, a divine light beams 

down from heaven onto Miriam’s shoulder, a symbolic device in art dating back to the Middle 

Ages.  

In his 1902 history of Düsseldorf art of the nineteenth century, Friedrich Schaarschmidt 

noted that Mirjams Lobgesang was a prime example of work from Schadow’s school.  He further 

complimented Köhler’s technique and stated that the painting’s “successful expression of 

religious enthusiasm cannot be denied.”108 The momentum of the women dancing as they play 

numerous percussion instruments unquestionably guides this enthusiastic sensibility, as Köhler 

relegated all other figures to the background. Rather than capitalizing on the dramatic collapse of 
                                                 

107 Similar treatment is seen in French artist Eugène Delacroix’s famous painting Liberty Leading the 
People (1830). 
 

108 Friedrich Schaarschmidt, Zur Geschichte der Düsseldorfer Kunst insbesondere im xix. Jahrhundert 
(Düsseldorf: Kunstvereins für die Rheinlande und Westfalen, 1902), 81: “der gelungene Ausdruck der religiösen 
Begeisterung nicht abzusprechen ist.” 
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the Red Sea or Moses’s exhortations, the artist’s depiction of the women rejoicing in song gives 

the image its power. 

The same year that Köhler enrolled at the Academy, so did his colleague and fellow 

student of Schadow, Eduard Julius Friedrich Bendemann (1811-1889). Bendemann moved to 

Düsseldorf at barely sixteen years old to study at the Academy, where he developed a close 

relationship with his teacher; they remained friends throughout his life and even became 

brothers-in-law in 1838, when Bendemann married Schadow’s sister, Lida. Although his career 

would take him to Dresden to lead their academy of art that same year, he returned to Düsseldorf 

to take his professor’s place as academy director in 1859 – a position he held for eight years. As 

a senior member of the Academy and long-time member of the Malkasten, Bendemann sustained 

a strong presence as both a teacher and a leader in the artistic community of Düsseldorf, as well 

as the Rhine in general. 

While still under Schadow’s wing, Bendemann traveled to Rome to learn the style of the 

Guild of St. Luke (November 1829 – April 1831), absorbing the techniques of Raphael and 

Michelangelo. Not long after his return to Düsseldorf, Bendemann converted from Judaism to 

Christianity.109 Although he followed the Nazarene ideal of painting topics based on the Bible, 

his heritage showed in his preference for scenes from the Old Testament. His most famous works 

include two monumental paintings of scenes from after the fall of Jerusalem, both composed 

within the first few years after his return from Rome: Gefangene Juden in Babylon (1832),110 

based on Psalm 137 (see fig. 2.5), and Jeremias auf den Trümmern Jerusalems (1834-35), a 

depiction of the prophet Jeremiah outside the fallen gates of the holy city.111 The former painting 

remains the most memorable of Bendemann’s output, having been reproduced numerous times  

                                                 
109 Gilya Gerda Schmidt, The Art and Artists of the Fifth Zionist Congress, 1901: Heralds of a New Age 

(Syracuse: Syracuse University Press, 2003), 35. 
 
110 This painting is also frequently called Die trauendern Juden im Exil, although the artist expressly 

wished that it not be referred to as such. Bettina Baumgärtel, “Gefangene Juden in Babylon – Eduard Bendemann 
und die Folgen,” in Die Düsseldorfer Malerschule: und ihre internationale Ausstrahlung 1819-1918, vol. 2, ed. 
Bettina Baumgärtel (Petersberg, Germany: Michael Imhof, 2011), 164. 

 
111 Crown Prince Friedrich Wilhelm IV of Prussia commissioned Jeremiah upon the Ruins of Jerusalem. 

He had originally requested a copy of Bendemann’s earlier painting, Gefangene Juden in Babylon, but the artist 
suggested a new work based on a similar theme. The resulting work was destroyed at the Hamburg Leineschloss in a 
British aerial bombing during World War II. See Christian Scholl, “Jeremias auf den Trümmern Jerusalems,” in Vor 
den Gemälden Eduard Bendemann zeichnet, ed. Christian Scholl and Anne Katrin-Sors (Göttingen: University of 
Göttingen, 2012), 81-86.  
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Figure 2.5 Eduard Bendemann, Gefangene Juden in Babylon, 1832, oil/canvas, 183 x 280 cm, 
Wallraf-Richartz-Museum – Foundation Corboud, Cologne. 
 
 
by the artist during his lifetime, and is consistently featured in modern scholarly literature among 

the enduring artworks of the Düsseldorfer Malerschule.112  

Holding closely to the Nazarene style, in which history paintings typically focused on a 

moment of speech, contemplation, or teaching,113 Bendemann’s image evokes the plaintive text 

of Psalm 137 and the figures’ “remembrance” of Zion, creating an ekphrastic interpretation of 

the song:  

 
 
1 By the waters of Babylon we sat and wept 
    when we remembered Zion. 
2 There on the poplars 
    we hung our harps, 
3 for there our captors asked us for songs, 

                                                 
112 The painting is given substantial attention in all significant sources on the Düsseldorf School, including 

Wend von Kalnein, ed., Die Düsseldorfer Malerschule: Führer zur Ausstellung (Mainz: Philipp von Zabern, 1979); 
Wolfgang Hütt, Die Düsseldorfer Malerschule:1819-1869 (Leipzig: E.A. Seeman, 1995); and Die Düsseldorfer 
Malerschule: und ihre internationale Ausstrahlung 1819-1918, vol. 2, ed. Bettina Baumgärtel (Petersberg, 
Germany: Michael Imhof, 2011). 

 
113 Grewe, Painting the Sacred in the Age of Romanticism, 32. 
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    our tormentors demanded songs of joy; 
    they said, “Sing us one of the songs of Zion!” 
4 How can we sing the songs of the LORD 
    while in a foreign land? 
5 If I forget you, Jerusalem, 
    may my right hand forget its skill. 
6 May my tongue cling to the roof of my mouth 
    if I do not remember you, 
if I do not consider Jerusalem 
    my highest joy. 
7 Remember, LORD, what the Edomites did 
    on the day Jerusalem fell. 
“Tear it down,” they cried, 
    “tear it down to its foundations!” 
8 Daughter Babylon, doomed to destruction, 
    happy is the one who repays you 
    according to what you have done to us. 
9 Happy is the one who seizes your infants 
    and dashes them against the rocks. 

 
 
The connection of Bendemann’s work to the Psalm is magnified by the painting’s golden frame, 

which surrounds the enormous canvas and emblazons the first lines of the text: “By the waters of 

Babylon we sat and wept/when we remembered Zion.”  

The power of this text lies in its ability to transcend time, allowing any reader to associate 

Babylon with the concept of spiritual oppression; for this reason Psalm 137 has resonated 

throughout history with those who feel marginalized or alienated due to their religion.114 

Considering Bendemann’s complex spiritual identity and his own experiences of anti-Semitism 

and religious hegemony, the subject surely meant a great deal to him.115 It seems no coincidence 

that Bendemann painted Gefangene Juden in Babylon the same year as his conversion to 

Christianity. 

Bendemann’s illustration of Psalm 137 is striking because it not only captures the pathos 

of the characters but also the literary details of the text, which he expounds upon through 

                                                 
114 Hannibal Hamlin, Psalm Culture and Early Modern English Literature (Cambridge: Cambridge 

University Press, 2004), 219. 
 
115 For more on Bendemann’s career in light of his religious background, see Schmidt, 32-38. Schmidt 

suspects that Bendemann, like many other Jewish artists and musicians of his time, converted to Christianity in order 
to assimilate and/or further his career. In addition to Schmidt’s commentary, it may be noted that Bendemann’s 
feelings of marginalization may have been compounded after his conversion to Protestantism – in Düsseldorf he 
would have been in the religious minority among the Catholics of the Rhine province.  
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symbolism. Representing all exiled Jews, a family sits before the landscape of their captors’ city 

of Babylon. With the banks of the Euphrates River behind them,116 each figure grieves in his or 

her own, individual way. The young girls at the right exhibit different types of sadness: with her 

eyes cast down, the one at far right appears distant and weary; the other is so overcome that she 

hides her weeping face on her father’s knee. The mother at left resentfully gazes ahead with her 

child in arm; although she is reminiscent of the Madonna cradling Jesus in color and form, this 

mother’s determined visage foreshadows the vengeful and violent final lines of the Psalm.117 The 

elder of the group, the patriarch of this troubled family, sits despondently at the center of the 

picture beneath a poplar tree, as indicated in the first stanza of text.118 Although a chain drapes 

from his right hand as a marker of his captivity, it is his harp – a symbol of hope119– that 

Bendemann featured most prominently at the center of the painting.  

As the mother in Bendemann’s painting correlates to the third stanza of the psalm, the 

father’s portrayal links to the second. As Hannibal Hamlin has noted, “The psalmist’s anxiety 

about the loss of memory is at the heart of Psalm 137, and the source of this danger is the forced 

exile of the psalmist and his people from their true home.”120 The second stanza taps into the 

core of this fear, as the psalmist explains how he would rather lose the power of music and 

speech than lose touch with his homeland, i.e., than forget Jerusalem. Paradoxically, he is 

already unable to remember Zion musically, as the exiles will not sing songs for their captors’ 

enjoyment.   

                                                 
116 Bettina Baumgärtel, “Gefangene Juden in Babylon,” in Die Düsseldorfer Malerschule: und ihre 

internationale Ausstrahlung 1819-1918, vol. 2: Katalog, ed. Bettina Baumgärtel (Petersberg, Germany: Michael 
Imhof, 2011)164. While Baumgärtel reads this as the Euphrates, it might be the Tigris or any of the other tributary 
waters in the area.    

 
117 For a detailed view of the mother’s countenance, see Bendemann’s study of her face in Baumgärtel, 165. 

The model for this figure was an Italian woman, Francesca Primavera, of whom Bendemann did a portrait study 
while in Rome; Guido Krey, Gefühl und Geschichte: Eduard Bendemann (1811-1889); eine Studie zur 
Historienmalerei der Düsseldorfer Malerschule (Weimar: Verlag und Datenbank für Geisteswissenschaften, 2003), 
99. 

 
118 In Luther’s German translation, the trees in Hebrew (aravim) are translated as willows (Weiden) rather 

than poplars. Today, scholars generally consider this translation faulty and consider the populus euphratica 
(Euphrates Poplar), a genus indigenous to the Middle East that often grows near water, to be the actual tree in the 
psalm. See John Launer, “Secrets of the Willow,” QJ Med 98, no. 2 (2005): 157-8.  

 
119 Baumgärtel, 164. 
 
120 Hamlin, 240. 
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Perhaps the great irony of Bendemann’s painting is that it depicts a song that cannot be 

sung. The exiles are immobilized and silent; the two instruments, a lyre and psaltery, cannot be 

played. In a noticeable departure from the psalm text, however, the artist did not place the harp 

on the poplar branches. Rather, he placed this musical symbol of hope in the hands of the 

psalmist. In doing so, he reinforces the father’s power to play and his choice not to – he literally 

holds onto hope as he silently protests his captivity.  

Art historian Guido Krey has offered an alternative reading of this painting in his 

dissertation on Bendemann, suggesting that the subject was not the pain of alienation or exile, 

but rather an allegory for the tensions between Judaism and Christianity.121 Krey notes a variety 

of religious symbolism, including the central “vine” as representative of the Eucharist and the 

woman at left as indicative of the Madonna, towards whom the “prophet” at center looks. Central 

to his reading is the young woman at the far right, whom he interprets as signifying Synagoga – 

an allegorical representation of Judaism dating back to the Middle Ages. This reading supports 

Krey’s assertion that the artist should not be viewed as a Jewish painter but as one expressing a 

nondenominational viewpoint within the context of salvation history.122 

Krey’s interpretation solidifies Bendemann’s place among Schadow’s circle as a 

torchbearer of the Nazarene tradition, although it may stretch the allegorical content of the work 

too thin. Although the girl at the far right looks downward, as portrayals of Synagoga often do, 

she lacks her other traditional attributes, such as a broken spear or Torah scrolls; instead, she 

clutches a psaltery. She is also missing her crucial counterpart – the allegorical figure of 

Ecclesia, who represents Christianity. The young girl crying on her father’s knee can hardly be 

described as an exultant and queenly Ecclesia, and she does not hold any of the distinguishing 

markers – chalice, spear, or crown. Synagoga, a symbol of Judaism relative to Christianity, is 

generally only understood in relationship to the other, triumphant figure of Ecclesia.123  

Other portions of Krey’s analysis may be argued, including his estimation of the mother 

at left. Her depiction fails to embody the Marian ideal of peace and forgiveness, due to her bitter 

countenance. The “prophet” at center, as well, may be looking towards this figure in anticipation 
                                                 

121 Krey, 109.  
 
122 Ibid., 107-11.  
 
123 For more on the history of Synagoga and Ecclesia, see Nina Rowe, The Jew, the Cathedral, and the 

Medieval City: Synagoga and Ecclesia in the Thirteenth Century (New York: Cambridge University Press, 2011).  
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of the fall of Babylon rather than of the emergence of Christianity.  Finally, while the poplar tree 

contains symbolic meaning, it is unlikely to refer to the Eucharist;124 it refers to strength of Israel 

and its descendants: “They will spring up like grass in a meadow, like poplar trees by flowing 

streams.”125 One might argue that by placing this icon at the center of the image, the artist 

focused on the reconciliation of Judaism and Christianity, rather than tensions between them. 

Krey also fails to discuss of the prominent musical imagery, which seems to be of great overall 

significance to the message of Bendemann’s work.126 

 Bendemann also painted allegories, including Zwei Mädchen am Brunnen in 1833 (see 

fig. 2.6). Originally commissioned by the Kunstverein für die Rheinlande und Westphalen, the 

work was raffled off to one of its members and remained in private collections for over one 

hundred years. First loaned to the Düsseldorf Kunstmuseum in 1974, it became a permanent gift 

to the collection in 1981.127 Krey has identified the painting as Bendemann’s first independent 

work, ranging away from biblical subjects and also painted far from the Düsseldorf Academy of 

Art. At the time, Bendemann had returned to Berlin to be close to his parents, negotiate the sale 

of Jeremias to the Prussian crown prince, and possibly enlist in the military.128 

This painting is significant to this study not only for its prominent musical iconography, 

but also for its models. The two young women whom Bendemann used as models, Fanny and  

Rebecka Mendelssohn, were family friends of the artist, who was also close to their famous 

brother, Felix Mendelssohn. Mendelssohn, who had likely first met Bendemann in Italy with 

Schadow three years earlier, had only recently directed the Lower Rhine Music Festival in  

                                                 
124 Typical symbols for the Eucharist include grapes, wheat, manna, and a basket of bread and fish. 

Gertrude Grace Still, A Handbook of Symbols in Christian Art (New York: Touchstone, 1975), 43.  
 
125 Isaiah 44:4.  
 
126 Although no performance is known by this author to have taken place at the Malkasten, Bendemann’s 

two paintings, Jeremias auf den Trümmern Jerusalems and Gefangene Juden im Exil, directly inspired Franz Liszt’s 
1859 cantata setting of Psalm 137. August Göllerich, Franz Liszt (Berlin: Marquardt, 1908), 170, quotes Liszt: “Den 
137. Psalm ‘An den Ufern von Babylon’ hörte ich in Leipzig von Hiller komponiert. Er gefiel mir gar nicht, und ich 
sagte zu Fraülein Genast: ‘den werde ich für Sie komponieren.’ Zwei Bilder: ‘Jeremias’ und ‘Die trauernden Juden’, 
die mir die Frau Fürstin schenkte – sie sind von einem Düsseldorfer Maler Bendemann, der in Dresden als Direktor 
der Akademie gestorben ist – regten mich dazu an. Den schauerlichen Schluß des Textes voll Hasses und voll 
Rache, wollte ich nicht komponieren, sondern nur der Sehnsucht nach Hause Ausdruck geben.” 

 
127 Krey, 119.  
 
128 Ibid., 118-19.  
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Figure 2.6 Eduard Bendemann, Zwei Mädchen am Brunnen, 1833, oil/canvas, 131 x 183 cm, 
Stiftung Museum Kunstpalast, Düsseldorf.  

 
 

Düsseldorf that spring. By October he would be engaged as the city’s music director. His sisters, 

however, both lived in Berlin and had heard of the well-known circle of Düsseldorf artists.129 

Although Bendemann counted numerous musicians amongst his friends, including Robert and 

Clara Schumann, Johannes Brahms, and the violinist Joseph Joachim,130 Mendelssohn was also a 

colleague. They worked together on the production of lebende Bilder with Karl Immermann, 

combining their arts for the amusement of King Frederick the Great of Prussia during his visit to 

Düsseldorf in 1833. Krey has noted that Bendemann’s interests in music and theater increased 

significantly through his friendships with Mendelssohn and Immermann.131 

Painted in the cinquecento style and based on the Arcadian theme of harmony with 

nature, Zwei Mädchen am Brunnen (Two Girls at the Fountain) also embodies the aesthetics of 

the Düsseldorfer Malerschule.132 This includes the presence of numerous musical images and 

ideas. Most obviously, the dark-haired girl at left holds at her right side a lute that rests on a 

                                                 
129 Ibid., 121. 
  
130 Ibid., 46. 

 
131 Ibid. 31-32.  
 
132 Ibid., 120.  
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sandy mound. The other music-makers in the painting are less clear because they are not 

traditional instruments – rather, they represent the sounds of nature and its own music. These are 

the sources of moving water in the image, flanking the central figures: a body of water at left and 

the titular fountain at right. The extended perspective at the left implies not only a vast landscape 

but a large, moving body of water – perhaps a river, lake, or bay. The fountain also suggests the 

sound of flowing water, with its three-leveled terrace evoking a calm and slow trickle. This 

relationship between instrumental sounds and environmental sounds underscores the harmony of 

man and nature in this Arcadian scene: 

  
 
The defining moment in this locus amoenus is achieved by the combination of water and 
music. The sensory appeal of flowing, rippling and overflowing waters stands next to the 
musical art sound in a comparative relationship. Although the lute that the girl holds does 
not make music, the stylized circular sleeves of her petticoat suggests a case for sound 
reflection. Even the facial expressions and gestures of the figures can be understood as a 
response to the acoustic stimuli of the image.133 
 
 
Krey’s detailed analysis of the painting goes on to explain that although there is no actual 

music being made in the scene – the dark-haired girl doesn’t play her lute, and there is no written 

music present in image – the girls’ gestures indicate a moment of synaesthesia,134 in which the 

sensory aspects of their surroundings (i.e., the sound of the water) are processed and experienced 

as music. Furthermore, if the viewer sees the girl as picking up her lute, the moment captured 

might be the precursor to a song inspired by the sounds of nature.135 Krey also addresses the 

question of whether or not the painting itself might carry a musical effect, positively arguing that 

Bendemann’s own biography indicates a preoccupation with the connection of visual art and 

                                                 
133 Ibid., 125. Locus amoenus, or “pleasant place,” is a literary term associated with paradise that usually 

requires the presence of trees, grass, and water. “Sein bestimmendes Moment erhält dieser locus amoenus dabei aus 
der Verbindung von Wasser und Musik. Der sensorische Reiz des fliessenden, plätschernden und überlaufenden 
Wassers steht zum musikalischen Kunstlaut in einer vergleichenden Beziehung. Zwar musiziert das die Laute 
haltende Mädchen nicht, aber der kreisförmig stilisierte Aermel ihres Unterkleides suggeriert einen Klangwiderfall. 
Auch die Mimik und Gestik der Bildfiguren kann als eine Reaktion auf die akustischen Reize des Bildes verstanden 
werden.” 

 
134 Ibid., 127.  
 
135 Ibid., 134.  
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music.136  This is supported further in Bendemann’s own artistic output, with numerous friezes, 

arabesques, paintings, and sketches featuring musical iconography.137 

Schadow’s circle clearly considered music an important aspect of art and culture, 

incorporating instruments as symbols of literature and poetry, ephemera, religious fervor, and 

artistic genius. Part of the lasting impression these works offer is the overall power of music and 

its ability to resonate beyond the auditory domain. For another set of Düsseldorf artists, however, 

the import of musical imagery was found not in its power but in its universality and social 

significance.   

 
Genres: Social Criticism, Comedy, and Romanticism 

 
 During the Golden Age of the Düsseldorf Academy the idiom of genre painting 

developed into a completely new branch of the Düsseldorfer Malerschule’s oeuvre. A style 

considered inferior by the elder professors of the academy, most notably Schadow himself, genre 

images eschewed the archaism of the Guild of St. Luke. More intimate in size and scope, the 

genre painter’s subject focused on contemporary scenes of everyday life and everyday people 

instead of on monumental historical scenes and allegories. An aspect that remains constant in 

both styles, however, is the presence of music and music-making.  

      Artists Johann Peter Hasenclever (1810-1853) and Adolf Schroedter (1805-1875) were 

two of the strongest early proponents of the genre painting movement, which held social 

criticism at its core.138 They first experimented with the style in Berlin, where they studied 

before following Schadow to Düsseldorf, modeling their works after the Baroque genre paintings 

of Adriaen van Ostade (1610-1685).139 Typical subjects of van Ostade’s paintings included busy 

village gatherings (Kermiss) and, in his later works, more subdued portraits of the peasant class. 

Musicians were frequently depicted in these scenes, sometimes individually, as in The Violinist 

(fig. 2.7), and sometimes in groups, as in Village Musicians (fig. 2.8). 

                                                 
136 Ibid.  
 
137 In addition to Krey’s dissertation, see Christian Scholl and Anne-Katrin Sors, eds., Vor den Gemälden: 

Eduard Bendemann zeichnet (Göttingen: Universitätsverlag Göttingen, 2012) for an extensive view of Bendemann’s 
output. 

 
138 Ute Ricke-Immel, “Die Düsseldorfer Genremalerei,” in Die Düsseldorfer Malerschule, ed. Wend von 

Kalnein (Mainz: Philipp von Zabern, 1979), 154. 
 
139 Ibid., 152. 
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Figure 2.7 Adriaen van Ostade, The Violinist, Figure 2.8 Adriaen van Ostade,  
1673,  oil/panel, 45 x 42 cm, Royal Picture  Village Musicians, 1645, oil/panel,  
Gallery – The Mauritshuis, The Hague,  39 x 31cm, Hermitage Museum, St.  
Netherlands.      Petersburg, Russia. 
       
 
Hasenclever was only seventeen when he entered the academy in Düsseldorf, and he abandoned 

his studies within two years, likely due to pressures from Schadow and his desire to work on 

subjects that represented contemporary life. He returned to classes in 1836, however, to study 

Dutch seventeenth-century painting with Theodor Hildebrandt. His penchant for the style and his 

social awareness allowed him to grow as an artist, laying the foundation for his later successes in 

Munich and Berlin. Returning to Düsseldorf in 1843 as a formidable and well-known artist, 

Hasenclever used his talents to create socially and artistically critical works, many of which were 

marketed to the middle-class public. His drawings for the Düsseldorfer Monathefte were among 

the most recognizable humorous satires and parodies of the pre-March era. Considering his 

revolutionary spirit, it is no surprise that he was also one of the founding members of the 

Malkasten in 1848.    

The varied works of Hasenclever’s catalogue often include depictions of music-making 

as part of German social life. One of the most significant works in his oeuvre is Musikalische 

http://upload.wikimedia.org/wikipedia/commons/d/d8/Adriaen_van_Ostade_008.jpg
http://upload.wikimedia.org/wikipedia/commons/a/a0/Adriaen_van_Ostade_-_Village_Musicians_-_WGA16724.jpg
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Abendunterhaltung (1850), a genre painting that criticizes bourgeois culture of the Rhineland 

and power relations with the Prussian military (fig. 2.9).140  

 
 

 

 
Figure 2.9 Johann Peter Hasenclever, study for Musikalische Abendunterhaltung, 1850, 
oil/canvas, 33 x 47 cm, Wallraf-Richartz-Museum, Cologne.141

  
 
 
Hasenclever’s musical gathering offers a subtle yet scathing satire of the “lamentations of the 

bourgeoisie,” who criticized the “imposing constitution” and “misdeeds” of the Prussian military 

while simultaneously hosting and flattering them at parties.142 The festive salon is decorated in 

lush fabrics and large portrait paintings, suggesting the wealth of the home owner. The guests, 

dressed in lavish attire, echo a similar social status. The landlord, portly in stature but elegantly 

dressed, proudly sits in front of the singer, likely his wife or daughter. She positions herself 

leaning forward, music raised high to her face, yet she seems to gaze directly at the figure 

standing next to the homeowner – a military man, dressed in his uniform. His placement at center 

of the painting indicates his importance at the party. With tea and cookies in hand, he seems to 

be the only person in the room listening to the singer. Hasenclever suggests that the musical 

                                                 
140 Hanna Gagel, “Die Düsseldorfer Malerschule in der politischen Situation des Vormärz und 1848,” in 

Die Düsseldorfer Malerschule, ed. Wend von Kalnein (Mainz: Philipp von Zabern, 1979), 84-85. 
 
141 Original painting located at Staatliche Schlösser und Gärten, Potsdam, Sanssouci. 
 
142 Gagel, 85. “Hasenclever entlarvt mit dieser satirischen Darstellung die Wehklagen des Besitzbürgertums 

über die oktroyierte Verfassung und die Untaten des Militärs als geheuchelt und zeigt dessen tatsächliche 
Aussöhnung mit den weiterbestehenden feudalen Machtverhältnissen.” 
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performance is only an excuse for the gathering’s true purpose of social and political 

maneuvering. Only upon close inspection does one even notice a second singer, relegated to a 

position behind the piano. The implication is that the piece being sung is a duet, although no one 

seems to see him. The second singer may be considered analogous to the presence of music at 

the party – necessary, yet unnoticed. 

Lithographs popular in book printing of the era provided the wide-spread publication and 

dissemination of similar types of genre images. Idealized characters and romantic landscapes 

were seen with equal frequency alongside satiric comics, which found a particular forum in the 

middle-class serial magazines and journals that not only circulated in Düsseldorf but were part of 

the Malkasten’s library. The Düsseldorfer Monathefte and the Deutsches Künstler-Album were 

two publications that showcased comedy, often in order to mock the government or bourgeois 

culture in general. As a significant component of creating the air of high social status, art music 

was parodied in these serials.  

An excellent example of musical satire may be seen in the 1858 issue of the Düsseldorfer 

Monathefte, in which a woman commands her daughter to sing as a man of stature enters their 

home (fig. 2.10). The unsigned lithograph portrays the young lady sitting at a piano, mouth open 

wide and fingers posed above the keys, as if already mid-song. Her mother (or perhaps, a 

maternal figure), hovers next to her, gesturing with her hand close to her face as if she speaks in 

a whisper. Both are dressed finely; their home, supplied not only with piano but also sculptures, 

rug, and drapes, indicates a modicum of wealth. Entering the salon is the man of stature – he 

holds a top-hat in his hand and adjusts his collar with the other. He is clearly older than the 

young woman at the piano and has a rather smarmy countenance. Below the image is a single 

line of text, which transforms the somewhat innocuous image into a comedy: “Quickly 

Josephine, [sing] the high A, the baron is coming!!!” Without this bit of humor, the image might 

be interpreted differently – young Josephine might simply be thought of as a young woman in 

the midst of a music lesson, with her father entering the room. Instead, the words mock the 

pursuit of music for the purpose of impressing other people – especially sought-after suitors. 

Increasing the humor of this particular scene is the combination of this suitor’s meager title 

(baron is the lowest noble rank in Germany) and his less-than sophisticated appearance. 
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Figure 2.10 Anonymous, Geschwinde Josephine, das hohe A, der Herr Baron kommt!!!, 1858, 
lithograph, 23 x 17 cm.143 

 
  

 An earlier example from the same publication parodies the role of women in professional 

music-making. The chauvinistic image negatively suggests that women might soon appear in the 

concert hall as well as the salon (fig. 2.11). This “Women’s Concert a la Strauss” depicts a hall 

filled with a female orchestra, crowded together in their elaborate dresses and feathered 

headpieces. The conductor at the center of the lithograph is perhaps most comical, with her baton 

pointed at the ceiling and scores strewn at her feet; the image indicates that the leader of this 

group is unfit for the position and is more concerned with her attire.144
 Potentially taking the 

works of Viennese composer Johann Strauss II as its point of departure, the title seems to  

 

                                                 
143 Düsseldorfer Monathefte 11, no. 33 (Düsseldorf: Elkan, 1858): 10r. Digitized edition, Düsseldorf: 

Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-329. The page number is based on leaves in a 
single issue rather than printed numerals, as only printed pages of text are numbered (consecutively throughout the 
year’s volume). 
 

144 The conductor’s position facing away from the ensemble might also seem unusual today, but Carl Maria 
von Weber had set a precedent for this practice as early as 1826. See Elliott W. Galkin, A History of Orchestral 
Conducting in Theory and Practice (New York: Pendragon Press, 1988), 491.  
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Figure 2.11 Anonymous, Matinée musicale: Damen-Conzert a la Strauss, 1853, lithograph, 13 x 
17 cm.145  
 
 
imply that women are only fit to play “light music,” such as the waltzes and other dance music 

that Strauss was famous for composing. This shows early criticism of Strauss’s works as lacking 

in substance and virility.  

Interestingly, Strauss later came under press scrutiny during the 1860s and 1870s for his 

all-female operettas and his collaboration with Marie Geistinger at the Theater an der Wien. 

Geistinger was lambasted in similar cartoon depictions and news reports for her leadership role, 

despite the great success of the theater during her six-year run (1869-1875) as its co-director with 

Maximilian Steiner.146 Outside of theater and concert artists, professional positions for female 

musicians were virtually nonexistent in the late-nineteenth century. This included a non-

admittance policy for women in the esteemed Vienna Philharmonic, which was repealed after 

heated debates in 1997 – over one hundred years after Geistinger’s employment at the Theater an 

der Wien. 

                                                 
145 “Matinée musicale: Damen-Conzert a la Strauss,” Düsseldorfer Monathefte, first half of February 1853, 

4v. Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-329. Although 
the lithograph is unsigned, a list of artists is provided on the frontispiece of the volume – nearly all are Malkasteners. 
Whether or not the date displayed in the background, January 1853, may have significance is unknown. Several 
premiere performances of Strauss’s dance music occurred in that month in Vienna at the Sperl Ballroom and 
Sophiensaal – both halls have wood floors and candelabra chandeliers, as in the lithograph.    

 
146 Camille Crittenden, Johann Strauss and Vienna: Operetta and the Politics of Popular Culture (New 

York: Cambridge University Press, 2000), 71-3.  
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 “Ein Virtuose” (“A Virtuoso”) represents another example of a musical satire in a serial, 

this time from the Deutsches Künstler-Album (1872). Like most albums of its kind, the work 

features lithographs in addition to poetry, songs, and short plays. Many images in publications 

like this one were stand-alone pieces, without any accompanying text to illuminate the meaning 

of the pictures. “Ein Virtuose” is one such image, although it seems no words are necessary to 

understand the comedy of a monkey playing a tuba (fig. 2.12).  

 
 

 

 

Figure 2.12 G.[ustav] Süß, Ein Virtuose, 1872, lithograph, 20 x 16 cm.147   

 
 
Showcasing animals in concert was also popular in seventeenth-century Flemish paintings, 

including those of Brueghel and Tenier. In these works, “humanized monkeys indulging in 

pleasures of courtship, gambling, smoking, and music” parodied social mores and satirized the 

artistocracy.148 

                                                 
147 Deutsches Künstler-Album 5, ed. Wolfgang Müller von Königswinter (Düsseldorf: Breidenbach u. 

Baumann, 1872), 23r. Digitized edition, Düsseldorf : Universitäts- und Landesbibliothek, 2011; 
urn:nbn:de:hbz:061:2-291. The page number is based on leaves in a single issue rather than printed numerals, for 
which there are none in this particular volume. 

 
148 Ausoni, 199.  
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The monkey is no ordinary dilettante, however, as his taste in music is rather impressive 

– the score at the bottom left of the image clearly reads “Fantasie für Tub: Componirt aus A. 

Franz Lizt.” Of course, the profile of the dog on the cover suggests that “A. Franz Lizt” is a 

parody of the actual virtuoso pianist-composer, Franz Liszt. Behind that score is another, 

partially obscured by the first, which reads “Variations für Tuba: über ein Thema.” 

Unfortunately, the composer’s name below is illegible. Still, the idea that the character in the 

image is technically proficient on his instrument – so much so that he might perform virtuosic 

displays in the style of Liszt, or perhaps improvise on a theme – is very amusing. 

The artist and Malkastener, Gustav Süß (1823-1882),149 takes this one step further by 

giving the animal a very serious gaze – he reads the sheet music in front of him intently, while 

his left foot keeps time (and perhaps turns the page). The monkey is also made more human 

through an additional action only hinted at in the lithograph – drinking wine. The bottle of wine 

is being used as a make-shift music stand, while the cork lies near the sheet music on the floor.  

The humor in “Ein Virtuose” is two-fold: 1) the anthropomorphic character is 

superficially comical, and 2) the underlying social criticism of musical dilettantism is more 

subtle. Here, we might imagine that Süß is making a statement that anyone (or for that matter, 

anything) might learn how to play an instrument, and that high intellect and social standing are 

not necessary to do so. Despite the predominant criticism of music as a means to measure social 

standing, those who cannot play music are also ridiculed in serial publications. 

“Selbstvertrauen” (“Self-Confidence”) is a comic view of a foreigner acting haughty at a 

salon party (fig. 2.13). The elder male character, indicated as “Mr. Sheepshanks,” likely mocks 

English or American culture. His demure female counterpoint in the image is simply called 

“Frau vom Hause” (“Woman of the House”) and she stands with her hand grazing the keys of 

her home’s piano. The text below the image reads:  

 
 
Frau vom Hause: Spielen Sie Clavier? 
Mr. Sheepshanks: Isch veiss nischt, aber isch glaub wohl, isch habe nock nischt  
geprobirt._    
 
 

                                                 
149 Süß was a successful student of the Düsseldorf Academy; he became most well-known for his 

illustrations of children’s fairy tales and was especially drawn towards subjects that included animals.  
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[Woman of the House: Can you play piano? 
Mr. Sheepshanks: I don’t know, but I think so, I’ve never tried.]  
 
 

 

 
Figure 2.13 Henry Ritter [monogram], Selbstvertrauen, 1854, lithograph, 28 x 19 cm.150

 

 
 
The exchange is not only funny due to the narcissistic content of Mr. Sheepshanks’s response, 

but also the manner in which he says it. His German is atrocious, characterized by the 

misspelling of words that contain commonly mispronounced sounds (“ich” often sounds as “ish” 

and “ch” as “k”) as well as outright incorrect words (“geprobirt” should read “probiert”). In total, 

the line “Isch veiss nischt, aber isch glaub wohl, isch habe nock nischt geprobirt” should actually 

read in proper German as “Ich weiss nicht, aber ich glaube wohl, ich habe noch nicht probiert.” 

This enhances the comedy of the overall scene – Mr. Sheepshanks not only is ignorant of how to 

play piano, he is also incapable of speaking German correctly. In essence, Malkastener Henry 

Ritter – himself an expatriate from Canada – shows his distaste for the arrogance of foreign 

dilettantes who flocked to Düsseldorf for its artistic milieu. 

Genre scenes occurred not only in the salon, but also in church, school, town, the woods, 

and anywhere the Volk or middle classes might be seen on a given day. Socio-political (and 

                                                 
150 Henry Ritter, “Selbstvertrauen,” Düsseldorfer Monathefte, 8 June 1854, 3r. Digitized edition, 

Düsseldorf: Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-329. 



52 

sometimes religious) undertones pervaded these images, although not always with a comedic 

tone akin to Hasenclever’s work or the comic images in serials. For example, painter and 

lithographer Friedrich Peter Hiddemann’s (1829-1892) oil painting Das Dilettantenquartett 

(1865) showcases the commodification of music in society by contrasting a modest music 

teacher with his wealthy students (see fig. 2.14).  

 
 

              

 

Figure 2.14 Friedrich Peter Hiddemann, Das Dilettantenquartett, 1865, oil/canvas, 66 x 79 cm, 
Stiftung Sammlung Volmer, Wuppertal.151 
 
 
Like Hasenclever, Hiddemann studied with Schadow and Hildebrandt at the art academy in 

Düsseldorf. His works initially focused on historical subjects but over time gravitated towards 

genres. He was also a member of the Malkasten.  

In Das Dilettantenquartett (The Amateur Quartet) a poorly-dressed violinist is juxtaposed 

starkly against his well-heeled charges, as well as the lavish surroundings of their home – an 

ornate fireplace, a keyboard, a sculpted bust, and a large painting all suggest the affluence of the 

family. The man playing cello at right, elegantly clad in a long black dress coat, is the host of the 

                                                 
151 A high-resolution photographic reproduction may be seen in Krautzig, 425. 
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afternoon’s lesson. In the background behind him the viewer can clearly see an office with books 

and a writing desk, which confirm his “sophistication and education.”152 The contrast of the two 

men’s appearances is magnified by their position in the painting, seated opposite one another at 

the table. While the music teacher watches the young student to his right, the man in black gazes 

calmly at his sheet music. To the right side of the teacher’s chair are also a collection of tattered 

music books, worn with use and age. At the side of the host, however, is a porcelain pot of fresh 

tea. 

While this scene of the amateur quartet clearly differentiates two different social classes, 

it also juxtaposes two different age groups against one another. The two boys stand while 

playing, rather than sitting as their two older counterparts do. The younger child, playing the 

violin, is posed with his back to the viewer. His position shows not only his blonde hair (a 

noticeable contrast to the white and gray hair of his elders) but also his small stature in 

comparison to the others in the image. The older boy, facing the viewer, is taller and 

distinguished in his dress – a longer coat, with a gleaming red and white ribbon peeking out atop 

his vest. They stand in opposition to the older gentlemen, who, despite their differing social 

classes, cannot escape the passing of time.   

Hiddemann’s aim in Das Dilettantenquartett was not only to emphasize differences in 

class and age but also to suggest that with the help of art they may be overcome.153 He 

accomplishes this through not only the presentation of all four players making music together, 

but by placing each at one side of the table, equally. Scholar Steffen Krautzig has noted these 

elements in his appraisal of the painting, while also cautioning that the work by no means 

communicates a “natural” presentation of a house concert. Most noticeably, the cellist is 

positioned in such a way that his hand is likely too close to the table to perform the notes on the 

instrument comfortably.154  

 While not all the genre paintings of the Düsseldorf School bear the same socio-political 

influences, most do attempt to represent life of the lower income classes. These images include 

hardship as well as happiness; solitary portraits and massive groups. The 1883 painting Das 
                                                 

152 Steffen Krautzig, “Das Dilettantenquartett,” in Die Düsseldorfer Malerschule: und ihre internationale 
Ausstrahlung 1819-1918, vol. 2, ed. Bettina Baumgärtel (Petersberg, Germany: Michael Imhof, 2011), 425.  

 
153 Ibid.   
 
154 Ibid.  
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Kirchweihfest (Tanz unter den Linden vor einem hessischen Dorf)155 by Malkastener Ludwig 

Knaus (1829-1910) represents a style evocative of van Ostade’s festival paintings, focusing on a 

Hessian village’s outdoor gathering. In the middle of the crowded scene beneath the linden trees, 

behind children playing and people dancing, is a small band. The four men are playing what 

appear to be two fiddles, a trombone, and a string bass (fig. 2.15).  

 
 

 

 
Figure 2.15 Ludwig Knaus, Das Kirchweihfest (Tanz unter den Linden vor einem hessischen 
Dorf), 1883, oil/canvas, 101 x 144 cm, Städel Museum, Frankfurt am Main. 

 
 

Without the music, the celebration would be very different – there would certainly be no 

dancing, which is the main activity at the party. The musician is practically ubiquitous in images 

of this type, even those that feature smaller groups – for instance, the quiet village wedding 

pictured in Hochzeit in Värend (1873) by Bengt Nordenberg (1822-1902). The Scandinavian 

artists in Düsseldorf, including Nordenberg, sought to “document under almost an ethnological 

point of view the customs and traditions of their homeland.”156 The Malkasten artist’s work 

                                                 
155 Translates to The Church Dedication Festival (Dance under the linden trees in front of a Hessian 

village).   
 
156 Steffen Krautzig, “Hochzeit in Värend,” in Die Düsseldorfer Malerschule: und ihre internationale 

Ausstrahlung 1819-1918, vol. 2: Katalog, ed. Bettina Baumgärtel (Petersberg, Germany: Michael Imhof, 2011), 420. 
The painting is currently housed at the Nationalmuseum, Stockholm, Dauerleihgabe Smörland Museum.  
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depicts the end of a wedding procession in which the bride and groom are received at an inn with 

music and drink. The fiddler sits in the left foreground waiting for his moment to play after the 

innkeeper finishes his speech. In both cases the musicians’ inclusion indicates not only their 

ability to entertain at the celebrations but music’s overall significance as part of cultural life and 

ritual. 

Malkasten member and Swiss artist Marc Louis Benjamin Vautier (1829-1898) 

demonstrated the “psychologizing aspect” of genre painting in his 1858 work Dorfkirche mit 

Andächtigen (Village Church with Worshippers, fig. 2.16).157  

 
 

 

 
Figure 2.16 Marc Louis Benjamin Vautier, Dorfkirche mit Andächtigen, 1858, oil/canvas, 85 x 
73 cm, Stiftung Kunsthaus Heylshof, Worms.158  
 
 
In this scene the traditional style of Sunday worship at a Düsseldorf church may be observed, 

specifically, the spatial arrangement and separation of the sexes: men in the rear pews, women 

and children in the front. Also present in the background is a steward leaning forward to pass the 

                                                 
157 Kalnein, 492. 
 
158 Differing accounts of the painting’s size and date have been documented. In 1979 Kalnein dated the 

work as 1856 and listed its size as 82 x 72 cm in his catalogue (see p. 492), while the date 1858 and sizing of 85 x 73 
cm are currently listed on the Stiftung Kunsthaus Helyshof website, http://www.museum-heylshof.de/kat086.html 
(accessed 20 December 2013).  
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offering plate on a long stick. The psychological aspect indicated by Kalnein, although not 

discussed in his description of the painting, refers to the individuality of each churchgoer. The 

dress, posture, and facial expression of every person tell a distinctive story – there are elderly 

widows hunched over their hymnals in black dresses and veils; a young boy at right staring 

downward, whose feet do not quite touch the ground, perhaps feeling bored and unsure about his 

place with the adult men; the haughty and corpulent gentleman intently reading his music; the 

young blonde man in the second row, staring beyond his hymnal at the young lady in front of 

him; and most comical, the man sleeping in the third row, despite the offering plate thrust within 

his view. The musical moment here, as in Das Dilettantenquartett, acts as a social bridge. The 

hymn is sung by all, shared between both sexes and across multiple age groups.  

 Genre paintings by the Düsseldorfer Malerschule and Malkasten artists that also 

integrated musical imagery included Atelierszenen (studio scenes), military subjects, and the 

often depicted Überfahrt (crossing) scene. Once again, the portrayal of musical instruments or 

musical activities suggests a variety of socially significant information, depending on the 

context.   

Studio scenes were typical topics of the academy artist, so much so that the 2011 

exhibition of the Düsseldorfer Malerschule at the Museum Kunstpalast dedicated an entire 

section to this subject.159 The depictions range from sketches and lithograph book prints to large-

scale color paintings. Often the individuals in the images are actual academy artists, as well as 

their friends, family, and patrons. While the appearance of musical instruments in these works 

may seem to be purely decorative, it more accurately “points to the inspiration” of music.160 

Other objects of inspiration, including books, sculptures, and plants or animal figurines may be 

seen in these images, as well. Similarly, these inanimate models suggest connections to 

literature, art, and nature. Rarely is anything incorporated into the studio scene that might be 

considered merely incidental.  

                                                 
159 A condensed assessment of the studio scene subject may be viewed in the exhibition catalogue, Die 

Düsseldorfer Malerschule: und ihre internationale Ausstrahlung 1819-1918, vol. 2: Katalog, ed. Bettina Baumgärtel 
(Petersberg, Germany: Michael Imhof, 2011), 52-69. 

 
160 Bettina Baumgärtel, “Zwei Maler im Atelier,” in Die Düsseldorfer Malerschule: und ihre internationale 

Ausstrahlung 1819-1918, vol. 2: Katalog, ed. Bettina Baumgärtel (Petersberg, Germany: Michael Imhof, 2011), 52. 
Please see for a color plate of this painting, now housed at the Staatsgalerie Stuttgart (Inv Nr. 1630). 
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While not a Malkasten artist, Schadow’s student Heinrich von Rustige’s (1810-1900) 

small painting Zwei Maler im Atelier (Two Painters in the Studio) offers a good example of 

musical instruments and sheet music within a Kunstakademie studio scene. Two artists, one 

sketching an allegory or muse and the other holding a paint palette and maulstick, discuss their 

works in this depiction. Likely a partial self-portrait by von Rustige, both men appear dressed in 

the style of the Nazarenes, with mid-length hair covered by a painter’s cap.161 At the bottom left 

of the image is a paintbox, a bust, and a guitar propped against a table bearing numerous books. 

On the table rests an open set of sheet music. The guitar seems to be in disrepair, with a string 

hanging haphazardly from the neck. This suggests that the artist isn’t actually playing the 

instrument for enjoyment, but using the form for reference or inspiration.  

 As previously mentioned, the atelier scene was also found in lithograph form. A prime 

example of this is the collection of scenes in Schattenseiten der Düsseldorfer Maler, nebst 

verkürzten Ansichten ihrer letzen Leistungen (1845-46). A collaborative effort by future 

Malkasten artists Henry Ritter (1816-1853) and Wilhelm Camphausen (1818-1885), the book 

was printed simultaneously in Düsseldorf, London, and Paris. It featured lithographs of nineteen 

significant academy painters in their studios in addition to information on their achievements.162 

The title has a double meaning, referencing both the black-and-white illustrations and the 

“private sphere” of the artists’ studios.163  

The studio scenes of Wilhelm Camphausen and Theodor Hildebrandt, both illustrated by 

Camphausen himself, feature instruments. In both scenes, the instrument is a lute. Considering 

the preponderance of this instrument in allegories, as well as historical and genre paintings, it is a 

logical choice for an artist to keep as a prop in his studio. In Hildebrandt’s studio the lithograph 

is dominated by one large canvas, as the lonely lute leans against the wall in the corner of the 

studio. In contrast, Camphausen’s studio is far more cluttered. Known for his military depictions 

and specifically his rendering of horses, Camphausen presents his own studio filled with sketches 

                                                 
161 Ibid. 
  
162 For more detailed information on this publication and its genesis, see Christian Liedtke and Sabine 

Schroyen, “‘Das schöne idyllische Zusammenleben auf der Akadmie zerfiel fast gänzlich’: Die Schattenseiten der 
Düsseldorfer Maler im Spiegel ausgewählter Künstlerbriefe,” in Die Düsseldorfer Malerschule: und ihre 
internationale Ausstrahlung 1819-1918, vol. 1: Essays, ed. Bettina Baumgärtel (Petersberg, Germany: Michael 
Imhof, 2011), 288-97. 

 
163 Ibid., 291.  
 



58 

of horse figurines, anatomy sketches, and even model casts of horse legs. The remaining image is 

full of other related items – stirrups, satchels, hunting rifles, and even a live dog. The only item 

that may seem out of place is the lute hanging on the wall – perhaps a model used in paintings 

for the occasional gallant horseman.   

 The military topic favored by Camphausen similarly displays musical images, the 

majority of which are military musicians: drummers and trumpeters. The military topos was 

perhaps most prominently featured in illustrations, which may have accompanied poems or 

lieder in print media. For example, the final three stanzas of Julius Mosen’s frequently printed 

poem “Der Trompeter an der Katzbach” (“The Trumpeter at the Katzbach”) appeared with a 

detailed lithograph by Malkasten artist Adolf Northern (1828-1876) in the Düsseldorfer Bilder-

Mappe (1866).  

 
 

Victoria in das Land,    Victory in the country, 
Victoria, so klang es,    Victory, so it sounded, 
Victoria überall,    Victory everywhere, 
Victoria, so drang es    Victory, so it drove 
hervor mit Donnerschall!   forth with thunderous noise!  

 
Doch, als es ausgeklungen,   Yet, as it died away, 
die Trompete setzt er ab,   he puts aside the trumpet,  
das Herz ist ihm zersprungen,   his heart is shattered, 
vom Roß stürzt er herab.   from his horse he falls. 

 
Um ihn herum im Kreise   All around him in a circle  
Hielt’s ganze Regiment,   gathered his entire regiment, 
der Feldmarschall sprach leise:  the field marshal quietly said: 
“Das heißt ein selig End’!”164   “That is a blessed end!” 

 
 

A detail of the lithograph (fig. 2.17) presents the soldier, fallen from his horse and 

expired with his trumpet still in his hand. To the right, a silent drum is strewn beneath a cannon – 

both the music and the battle are over. Surrounding his body, his regiment gathers to pay their 

respect to the musician who died in service. As the poem relates, the field marshal proclaims the  

                                                 
164 Final three stanzas, as presented in the Düsseldorfer Bilder-Mappe (Berlin: Grote; Leipzig: Fischer & 

Wittig, 1866), 16r. Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2010; urn:nbn:de:hbz:061:2-
1138. 
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Figure 2.17 Adolf Northern, detail of “Der Trompeter an den Katzbach,” 1866, lithograph.165  
 
 
trumpeter had a happy death, although the image communicates a greater sorrow. The potency of 

this poem and its artwork is made stronger by utilizing the character of the trumpeter, rather than 

another soldier. Because military band musicians are not on the battlefield to fight in combat, but 

only to coordinate and entertain those that do, the death of the musician is perhaps more tragic – 

akin to watching a bystander lose his life in the fray. 

While print illustrations in songbooks or lieder albums frequently accompany poems or 

song texts, they rarely incorporate musical notation.166 Still, a select group of examples may be 

examined, including a miniature watercolor illustration by Caspar Scheuren dated 1834. The 

music is based on “Wohlauf Kameraden” (“Arise Comrades”), alternately titled “Reiterlied” 

(“Rider’s Song”), a German song that dates back to the eighteenth century.  

 
 

Wohlauf Kameraden auf’s Pferd, auf’s Pferd,  Arise comrades to your horse, to  
your horse 

in das Feld, in die Freiheit gezogen;   to the field to freedom! 
im Felde, da ist der Mann noch was wert,  In the field, man is still valuable, 
da wird das Herz noch gewogen;   his heart still carries weight. 
 

                                                 
165 Ibid. 
 
166 An exception to this is the 1860 Düsseldorfer Monathefte, which published several musical settings as 

part of a special music volume. 
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da tritt kein anderer für ihn ein,   No one else will step in for him  
there! 

auf sich selber steht er da ganz allein.  He stands there completely on his  
own!167 
 
 

The text comes from Friedrich Schiller’s dramatic poem Wallensteins Lager (1797), the 

first installment of his famed Wallenstein trilogy, and was set to music in the same year by 

Christian Jakob Zahn (1765-1830).168 Because the text exalts the soldier’s life and bravery in 

battle, Zahn’s setting was especially popular during the Wars of Liberation (1813-14). It has 

maintained its reputation throughout the twentieth century – the Volksliederarchiv maintained by 

Müller-Lüdenscheidt-Verlag in Bremen, Germany, lists 19 different songbooks in which the lied 

appeared between 1883 and 1983.169 This is by no means a comprehensive listing, as this author 

has located at least two more sources containing this melody.170 Arrangements of the lied have 

also been recorded numerous times by various choirs and bands, including the Chor des 

Kameradschaftsbundes Frankfurt and Der Hohenfriedberger-Chor.  

Scheuren’s watercolor, no larger than a postcard, depicts a regiment of soldiers in the 

midst of battle, with a fiery explosion in the distance. In the foreground are two cavalrymen, one 

clearly blowing a horn (drawn from the first musical phrase of the song’s melody, a trumpet call) 

as he charges into battle; in the lower right-hand side of the card is a snare drum on the ground. 

Below the image is a barely legible two-system score of “Wohlauf Kameraden.” The two-part 

arrangement of Zahn’s music (see ex. 2.1), for voice and presumably guitar or brass trio (chordal 

parts written in treble clef with distinctive horn-call elements), is simple but difficult to read due 

to size and the bleeding of the watercolor and pen strokes. The first stanza of text is hand-written 

under the first line of music but the syllables do not align with the notes. On both sides of the  

                                                 
167 Translation by David Schwarz, Listening Awry: Music and Alterity in German Culture (Minneapolis, 

MN: University of Minnesota, 2006), 94.  
 
168 Zahn set several of Schiller’s poems, most noticeably “Reiterlied” and “Freude, schöner Götterfunken.” 

Theodor Schön, “Zahn, Christian Jakob,” in Allgemeine Deutsche Biographie 44 (1898): 663-64.  
  
169 “Wohlauf Kameraden aufs Pferd,” Volksliederarchiv, http://www.volksliederarchiv.de/text1206.html 

(accessed 10 November 2013). 
 
170 See “Reiterlied,” in Deutsche Weisen, ed. August Linder, 96 (Stuttgart: Albert Auer’s Musikverlag, n.d. 

[c. 1900]); and “Reiterlied aus ‘Wallensteins Lager,’” in Deutsches Liederbuch für Amerikanische Studenten, ed. 
Germany Studies Society of Wisconsin State University, 124-25 (Boston: D.C. Heath & Co., 1906). 

 



61 

 

 
 
Example 2.1 Christian Jakob Zahn, 1797; arr. Caspar Scheuren (?), “Wohlauf Kameraden,” 
1834.171 

                                                 
171 Transcribed by the author from Scheuren’s original illustration, housed in the archive at the Museum 

Kunstpalast, Düsseldorf (Kat. Nr. 1035). To date, this miniature work has received no attention in the scholarly 
discourse on its artist or the Düsseldorfer Malerschule. 
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score are two more stanzas of text,172 painted with the words facing the edges of the paper – the 

entire watercolor must be turned to read either subsidiary stanza. 

While there is no authoritative version of Zahn’s original melody,173 concordances show 

an overall similarity in melodic contour and rhythmic profile. In the arrangement presented in the 

illustration the melody remains recognizable, and although the note durations produce awkward 

text setting the song has a strong rhythmic profile overall. Based on an approximation of where  

the text would line up with the pitches, this sometimes creates problematic musical emphasis on 

unaccented syllables. In the first full measure, for instance, the word “Kameraden” is displaced 

so that it falls an eighth-note later than in other examples of Zahn’s setting. This places the 

rhythmic accent on the second, rather than third syllable of the word (see comparison in ex. 2.2 

and 2.3). 

Other strange elements of the music include stems on incorrect sides of noteheads, an 

extra beat in measure 8 (an added D4 acting as beat 4), a missing barline notating the pickup 

measure, placing two notes of equal value where there should be one of greater or one note and 

rest of equal value (mm. 2 and 8), and strange beaming in the second part (all edited for clarity in 

ex. 2.1 and ex. 2.3). In addition to these “errors,” the sparseness of the second part and its rigid 

adherence to chordal pitches suggests that the arranger – likely Scheuren – was an amateur 

musician. The illustration, perhaps impromptu based on its tiny size and crowded contents, may 

communicate how Scheuren heard the song in his own musical memory.        

The purpose of this postcard-sized illustration is unknown. It was not published in 

Scheuren’s lifetime, and although it might have been a study for a larger work, no corollary is 

extant. Considering Scheuren’s frequent illustrations in songbooks (see ch. 3), including 

numerous frontispieces in the Deutches Künstleralbum, “Wohlauf Kameraden” might have been 

a study for a chromolithograph print for this type of publication. Even if the miniature was 

simply a work of fancy, the fact that it was preserved may indicate his fondness for it or suggest 

that it had another potential purpose.  

                                                 
172 Schiller’s original poem had eight stanzas.  For a full poetic translation in English compared to the 

German, see Friedrich Schiller, Wallensteins Lager, trans. M. Verkürzen (Hamburg: M. Verkürzen, 1899). 
 
173 Deutsche Weisen and the Deutches Liederbuch für Amerikanishce Studenten each present a different 

variation of the melody (including key), text, and rhythm. The selections are also scored differently (for voice and 
piano; four-voice a capella ensemble). This differentiation continues in Scheuren’s arrangement, which calls for 
guitar or brass trio. 
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  Example 2.2 Christian Jakob Zahn, “Wohlauf Kameraden” (“Reiterlied”), mm. 1-2.174 

 

 

   

 
  Example 2.3 Christian Jakob Zahn; arr. Caspar Scheuren (?), “Wohlauf Kameraden,” mm. 1-2. 

 
 
The romanticized gallantry of military subjects found a corollary in the idealism of the 

Überfahrt (river-crossing) scene, which Bettina Baumgärtel identifies as a “leitmotiv” of the 

Düsseldorfer Malerschule.175 It became a core theme for Düsseldorf artists after a successful 

exhibition of paintings by the Dresden romantic painter Ludwig Richter (1803-1884) in 1836, 

who modeled his work on the Elbe River.176 The beauty of the Überfahrt theme was its 

combination of landscape and genre styles; for Richter and other artists of the era this was a 

Romantic ideal, connecting humanity with nature. Richter’s Die Überfahrt am Schreckenstein 

(1837) is a prime example of this blending: the boat (with its various passengers, representative 

of the journey through life) passes by the ephemeral castle Schreckenstein in the distance, while 

the natural landscape remains. For the Düsseldorf School, the boat crossing theme typically 

                                                 
174 Melody transcribed from Deutsche Weisen, ed. August Linder (Stuttgart: Albert Auer’s Musikverlag, 

n.d. [c. 1900]), 96. Transposed from A major.  
 
175 Bettina Baumgärtel, “Die Überfahrt – Leitmotiv der Düsseldorfer Malerschule,” in Die Düsseldorfer 

Malerschule: und ihre internationale Ausstrahlung 1819-1918, vol. 2: Katalog, ed. Bettina Baumgärtel (Petersberg, 
Germany: Michael Imhof, 2011), 324. 

 
176 Ibid. 
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focused on the Rhine – the most powerful natural symbol of regional culture and history – as a 

point of inspiration.177  

An early example of the Düsseldorf School’s output featuring the Überfahrt theme is 

Caspar Scheuren’s Lustige Rheinfahrt (1839).  This “Jolly Rhine Crossing” portrays a similarly 

diverse set of characters to those in Richter’s Die Überfahrt am Schreckenstein: a group of 

people varying in age and activity. Among them are a young couple and an old man with white, 

long hair; there is a man playing a guitar (in Richter’s painting, a man played the harp) and a 

man drinking. This pleasure cruise is also filled with symbolism – the figures represent different 

stages in the journey of life. Animals play in the water surrounding the boat – a dog to the left 

and a pair of swans to the right. The dog may represent fidelity (or its opposite, promiscuity), 

while the swans are symbolic of music.178 Behind them, the landscape is the middle Rhine – 

Drachenfels towers over the scene (see fig. 2.18).  

 
 

 

 
Figure 2.18 Caspar Scheuren, Lustige Rheinfahrt, 1839, oil/wood, 24.5 x 35 cm, Stadtmuseum 
Bonn, Inv. Nr. SMB 1991/G 288.  
 

                                                 
177 American artists absorbed the Überfahrt motive from Andreas Achenbach and Emanuel Leutze, 

focusing in their own country on a similarly significant body of water – the Mississippi River. References to the 
crossing theme may also be seen in Leutze’s work Washington Crossing the Delaware (1851). 

 
178 Ausoni, 14. Swans have been associated with music since the age of antiquity.  
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Drachenfels, a large hill made famous in the Romantic era by Lord Byron’s poem Childe 

Harold’s Pilgrimage, was not only a tourist attraction in the late nineteenth-century, it was a 

place of cultural heritage – its name, “Dragon’s Rock,” comes from the Rhenish legend of the 

Nibelungenlied.179 Two men on the boat face the shore, embracing one another as they gaze at 

the majesty before them – one even raises his hat to the scene. The sunset journey is romantic in 

atmosphere yet classical in its symmetrical form – dividing the image in the middle, one might 

notice the balancing of figures in the boat, in the water, and the sky. This balancing might be 

considered as part of the Überfahrt theme – the harmony of humanity and nature. The musician  

is strategically placed at the central point of the boat and the entire painting, suggesting that 

music itself is the nexus of this balance. 

The most frequently referenced Überfahrt painting in the scholarship is Andreas 

Achenbach and Emanuel Leutze’s collaborative work Wein, Weib und Gesang (Rheinfahrt) (see 

fig. 2.19). Wine, Women, and Song (Rhine Crossing) was commissioned as a prize for the 

spontaneous competition for comic songs at the Düsseldorfer Sängerwettstreit (Düsseldorf 

Singing Contest) in 1852.180 The Malkasten covered the cost of the painting and donated it to the 

winners, the Neusser Gesangverein (Neuss Glee Club).181 Clearly a promotion for the artists’ 

society, the painting was ornately framed with a dedication that read, “Der Malkasten dem 

Neusser Gesangverein” (“From the Paintbox Union to the Neuss Glee Club”). Furthermore, 

gracing the central apex of the frame is a medallion of the Malkasten’s coat of arms flanked by 

the crests of Neuss and Düsseldorf.      

 

                                                 
179 In the legend, Siegfried killed the dragon Fafnir in a cave at this location. He bathed in the dragon’s 

blood, making him invincible.      
 
180 Although the work was completed in 1852, it is signed and dated by the artists as 1854. Kathrin DuBois, 

“Wein, Weib und Gesang (Rheinfahrt),” in Die Düsseldorfer Malerschule: und ihre internationale Ausstrahlung 
1819-1918, vol. 2: Katalog, ed. Bettina Baumgärtel (Petersberg, Germany: Michael Imhof, 2011), 326. 

 
181 Founded in 1844, the Neusser Gesangverein is still active today and has expanded into the Städtischer 

Musikverein Neuss; the prize painting from 1852 is displayed proudly as part of the history of the club. “Historie,” 
Städtischen Musikverein Neuss, www.musikverein-neuss.de/wein_weib_und_gesang.html (accessed 26 December 
2013).   
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Figure 2.19 Andreas Achenbach and Emanuel Leutze, Wein, Weib und Gesang, 1854, oil/canvas, 
80.5 x 107.5 cm, property of the Städtishcen Musikvereins Neuss – Clemens-Sels-Museum, 
Neuss. 
 
 

Based on a German proverb that decrees enjoying life is an integral part of good mental 

and physical health,182 the painting embodies the fraternal lifestyle prized by many social clubs 

throughout nineteenth-century Germany, including the Malkasten and the Neuss Glee Club. Both 

groups are represented in the work – partially by the previously mentioned attributes of the 

specifically designed frame. The town of Neuss is accentuated as the locale of the painting, with 

its famed Romanesque church of Quirinus-Münster featured in the background landscape. The 

flag of Neuss is also displayed prominently on the mast of the boat to emphasize the point of 

local pride. While the figures in the boat may be indicative of the glee club, they are also 

reminiscent of the members of the Malkasten themselves, who frequently dressed in costume for 

their Redouten and festivals, many of which were staged in the Italianate, Renaissance style. 

Carrying this antiquated aesthetic further, the Malkasten presented the painting to the glee club 

with a document in a fictitious “old” version of the German language (with a bit of Italian mixed 

                                                 
182 The saying, “Who loves not wine, women and song remains a fool his whole life long,” is attributed to 

German classical poet Johann Heinrich Voss (1751-1826), who likely translated it from Italian.  Voss himself 
credited the text to Martin Luther, listing him as its author in its first appearance, Wandsbecker Bote (1777); this has 
been disputed strongly by the Lutheran Church since the turn of the twentieth century. Theological Quarterly 14 (St. 
Louis: Concordia, 1910): 141-2. The expression also gained fame through Johann Strauss II’s waltz entitled “Wein, 
Weib und Gesang,” op. 333 (1869). 
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in; i.e., “compagnei”). It read: “Balt word d. tafel, so ain lustig compagnei in ain schifflin, nach 

d. spruch: We nit libt wain, wip, gezang, blaibt ain narr sain lebelang, fürstellet, begunnen.”183 

Roughly, it seems to translate to “Soon would the panel, such a jolly company in a little boat, 

proclaim: ‘Who loves not wine, women and song remains a fool his whole life long.’” 

Achenbach and Leutze shared work on the painting – the former focused on the 

landscape, while the latter painted the figures in the gondola. Kathrin DuBois, assistant director 

of the 2011 Düsseldorfer Malerschule exhibition at the Museum Kunstpalast, has suggested that 

the artists, both Malkasten members, may have used not only the Rhine as the model for the 

background but also Düsseldorf artists as the models in the painting.184 While this was certainly a 

practical course, it also provided a fanciful visual representation of the Malkasten’s own credo – 

a social group dedicated to the pursuit of enjoyment in all its forms.  

 

*** 

 

 Music in Düsseldorf, as evidenced through the imagery of the paintings and lithographs 

presented here, was significant not only as a mode of entertainment but also as a symbol and 

method of worship, as an emblem of valor in battle, and as a marker of high social status. Its 

pervasive inclusion in various artistic forms, from monumental oil paintings to miniature comic 

lithographs, shows not only its overall importance to Düsseldorf culture in general but, more 

specifically, to its artistic community. For the Malkasten artists in particular, music was not 

merely background sound played but not really listened to at a party or placed as a picturesque 

element in a drawing – it was an activity in which they participated heartily.  

 

 
  

                                                 
183 DuBois, 326.  
 
184 Ibid. 
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CHAPTER 3 
 

LIEDER IN NINETEENTH-CENTURY DÜSSELDORF:  
A TYPOLOGY OF SOURCES 

 
 

An examination of the practices and repertoire of the Malkasten requires a survey of the 

song sources available in Düsseldorf in the nineteenth century. The city offers a particularly rich 

case study for examining German song sources due to the strong presence of its artistic 

institutions – most notably the Malkasten and the Kunstakademie – whose members often 

contributed to their production with graphic artwork, in the form of engravings or lithographs. 

These sources were then used within a social context, for an afternoon or evening of 

entertainment.  

A variety of print sources disseminated lieder to the German public during the nineteenth 

century, many of these were not in the format of a purely musical score. For example, ballad 

books that typically did not contain any musical notation were ubiquitous carriers of the lied 

tradition. Others, such as lied albums, might contain not only musical scores but also 

accompanying visual images. To study the significance and use of song within the specific 

context of the Malkasten, it is pertinent to examine representative examples of the most common 

types of published lied sources available to readers, singers, and listeners of lieder in nineteenth-

century Düsseldorf. In Düsseldorf culture four categories of printed materials containing lieder 

were most common: 1) books with only lied texts or lied texts and musical scores; 2) books with 

lied texts and visual images; 3) books with lied texts and/or visual images as well as minimal 

musical content, typically strophic melodies; and 4) books with lied texts, visual imagery, and 

full musical scores.  The fourth category, although it is the rarest, is of particular interest, 

because it evidences interdisciplinary collaboration between artists and musicians.  

 
Category I 

 
Scholars often translate the word “lied” as “song,” but the history and definition of this 

term is more complex. As scholar Harry Seelig has pointed out, the term may indicate not only a 
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folk song or an art song, but also a “fully independent literary text.”185 In Allgemeine Theorie der 

schönen Künste Johann Georg Sulzer also defined “Lied” in two separate entries, subtitled 

“Dichtkunst” (“Poetry”) and “Musik” (“Music”), respectively.186 In Sulzer’s explanation of 

“Lied” as “Dichtkunst,” however, he stated that the most definitive aspect of this type of poem is 

that it is always intended to be sung.187 Countless sources in the nineteenth century contain this 

form of lieder, which were clearly “either intended to be sung or suitable in [their] form and 

content for singing.”188 Furthermore, while there are naturally musical qualities in the verses of 

most such lyric poetry, writings by poets of early nineteenth-century lieder insist that these 

pieces are intended to be sung and that reading them alone is not sufficient. Johann Gottfried 

Herder, who significantly assisted in the popularization of the genre, wrote that “Melody is the 

soul of song … song must be heard, not seen.”189 Supporting this assertion, we should observe 

that poets made a deliberate choice to refer to works specifically as “Lieder” (songs) rather than 

“Gedichte” (poems), which would have been an alternative.  

Despite their mass production and popularity in the nineteenth century, such 

Liederbücher (song books) have not been examined as carriers of a musical tradition. There are 

numerous reasons why musicologists may have avoided these sources, but one in particular 

stands out: the lack of visible musical content. The omission of a musical score, however, is 

precisely what made these sources so popular. Not only were these printed books less expensive 

to produce and purchase in comparison to musical scores, they allowed the consumer to transport 

far more texts at one time – sometimes hundreds in a single collection. Additionally, these texts 

might fit a variety of melodies and performance situations, making them inherently transmutable. 

Furthermore, without staff notation these sources appealed to the wide audience of amateurs who 

had no musical training.  

                                                 
185 Harry Seelig, “The Literary Context: Goethe as a Source and Catalyst,” in German Lieder in the 

Nineteenth Century, 2nd ed., ed. Rufus Hallmark (New York & London: Routledge, 2010), 1. 
 
186 Johann Georg Sulzer, Allgemeine Theorie der schönen Künste, Part 3, new revised edition (Leipzig: 

M.G. Weidmann, 1793), 252-282. 
 
187 Ibid., 252. “Zur äußern Unterscheidung könnte man annehmen, daß das Lied allezeit müßte zum Singen 

…” Sulzer specifically states that in contrast to an ode, which is meant to be read, a lied should always be sung. 
 

188 Seelig, 1. 
 
189 Ibid., 4. 

http://www.zeno.org/Sulzer-1771/A/Lied+%28Dichtkunst%29
http://www.zeno.org/Sulzer-1771/A/Singen
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Liederbücher were the perfect accessory for an evening of socialization at home or at a 

formal gathering, such as the evenings of song and entertainment held at the Malkasten. For 

clubs or organizations like this one, small pamphlets or programs of new contrafactum texts and 

parodies would be written specifically for an occasion or event, often with indications of what 

melodies were to be used. In a program booklet dated 29 September 1895 four song texts were 

written by members of the club to honor an esteemed member, Andreas Achenbach, on his 

eightieth birthday (see fig. 3.1).  

   
 

 

 

Figure 3.1 Felix Schmidt, frontispiece of Zum 80. Geburtstag unseres Ehrenmitgliedes des Herrn 
Professor Doctor Andreas Achenbach am 29. September 1895 im Malkasten zu Düsseldorf, 
1895, chromolithograph, 25 x 18 cm.190  
 
 

The frontispiece conveys a variety of information, not only in print but also in image. The 

artist, Felix Schmidt (1857-1928191), honors not only Achenbach but also the Malkasten and the 

                                                 
190 Künstler-Verein Malkasten, Zum 80. Geburtstag unseres Ehrenmitgliedes des Herrn Professor Doctor 

Andreas Achenbach am 29. September 1895 im Malkasten zu Düsseldorf (Düsseldorf: August Bagel, 1895), 
frontispiece. Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:1-79607.  

 
191 Birth and death dates for Schmidt vary depending on the source. The dates listed here are provided by 

the Malkasten archive. “Bestandsliste,” Malkasten, http://malkasten.org/archiv/2005/07/bestandsliste.php (accessed 
4 January 2014). 
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city of Düsseldorf in his illustration. The large black eagle represents the society’s crest 

(complete with beer stein and keys in its talons) and the seal with the lion and anchor at the 

lower left-hand corner is the city’s crest. The artist at center, indicative of those members 

attending the event, holds a goblet of wine in his right hand to toast the honoree, while his left 

grasps a palette and paintbrushes. Without words, the image communicates that the Malkasten is 

holidng the event, and that the club is for artists in Düsseldorf.  

The following page of the program lists the order of events for the occasion: a 

presentation of pieces by the Künstler-Liedertafel under the direction of Mr. R.[Robert] Kratz, 

followed by a speech by Mr. Erdmann, then a time for communal singing by the attendees. The 

conclusion of the evening was a solo song featuring Düsseldorf tenor Mr. Fr.[Franz] Litzinger of 

the Chamber Singers.192 The remaining contents of the program booklet are the new song texts, 

with melodies listed beneath the titles. Other than small, scrolled arabesques that separate the 

texts, there is no further visual content in the source beyond the frontispiece. 

The unsigned first text, “Zum 28. September 1895,” was likely a collaborative effort by 

club members. The title reinforces that the song was written specifically for the occasion, as does 

the content of the text, which lauds Achenbach by name. The eight-stanza poem, written in 

trochaic tetrameter, describes Achenbach as a “rare citizen.” The first stanza compares him to 

Johannes Gutenberg and Jan van Werth as a man who found “merit in both war and peace,” 

while the third stanza places him alongside Schadow and Cornelius as part of Düsseldorf’s 

artistic elite. The remaining stanzas celebrate Achenbach’s youthful character, as well as his 

artistic style. They praise his ability to capture “the beauty of nature and truth” in his depictions 

of landscapes abroad in the North and in Italy, as well as at home in Düsseldorf. The final stanza 

powerfully asserts that his contributions will never be forgotten, even after his death: 

 
 
 
                                                 

192 “Herr Erdmann” is Malkastener and Realist-Impressionist painter Otto Erdmann (1834-1905), who also 
performed as a lead actor in several Malkasten theatrical productions (see ch. 4). “Herr Fr. Litzinger” refers to Franz 
Litzinger, a native Düsseldorfer who enjoyed international success as a lied singer and recitalist. Contemporary 
references to Litzinger may be found in the Monthly Musical Record, Foreign Correspondence: Music in Leipzig, 
1December 1887), 280; “The Beethoven House Society in Bonn,” Musical Times, 1 October 1890, 591; and Music: 
A Monthly Magazine, Things Here and There: Leipzig Notes, March 1898, 645. “Herr R. Kratz” is Robert Kratz, a 
regional music director of both vocal and instrumental ensembles, as well as a composer; see Zeitschrift für Musik, 
Kleine Zeitung: Tagesgeschichte; Afführungen, 16 Febnruary 1887, 76 and in his obituary in the Musical Times, 1 
March 1897, 198.  
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Einst, wenn in der Flucht der Zeiten  Someday, when in time’s flight 
In das Grab Geschlechter gleiten,  generations slip into the grave,  
Wird sein Name klingen nach,  will his name yet resound, 
Und auf beiden Hemisphären   and in both hemispheres 
Wird mann nennen hoch in Ehren  they will name in high honor 
Den Andreas Achenbach.   Andreas Achenbach.193 
 
 

The lied’s use of tail rhyme in the sexain stanza helps to further accent the honoree’s name by 

placing it in a line with a shortened number of syllables.194      

In cases of contrafactum texts such as these, the chosen melodies often create another 

layer of meaning for the new words. Depending on the organization or event, the chosen melody 

might support some sort of institutional, socio-political, or cultural ideal. For example, the tune 

to “Watch on the Rhine” appears in many of the Malkasten song books and offers a secondary 

patriotic subtext to new lyrics that might not otherwise indicate a nationalistic sentiment. Here, 

the honorary text for Achenbach is magnified by its triumphant melody (see ex. 3.1), labeled in 

the booklet as “Prinz Eugen.”  

 
 

 
 

 

Example 3.1 “Zum 28. September 1895,” Zum 80. Geburtstag unseres Ehrenmitgliedes des 
Herrn Professor Doctor Andreas Achenbach am 29. September 1895 im Malkasten zu 
Düsseldorf, 1895. Transcription of final stanza. 

                                                 
193 Künstler-Verein Malkasten, Zum 80. Geburtstag unseres Ehrenmitgliedes des Herrn Professor Doctor 

Andreas Achenbach am 29. September 1895 im Malkasten zu Düsseldorf, 2v. 
 
194 All of the stanzas are 6 lines and present the rhyme scheme aabccb; the b lines are always 7 syllables 

and end with an accent.  
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The text of “Prinz Eugen” (see ex. 3.2) was originally penned to commemorate a victory of 

Prince Eugene of Savoy at the Battle of Belgrade (1717) during the Austro-Turkish War (1716-

1718). 

 
 

 
 

Example 3.2 “Prinz Eugen,” Liederbuch für deutsche Künstler, 1833. Transcription of first 
stanza.195  
 
 
Interestingly, the melody of “Prinz Eugen” was also used as the basis for a democratic lied text 

of the pre- and post-March eras, “Das Bürgerlied,” written by Adalbert Harnisch (1815-1889) in 

1845. The melody, which became ubiquitous in German songbooks in the 1840s, retained 

relevance as a military song and march, especially during times of war.196 It also appeared in the 

Liederbuch für deutsche Künstler (1833), which will be discussed further in Category IV, and 

was likely used by Düsseldorf artists before and after the establishment of the Malkasten.197 

                                                 
195 Ibid., 279. Original printing did not include time signatures or measure numbers.    
 
196 Michael Fischer, “Prinz Eugen, der edle Ritter,” Populäre und traditionelle Lieder, Historisch-kritisches 

Liederlexikon, http://www.liederlexikon.de/lieder/prinz_eugen_der_edle_ritter (accessed 14 January 2014). The 
song’s relevance continued into the twentieth century as a frequently parodied war-time and military tune. The Nazi 
party also used the melody as musical propaganda in the 1940s due to its “great and far-reaching success.”   

  
197  Franz Kugler and Robert Reinick, eds., Liederbuch für deutsche Künstler (Berlin: Vereins-

Buchhandlung; Gubiß, 1833), 273-75 and 279-81. Digitized edition, Düsseldorf: Universitäts- und 
Landesbibliothek, 2010; urn:nbn:de:hbz:061:2-857. The notated melody appears with its original text on pp. 279-81 
and is also referenced with a contrafactum text titled “Scharnhorst” by Max von Schenkendorff (1783-1817) 
honoring Gerhard von Scharnhorst (1755-1813), a general in the Prussian military, on pp. 273-75. 
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The remaining three texts in the program were written by Malkasten member and future 

historiographer Eduard Daelen (1848-1923).198 He was already well known as an author, having 

gained notoriety as an incendiary art critic (writing under the pseudonyms of “Ursos teutonicus” 

and “Angelo Dämon”) and biographer. Despite severe criticism as a “mediocre scribbler and 

tactless disciple,” Daelen’s most remembered work remains the first biography of comic artist 

Wilhelm Busch.199 His texts for the Achenbach program are not controversial; however, they do 

display the overt flattery for which writers criticized Daelen in his previous writings.  

The second text, Daelen’s “Dem Malkasten” (“To the Paintbox”) is a parody based on a 

march by Julius Tausch. Tausch wrote numerous marches during his career, however, and the 

program does not state which one is intended here. The assumption is that the march in question 

is one of three that he wrote specifically for the Malkasten, Drei Malkasten-Märsche, op. 7 

(Düsseldorf: Arthur Moles, c. 1852).200 Originally scored for piano and not voice, it is the only 

selection in the Achenbach program booklet that is not a contrafactum. The varied construction 

of the poetic stanzas may suggest that the music actually derives from more than one of the 

marches that Tausch composed for the club. 

 Daelen’s text describes the joy of living on the Rhine and being part of the Paintbox 

Union, focusing on its fraternity and humor.  

 
 
Dem Malkasten    To the Paintbox  

 
Kommet her zum Rhein!   Come to the Rhine! 
Zu dem schönen Rhein,   To the lovely Rhine, 
Wo der Musen Kuss,    where the muses’ kiss, 
Mit des Lebens Luft    with life’s breath   
Erfüllet jede Brust     fills each breast  

Immerfort.     evermore. 
Hier als Freudenquell    Here as a source of joy  
Lockt so wunderhell    it attracts so wonder-bright 

                                                 
198 Eduard Daelen, Aus der Geschichte des Künstlervereins Malkasten: Zur Jubelfeier seines 

funfzigjährigen Bestehens: 1848-1898 (Düsseldorf: Bagel, 1898). 
 
199 Peter Gay, The Cultivation of Hatred: The Bourgeoisie Experience: Victoria to Freud (New York: 

W.W. Norton, 1993), 420n. Eduard Daelen, Ueber Wilhelm Busch und seine Bedeutung (Düsseldorf: Felix Bagel, 
1886). Busch himself denied much of the content of Daelen’s book and was embarrassed by its publication. 
 

200 A copy of the marches is located in the Malkasten archive, within the personal collection of Julius 
Tausch.  
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Uns gewährend wonneseligsten Genuß, granting us blissful pleasures, 
Welch ein Ort! –     What a place! –  

 
Wo Humor herrscht in trautem Kreise, Where humor prevails in beloved circles, 
Uns erhebt hoch in rechte Weise,  it raises us high in the right tune, 

  Da ertönt durchs Haus,   there rings through the house, 
  Jubel weit hinaus    cheers far beyond 
  Von froher Künstlerschaar:   from joyful crowds of artists: 
  Hoch die Luft!     high in the air!  

 
“Ich komm’ doch durch komm’ ich doch!” “I shall make it, yes, I shall!” 
Da steht hier als Devise hoch.   That is the high motto here. 

  “Erst mach’ dein’ Sach’ –    “Only do your thing – 
  Dann trink’ und lach’!”    then drink and laugh!” 

Das dicke End’ kommt sicher nach.  The worst is surely yet to come.  
 
So führt uns nun der Humor,   So humor now leads us, 
Leicht öffnend Thür und Thor,  easily opening door and gate, 
Wo Frohsinn steht im Flor,   where mirth remains in the pile, 
Zu heit’ren Höh’n empor.   up to the brightest heights.   

 
Wie in Zaubernacht    Just as in the magic of night 
Vor dem trunk’nen Blick   the happiness of a dream, 
Eines Traumes Glück    magnificently glory-filled, 
Herrlich glanzerfüllt    delightfully reveals itself 
Entzückend sich enthüllt   picture by picture 

  Bild an Bild,     before the drunken gaze, 
So dem Aug’ hier lacht   so the splendor of all the arts, 
Aller Künste Pracht,    widely gleaming, happily united in   
Weithinstrahlend frohvereint in Harmonie, harmony, delights the eye both 

  Spät und früh.     early and late. 
 

Drum erhebt nun, Ihr braven Zecher,  So raise now, you good drinkers, 
Hehren Klangs, stolz die vollen Becher! noble sounds, proudly the full mugs!  

Donnernd dröhn’ mit Braus  thunderously boom out with 
applause 

  Jubel weit hinaus:    cheers far beyond:  
  “Malkasten lebe hoch!   “Long live the Paintbox! 

 Dreimal hoch!!!”201    Three cheers!!!”  
 
 

                                                 
201 Künstler-Verein Malkasten, Zum 80. Geburtstag unseres Ehrenmitgliedes des Herrn Professor Doctor 

Andreas Achenbach am 29. September 1895 im Malkasten zu Düsseldorf, 3r. The Malkasten motto “I shall make it, 
yes, I shall!”) was translated with the assistance of Alina-Dana Weber. 
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Because the text does not mention Achenbach directly, Daelen may have originally written the 

lied for an earlier occasion or publication. Still, the joyous text outlines the tenets of the group 

well, including its focus on laughter, art, brotherhood, drinking, and love of the Rhine. The third 

stanza even incorporates the club’s motto, “Ich komm’ doch durch komm’ ich doch!” (“I shall 

make it, yes, I shall!”). The fifth stanza also reminds the reader that all arts are held in high 

regard at the Malkasten, “Aller Künste Pracht,/Weithinstrahlend frohvereint in Harmonie” (“so 

the splendor of all the arts, widely gleaming, happily united in harmony”). Finally, the sixth 

stanza calls outright for applause for the Malkasten club. 

 The remaining contrafacta on the program are similarly uplifting in text, directly praising 

the Rhineland, the Malkasten, and the honoree, Andreas Achenbach. To fully understand this 

cultural event, the music is crucial. Without it, the event would simply be a party. But with song, 

the evening became something more – it was a cooperative concert paying tribute not only to an 

esteemed colleague and teacher, but to the Malkasten’s entire ontology.   

A more standard example of a song book that might be used by the public outside of 

organizations like the Malkasten is Düsseldorf poet-painter Robert Reinick’s Lieder of 1844. 

This volume of 110 song texts contains several that had been previously published by the author. 

This type of collection or anthology of texts was very common, occurring not only in 

Liederbücher but also ballad books and Liederalbums with visual images. As in most such 

sources, no melodies are indicated in Reinick’s book; rather, the performer had the freedom to 

choose a melody that matched the verses. This melody could come from a traditional Volkslied 

or a contemporary art song – for instance, Robert Schumann had already set six of the texts that 

appear in Reinick’s anthology for solo voice and piano in 1840.202 In some cases, the song book 

might actually suggest melodies. For example, Reinick’s 1844 collection contains an appendix 

that lists all known contemporary musical settings of the poems in the volume (see fig 3.2).  

 

 

                                                 
202 Robert Schumann set six of the texts from Reinick’s Lieder eines Malers mit Randzeichnungen seiner 

Freunde (1838); these texts were all reprinted in the poet-painter’s 1844 volume. Schumann published the six songs 
as “Sechs Gedichte aus dem Liederbuche eines Malers” in 1840 in the following order: 1) “Sonntags am Rhein”; 2) 
Ständchen”; 3) “Nichts Schöneres”; 4) “An den Sonnenschein”; 5) Dichters Genesung; and 6) “Liebesbotschaft.”  

 



77 

 

 

Figure 3.2 Appendix to Robert Reinick’s Lieder (1844), listing known musical settings of the 
texts.203 
 

Category II  
 

Liederalbums, sometimes interchangeably referred to as ballad books (despite their 

diverse poetic content), are the most common source found in the second category – those with 

song texts that prominently feature visual art.  For these lieder, Herder’s commentary on 

privileging the hearing of song over seeing it is no longer applicable. For example, in fig. 3.3 we 

see “An den Sonnenschein,” a poem that appeared in Robert Reinick’s Lieder, but in its original 

form with marginal drawings from the 1838 landmark publication, Lieder eines Malers mit 

Randzeichnungen seiner Freunde. In cases such as this, the accompanying artwork is as 

important as the text and music, and it creates a multi-media experience for the performer using 

the source. The artwork often adds additional layers of meaning to the accompanying text, 

offering perspective, characterization, or setting for the text. For instance, this text of speaks of a 

young man whose heart is bursting with love. In the final of four stanzas, however, the speaker 

reveals that this love is unfulfilled, and he curses the sun’s rays for touching those young  

                                                 
203 Robert Reinick, Lieder (Berlin: Carl Reimarus, 1844), 333.  
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Figure 3.3 Eduard Bendemann, “An den Sonnenschein,” Lieder eines Malers mit 
Randzeichnungen seiner Freunde, 1838, lithograph, 27 x 22 cm.204  

 
 
maidens in the field whom he cannot kiss. With his melancholy countenance and head resting on 

his hand, the picture immediately communicates that the speaker is not happy. The image also 

reveals his youth, which may account for his lack of confidence in approaching the young 

women. The poem also amplifies the image, offering specificity to the young man’s emotional 

state; without the text, his melancholy might appear based on a variety of different factors or he 

might simply look sleepy rather than downhearted.      

  Lieder eines Malers is an especially sophisticated ballad book, filled completely with 

original poetry by Reinick and complementary original drawings by artists of the Düsseldorf 

Academy of Art (see fig. 3.4), many of whom would also become members of the Malkasten.  

The success of this work, which saw no fewer than four reprints, launched an era of popularity  

                                                 
204 Robert Reinick, Lieder eines Malers mit Randzeichnungen seiner Freunde (Düsseldorf: Schulgen-

Bettendorf, 1838), 5. Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2010; 
urn:nbn:de:hbz:061:2-18668. 
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Figure 3.4 Robert Reinick, frontispiece of Lieder eines Malers mit Randzeichnungen seiner 
Freunde, 1838, lithograph, 27 x 22 cm.205  
 
 
for the ballad book and significantly influenced the development of genre. In subsequent decades 

of the nineteenth century, especially in Düsseldorf and other art-conscious cities such as Berlin, 

poets, artists, and publishers mimicked Reinick’s work. The vast majority of these sources, 

however, contain previously published material rather than original works; these ballad books 

function mainly as anthologies of favorite songs. 

Düsseldorf publishers took full advantage of the fashionable trend by selling ballad books 

via subscription. For example, the Düsseldorf Künstleralbum was a serial ballad book printed 

yearly from 1851 to 1877,206 always featuring the work of artists trained in the city.  In contrast 

to Lieder eines Malers, however, the visual images and texts printed in the Künstleralbum were 

not always designed to work together – the drawings might be completely separate from the 

poems and possibly placed in different sections of the periodical. The drawings contained in this 

periodical, however, were more painterly than the etchings of Lieder eines Malers, showcasing 

the developing artistry of tinted lithography.   

                                                 
205 Ibid., frontispiece. 
 
206 This periodical was renamed the Deutsches Künstler-Album in 1867. 
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Ballad books of the later nineteenth century also show the influence of developing 

techniques in visual art and printing. In 1837 Godefroy Engelmann had patented 

chromolithography, a process that allowed for multi-color printing. Lieder der Heimath, printed 

in 1868 in both Düsseldorf and Leipzig, featured full-plate color lithographs intermingled with 

the standard black-and-white etched lithographs (see fig. 3.5).  

 
 

 

 
Figure 3.5 Caspar Scheuren, frontispiece of Lieder der Heimath, 1868, chromolithograph, 25 x 
18 cm.207 

 
 

The positive response to the new technique is apparent when one compares the original 

publication with its second edition, which was published in 1876 with even more color plates. As 

with the periodical mentioned earlier, Lieder der Heimath is a pastiche of earlier works, with 

only a smattering of new drawings and poems.  

As with the first category, we see the appearance of the second category of text and 

visual images in smaller sources, such as program booklets, pamphlets, and posters. The 

following poster (shown in fig. 3.6) was printed to promote a dinner party circa 1835 honoring  

 
                                                 

207 Ludwig Bund, ed., Lieder der Heimath: Eine Sammlung der vorzüglichsten Dichtungen im 
Bilderschmucke deutscher Kunst (Düsseldorf: Breidenbach; Leipzig: Grumbach, 1868), frontispiece. Digitized 
edition, Düsseldorf: Universitäts- und Landesbibliothek, 2010; urn:nbn:de:hbz:061:2-1174. 

 

http://digital.ub.uni-duesseldorf.de/dfg/search?operation=searchRetrieve&query=%28bib.originPlace%3D%22D%C3%BCsseldorf%22%29%20and%20vl.domain%3Dulbddfg%20sortBy%20dc.title%2Fasc
http://digital.ub.uni-duesseldorf.de/dfg/search?operation=searchRetrieve&query=%28vl.printer-publisher%3D%22Breidenbach%22%29%20and%20vl.domain%3Dulbddfg%20sortBy%20dc.title%2Fasc
http://digital.ub.uni-duesseldorf.de/dfg/search?operation=searchRetrieve&query=%28bib.originPlace%3D%22Leipzig%22%29%20and%20vl.domain%3Dulbddfg%20sortBy%20dc.title%2Fasc
http://digital.ub.uni-duesseldorf.de/dfg/search?operation=searchRetrieve&query=%28vl.printer-publisher%3D%22Grumbach%22%29%20and%20vl.domain%3Dulbddfg%20sortBy%20dc.title%2Fasc
http://digital.ub.uni-duesseldorf.de/dfg/search?operation=searchRetrieve&query=dc.date%3D%221868%22%20and%20vl.domain%3Dulbddfg%20sortBy%20dc.title%2Fasc
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Figure 3.6 Caspar Scheuren, Maler und Bürger, c. 1835, lithograph, 47 x 34 cm.208  
 
 
Karl Friedrich Lessing – then director of the Düsseldorf Academy of Art and later a member of 

the Malkasten. 

The page features the text of a celebratory song written for the occasion, as well as a 

detailed drawing by his student Caspar Scheuren – the artist of the Lieder der Heimath 

frontispiece as well as the “Wohlauf Kameraden” watercolor (see ch. 2). Scheuren’s drawing 

shows Lessing in his atelier discussing a portrait with an important client, highlighting the 

relationship between “Maler und Bürger” (“Artist and Citizen”). 

The melody indicated on the page for the singers to use is a Rhenish drinking song, 

“Mein Lebenslauf ist Lieb und Lust,” whose original text was penned c. 1808 by Siegfried 

August Mahlmann.209 The six-stanza lied touts the joys of care-free living and recommends the 

activities of singing songs, drinking alcohol, and feasting as the requisite course to find 

happiness.  

                                                 
208 Künstler-Verein Malkasten, Maler und Bürger: Festlied gesungen beim Abend-Essen zu Ehren des 

Malers Karl Friedrich Lessing (Düsseldorf: Arnz, c. 1835). Digitized edition, Düsseldorf: Universitäts- und 
Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-35419.  
 

209 “Mein Lebenslauf ist Lieb und Lust,” Lieder Archiv, http://www.lieder-
archiv.de/mein_lebenslauf_ist_lieb_und_lust-notenblatt_502240.html (accessed 10 January 2013).  
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Mein Lebenslauf ist Lieb und Lust  My Life’s Course is Love and Joy  
 

Mein Lebenslauf ist Lieb und Lust  My life’s course is love and joy 
Und lauter Liedersang    and sheer singing of songs; 
Ein frohes Lied aus heitrer Brust  a glad song from a cheery chest  
Macht froh den Lebensgang.   makes life’s journey bright. 
Man geht bergan, man geht bergein,  One goes uphill, one goes downhill, 
Heut grad’ und morgen krumm;  today straight and tomorrow crooked;  
Durch Sorgen wirds nicht anders sein: by worrying it would be no different: 
Was kümm’r ich mich darum!  why should I worry about it! 
Heida! Juchhe! Drum kümm’r   Hurrah! Hooray! So I don’t worry about it!  

ich mich nichts drum! 
 

 
The celebratory text from the Maler und Bürger poster inherits the light-hearted mood from 

Mahlmann’s original, including its jovial “Heida! Juchhe!” refrain. Tailored for the Malkasten’s 

audience, the song jokingly underscores the harmonious coexistence of artists and patrons within 

the society and their mutual need for the other, despite their obvious differences (in attitude, 

attire, etc.). 

 
 

Festlied      Party Song 
 
Der Maler und der Bürgersmann    The painter and the townsman   
Sind gar aparte Leut’,     are distinctive people indeed, 
Ein Jeder will sein Vorrecht ha’n   each one would have his prerogative, 
Ein Jeder macht sich breit.    each one makes himself at home. 
Der Pinsel und der Farbentropf   The paintbrush and the colored drops 
Regiert das Künstler’s Welt;    rule the artist’s world; 
Der Bürgersmann hat seinen Kopf   the townsman has his head 
Auf Allerlei geställt.     Full of this and that. 
Heidi, Heida, Juchhe! Auf Allerlei geställt!   Heidi! Hurrah! Hooray! Full of this  

and that!210 
 
 
The song functions in numerous ways at this social gathering: the contrafactum text honors the 

guest and the club by immortalizing their greatness in song; the original melody encourages the 

singers to drink and have fun; and the act of singing together embodies the fraternity and  

 

                                                 
210 Künstler-Verein Malkasten, Maler und Bürger. Stanza 1 only.  
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Example 3.3 “Festlied,” Maler und Bürger, 1835. Transcription of first stanza. 211 

 
 

community so important to German clubs of this era. For the Düsseldorfer, songs were clearly a 

signature aspect of entertainment and socialization, equal to food and drink. 

 
Category III 

 
Minimal musical notation appears in books with lied texts and drawings, also typically 

labeled as “Liederbücher.” These sources, however, require a different categorization from the 

song books discussed previously, because the musical content appears repeatedly as a featured 

element. The notation in these sources is simple, single melodic lines rather than full scores. The 

singer would have sung the melody strophically to all stanzas of the accompanying poetry, 

printed beneath the staff.  Although these books were likely used in the home, they were also 

printed in small formats in order to make them easy to carry – some were even small enough to 

fit inside a breast pocket or purse. The sizes of these sources suggest that the songs they 

contained were intended to be shared, perhaps in a group where each individual would have had 

a personal copy of the text. 

                                                 
211 The contrafactum addition of “Heidi” to the refrain cannot fit the original melody; the singers may have 

simply cut it (as seen here) or added an additional two notes to accommodate it (likely another set of two notes on E, 
circa m. 17).  
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An ideal example of category III sources is the Liederbuch für deutsche Künstler (1833) 

edited by art historian Franz Kugler and, once again, poet-painter Robert Reinick (see fig. 3.7).  

 
 

 

 
Figure 3.7 Robert Reinick, frontispiece of Liederbuch für deutsche Künstler, 1835, lithograph, 
16 x 9 cm.212

 

 
 
Compiled for and dedicated to the artists of Berlin and Düsseldorf, this Liederbuch showcases 

nearly 300 pages of small drawings, song texts, and folk melodies that extol the virtues of the 

fatherland and the German artist’s lifestyle. A book such as this was no doubt used for 

communal singing at social gatherings by artists, and while the texts reinforced their community 

and brotherhood, so did the act of singing together. The songs include patriotic and honorary 

texts, such as the “Königslied,” which praises Friedrich Wilhelm IV, King of Prussia (see fig. 

3.8); drinking songs for parties, such as “Weinlied”; fraternity songs that emphasize unity, 

including “Bundeslied”; and songs that describe the German landscape, especially the Rhineland,  

                                                 
212 Kugler and Reinick, frontispiece.  
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Figure 3.8 “Königslied,” Liederbuch für deutsche Künstler.213  
 
 
including “Zu Bacharach am Rheine.” Many of the songs address a combination of these topics, 

for example, “Rheinweinlied,” which is a drinking song that emphasizes brotherhood and 

simultaneously lauds the beauty of the Rhine. As the volume was compiled specifically for 

artists, several of the songs describe some aspect of creating visual art, whether it is the medium 

(painting, drawing, architecture) or the subject (nature, people, history).  Most of these 

contrafactum texts are set to Volkslied melodies or popular song tunes of the early nineteenth 

century. 

An interesting facet of the Liederbuch für deutsche Künstler is the inclusion of numerous 

blank pages at the end of the collection. Thirty-two empty pages constitute a complete gathering 

included by the publisher, and the blank space seems to invite the addition of more songs. A 

copy of the source that currently resides at the Universitäts- und Landesbibliothek at 

Düsseldorf’s Heinrich-Heine Universität, which likely belonged to Prof. Rudolf Jordan of the 

                                                 
213 Ibid., 4. The remaining stanzas of text are found on page 5. This lied is more typically known by its 

incipit, “Heil dir im Siegerkranz.” Note that the melody is the same as “God Save the Queen”/ “My Country ‘Tis of 
Thee.” 
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Düsseldorf academy,214 contains four full pages that were filled in by hand with even more song 

texts. Considering that this source was designed for use in groups, one might imagine that part of 

the social experience of singing these songs might also be sharing new texts with one another.    

An aspect of the source that denotes its usage in a group is its multiple selections that call 

for soloist and chorus. One such example is “Künstler’s Erdenwallen,” a selection written for a 

small ensemble. This piece differentiates sections of text with named roles for multiple soloists,  

chorus, and small ensembles. Still, there is only one notated melody that seems to be intended to 

be sung by all the parts. Although all the parts could potentially be sung by the same person, 

designations for individual characters indicate that this song book was intended to be used for 

communal singing. 

The combination of visual art, poetry, and music is not unique to Düsseldorf, and 

examples may be found in various German cities during the nineteenth century. For example, 

Alte und Neue Liebeslieder (1849) was published in Stuttgart (see fig. 3.9). This collection of 

love songs, some old and some new, all had original woodcut drawings made to accompany 

them by Düsseldorf artists, including Oswald Achenbach.215 The frontispiece of the volume 

advertises this, revealing that the influence and esteem of the Düsseldorf School had reached far 

beyond its civic borders. 

The book itself is a tiny gem, fitting easily in one’s palm. While the size of the print 

might imply its use for one person, it might also invite the intimacy of a couple singing together. 

In fact, more than a third of the selections are written in simple two-part harmony – mainly in 

parallel thirds and sixths. 216 Although one might sing the melody without a second voice, 

settings including “Lebewohl” are far richer with two (see fig. 3.10). While the practice of young  

                                                 
214 Rudolf Jordan’s insignia “RJ” is inscribed in ink on the front inside cover of the binding and someone 

has written “Professor Rudolf Jordan” beneath it in pencil; “Marie Jordan” is also written at the back of the book in 
pencil. The entire source may be viewed online through the digital collections of the ULB Düsseldorf, 
urn:nbn:de:hbz:061:2-857. 

 
215 Although the frontispiece states that the artwork contained within the volume is by “Düsseldorf artists,” 

it appears that most of the illustrations are by Oswald Achenbach – his initials are signed on 16 of 30 song images in 
addition to the frontispiece. 

 
216 13 of 30 songs in the collection feature two-part harmony. 
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Figure 3.9 Oswald Achenbach, frontispiece  Figure 3.10 Oswald Achenbach,  
of Alte und Neue Liebeslieder, 1849, lithograph,  “Lebewohl,” Alte und Neue Liebeslieder, 
17 x 12.5 cm.217 1849, lithograph, 17 x 12.5 cm.218             
 
 
women performing lieder in the home has been well-documented,219 a source such as this 

illustrates that singing together might also facilitate courtship or serve as a pastime for married 

couples. Depending on the text, some of the selections with two-part harmony would likely be 

performed with two women singing together – for example, the song “Mei [sic] Schatz ist e [sic] 

Reiter,” in which each stanza describes a new profession for the speaker’s sweetheart.220 As with 

most pieces in sources such as this, one might also expect numerous voices on a part if the song 

were used in a larger social group. 

Also part of the third category of sources are song books that interweave small portions, 

usually individual phrases, of musical notation within the visual images. For example, Caspar 

                                                 
217 Alte und Neue Liebeslieder: Mit Bildern und Singweisen (Stuttgart: Hallberger, 1849), frontispiece. 

Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2010; urn:nbn:de:hbz:061:2-1038. 
 
218 Ibid., 26. 
  
219 For more information, see Aisling Kenny and Susan Wollenberg, eds., Women and the Nineteenth-

Century Lied (Surrey, UK; Burlington, VT: Ashgate, 2015) and Laura Tunbridge, ed., Cambridge Introductions to 
Music: The Song Cycle (Cambridge & New York: Cambridge University Press, 2010).  

 
220 Ibid., 38. The title of the song (and its full text) is written in dialect; it would read otherwise read as 

“Mein Schatz ist ein Reiter.”   
 



88 

Scheuren offered this treatment in “Weihnachts-Abend” (“Christmas-Evening”), featured in the 

Düsseldorfer Jugend-Album (1858).221 In this work Scheuren’s artistic specialties coalesce into a 

single, extensively detailed colored lithograph with numerous segments of arabesque, landscape, 

and biblical imagery, in addition to the musical notation (see fig. 3.11).  

 
 

 

 
Figure 3.11 Caspar Scheuren, “Weinachts-Abend,” Düsseldorfer Jugend-Album 3, 1858, 
chromolithograph, 24 x 18 cm.222 
 
 
Known for his focus on Rhine legends and landscapes, Scheuren was one of the most popular of 

the Düsseldorf artists in his day, finding success in both painting and book illustration. The 

youthful charm of his drawings is a particularly good match for the Jugend-Album.  

 

                                                 
221 This serial publication, dedicated to the edification of young children, was published in 1856-1859 by 

Arnz in Düsseldorf. 
 
222 Düsseldorfer Jugend-Album 3 (Düsseldorf: Arnz, 1858), part I, plate 11. Digitized edition, Düsseldorf: 

Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-988. 
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Reminiscent of a church altarpiece, “Weihnachts-Abend” is structured architecturally. In 

the center of the image sits Pope Sylvester I, under a chapel that bears the inscription “Santo 

Sylvest.” Above him fly angels bearing a scroll that reads “Gloria Deo”; on either side of the 

chapel are woods filled with deer, nesting birds, and rabbits. Supporting this portion of the 

drawing are several arabesques – some circular, with children, roses, and birds; others with 

strawberries, daisies, and lambs. In the central portion of this level is the Christ child in the 

manger with Mary and Joseph; flanking them in the arabesques are male figures who symbolize 

those who come to greet them, including musicians (one plays a bagpipe, one plays horn). 

Interwoven into the drawing is a scroll of musical notation, which, despite its brevity, is 

not rudimentary (see ex. 3.4).  

 
 

 

 
Example 3.4 “Weihnachts-Abend,” Düsseldorfer Jugend-Album 3, 1858. Transcription of 
musical incipit with text underlay. 
 
 
The single melodic line (the refrain of the lied paired with the image) is precisely notated, with 

both key signature (E major) and time signature (C; common time). Even the dynamic 

indications are included (mf, p, cresc., and dim.) as well as articulation marks (slur, accent, and 

martellato). The text, however, is not placed with the music. Instead, it is seen as the foundation 

of the entire image, structured in an arch form to echo the overall structure of the drawing. Later, 

in the second part of the volume, the full poem “Weihnachtslied” is printed with an indication to 

view the picture by Scheuren as well as to sing the melody to the German Christmas carol, “O du 

selige.”223  

                                                 
223 Johannes Daniel Falk (1768-1826) wrote the text of the original carol, alternately titled “O du 

fröhliche.” The author of the text in the present volume is listed as “Clemens”; the text is not the famous 
“Weihnachtslied” of Clemens Brentano.   
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 Weihnachts-Abend  Christmas Evening 
 
 O du fröhliche, o du selige,  O you joyful, o you blessed,  
 gnadenbringende Weihnachtszeit!   grace-bringing Christmastime! 
 freue dich o Christenheit!  Rejoice ye, oh Christendom!  
 
 

Category IV 
 

The final category, books with lied texts, visual imagery, and full musical scores, is far 

less common than those previously discussed. The inclusion of the full score in the identification 

of this category is necessary because these pieces are newly composed and characteristically in 

the manner of Kunstlieder (art songs). The musical content varies depending on the source but is 

typically more sophisticated than the traditional Volkslied, containing more complicated 

melodies, formal structures, and accompaniments. The incorporation of visual images also 

varies, from a single elaborate frontispiece to detailed engravings matching individual songs. 

Conrad Banniza’s 6 Lieder: mit Begleitung der Guitarre und des Piano-Forte (see fig. 

3.12) was published in Düsseldorf by Severin circa 1844. As a basic example of category IV 

sources, this set of songs with original texts by the composer (except the last, which is a setting 

of “Kennst du das Land” from Goethe’s Wilhelm Meister) features a black-and-white lithograph 

cover. The drawing is in a similar style to those found in Reinick’s Lieder eines Malers, with 

flowers and vines creating natural arabesques and encircling the interior text. The figures and the 

scenery relate directly to the texts of the songs contained in the set: the stars above reference “An 

den Abendstern”; the man singing to the maiden at left connects to “Der Troubadour”; the knight 

with his zither and symbolic noble swan at right correspond to “Der Scheidegruß”;224 and the 

children praying at the cemetery in the center represent “Vergänglichkeit.” This cover image 

offers a glimpse into the meanings of the songs and their texts – for example, when 

“Vergänglichkeit” closes with the words “the mother rests,” the singer is certain from the image 

that the rest is an eternal one. 

Category IV sources might also include serial publications. For example, on occasion the 

Düsseldorfer Monathefte would incorporate lieder with visual images. The final volume of the  

                                                 
224 The swan has long been associated with nobility, especially in Scandinavian and Germanic folklore. For 

example, the mythological Knight of the Swan prominently appears in Wagner’s opera Lohengrin. Alice Lindsay 
Price, Swans of the World: In Nature, History, Myth & Art (Tulsa, OK: Council Oak, 1994), 96-97. It has also been 
a symbol of music since the age of antiquity (see ch. 2). Ausoni, 14. 
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Figure 3.12 Caspar Scheuren, frontispiece of 6 Lieder: mit Begleitung der Guitarre und des 
Piano-Forte, c. 1844, lithograph, 34 x 25 cm.225  

 
 
serial, however, showcased an abundance of these multi-media works and featured songs by 

composers including Ferdinand Hiller, Felix Mendelssohn, Julius Rietz, and Julius Tausch.226 

The preference for composers associated with the city represents not only a logistical choice to 

procure relatively new music but also a conscious effort to promote the excellence of the artistic 

community. The music printed in the magazine was a variety of new pieces and republished 

ones; some were also older but chosen for their connection to the city. For example, 

Mendelssohn’s “Todeslied der Bojaren” (K68) was composed nearly twenty years earlier but 

was written for Immermann’s Alexis; its ties to the Düsseldorf Theater made it an ideal piece for 

inclusion in the Monathefte. Overall, the magazine’s shift away from its satirical roots may 

signal an attempt to attract new readers at a time when the revolutionary spirit and the comedy 

                                                 
225 Conrad Banniza, 6 Lieder: mit Begleitung der Guitarre und des Piano-Forte (Düsseldorf: Severin, c. 

1844), frontispiece. Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:1-
85526. 
 

226 Düsseldorfer Monathefte 13 (Düsseldorf: Elkan, 1860). Digitized edition, Düsseldorf: Universitäts- und 
Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-329.  
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associated with social tensions was waning in the dawn of German unification. The shift in 

focus, however, also points to the overwhelming popularity of songbooks in general. 

Ferdinand Hiller’s “Lied des Postillons” is a standard instance of poetry, music, and 

visual image converging in the Düsseldorfer Monathefte (see fig. 3.13).  

 
 

 

 
Figure 3.13 August Beck, “Lied des Postillons,” 1860, lithograph, 28 x 21 cm. Music by 
Ferdinand Hiller.227 

 
 

                                                 
227 Ibid., 77. The complete lied spans pages 77-80. 
 



93 

The illustration of the song by Malkastener August Beck (1823-1872) is displayed immediately 

before the score, ensuring that the music and image are processed by the viewer as a single work. 

Although simply presented (relatively small in image size; black-and-white lithography), the 

collaborative character of music and image in “Lied des Postillons” resembles the selections in 

an earlier masterwork, the Düsseldorfer Lieder-Album. 

The Düsseldorfer Lieder-Album, which was published in June 1851, is the most 

extravagant example from the fourth category of song sources. This luxurious album contains six 

full-color lithographs by members of the academy, together with matching full-length musical 

scores by composers connected to the city, including Robert Schumann. The collection stands 

out among other lied sources with poems, drawings, and music because of its intricacy, 

sophistication, and incorporation of newly composed musical selections in the high-art tradition. 

In contrast to songs in similar collections, which tend to be based on simple folk tunes and 

traditional melodies, the pieces in the Düsseldorfer Lieder-Album exhibit more complex forms, 

harmonies, and accompaniments, as well as word-painting and virtuosic vocal melodies. The 

advanced visual and musical characteristics of this work are unmatched in other contemporary 

published sources throughout Germany, demonstrating that Düsseldorf was a city where the lied 

was a vital medium in the development of high-art culture.  

A complex collaborative effort by twelve artists and musicians associated with the city of 

Düsseldorf, this lieder album required the coordination of three separate printing houses: 

Hermann Voß in Düsseldorf and Carl Georgi in Bonn printed the musical notation, and the 

lithographs were printed by Arnz & Co. in Düsseldorf, which also published the work. The 

Düsseldorfer Lieder-Album is no ordinary songbook; its enormous size suggests that it may have 

been purchased by connoisseurs as an artistic showpiece to be appreciated, rather than as a 

functional score for performance. The physical presence of the source is overwhelming; it is 37 

cm in height, and when opened, it spans approximately 96 cm in length.228 Although now stained 

with age, the pages are made of a high-quality, heavy-weight paper that could withstand the 

process of chromolithography. Consequently, to resist bending or buckling, the entire interior of 

the volume rests within a wooden case; a red ribbon glued to the back of the casing allows the 

reader to pick up the pages from the back. These pages would not have been easily turned in 

                                                 
228 When closed, the source measures approximately 37 x 48 cm. 
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performance, and the overall width of the open score makes it nearly impossible to fit onto a 

piano stand. The size of the work, however, does allow for the rich details of the colorful artwork 

to stand out. 

All the drawings in the Liederalbum contain an empty space that might fit a preview of 

the musical score that follows the image. These musical previews showed the first several 

measures of each piece and also provided its title, as well as the composer’s and poet’s names. 

Five of these previews appeared horizontally above the drawings, and one (“Der Gärtner”) was 

minimized into a square, divided into two systems of music. Situating the musical notation 

alongside the images created a very special multi-media aspect of the Düsseldorfer Lieder-

Album: while one could potentially listen to the music alone, without looking at the 

accompanying image, one cannot look at the drawings without seeing the musical scores that 

they illustrate. This collection reveals a thoughtful and sophisticated approach to creating a 

songbook, based on an equal treatment of poetry, art, and music. Such collaboration was made 

possible by the convergence of like-minded artists in a city striving to overcome its dilettante 

reputation and establish itself at the center of high-art culture in Germany. 

The poems included in the Düsseldorfer Lieder-Album were chosen purposefully for their 

content, which would allow the composers and illustrators to construct interpretations that 

honored Düsseldorf’s Rhenish history and culture, as well as accentuate the strengths of the local 

artists. Considering these aims, Wolfgang Müller von Königswinter’s “Auf dem Rheine” (“On 

the Rhine”) was the perfect choice to begin the collection. A Düsseldorfer himself, Königswinter 

was closely tied to the artists of the Düsseldorfer Malerschule and was also a member of the 

Malkasten – he wrote numerous publications relating their history, such as the Die Gartenlaube 

article “Aus dem Malkasten zu Düsseldorf,” discussed previously (see ch. 1).229 At the time the 

Liederalbum was published, he was most famous for his poems and novels, most of which 

centered on the Rhine – including his epic poem Rheinfahrt (1846).230  

                                                 
229 Königswinter, “Aus dem Malkasten zu Düsseldorf.” 
 
230 Interestingly, Königswinter made his living as a physician rather than from his poems. He famously 

treated Robert Schumann during his residence in the city (see ch. 1).  
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The image by Canadian Malkastener Henry Ritter (1816-1853)231 embodies the popular 

Düsseldorf topic of the Rheinfahrt (see ch. 2), while simultaneously honoring the city as well as 

the poet who wrote the text. The poem is not extracted from Königswinter’s epic Rheinfahrt, 

however, but comes instead from an 1841 issue of the serial Deutscher Musenalmanach.232 In its 

original form the lied appeared with a group of others written by Königswinter and was simply 

numbered rather than given a title. Julius Rietz took the opportunity to title his setting of the text 

“Auf dem Rheine,” providing a particularly fitting first impression for the album.    

Rietz was well acquainted with the members of the Düsseldorfer Malerschule and 

extremely knowledgeable regarding local tastes in music due to his thirteen years in the city, 

twelve of which were spent as municipal music director. He had also been the director of the 

Künstler-Liedertafel, a position for which he was especially well qualified as a former student of 

Karl Friedrich Zelter. During his tenure he had developed a reputation for improving 

Düsseldorf’s music societies and performance culture, so it stands to reason that he would be 

invited to take part in a project that also sought to raise the artistic profile of the city. 

Furthermore, he remained musically connected to the city through performances at the Lower 

Rhine Music Festival, as well as through publishing songs in the Düsseldorfer Monathefte.233 

The text of “Auf dem Rheine” (“On the Rhine”) primarily addresses the idea of the Rhine 

journey as represented in so many of the paintings of the Düsseldorfer Malerschule – a small 

boat carrying a diverse party of men and women, drinking, singing, and enjoying one another’s 

company. The final two stanzas, however, alter the merry mood of the poem by shifting the 

focus toward the speaker himself. Among the crowd, he stands alone and longing for his distant 

love.  

 
 

Auf dem schwanken Kahne fuhren    On the rocking little boat we rode 
lustig wir hinab den Rhein,    merrily down the Rhine,  
 

                                                 
231 Henry Ritter, born in Montreal, studied at the Kunstakademie Düsseldorf with Karl Ferdinand Sohn. He 

was one of many international members of the Malkasten. 
 
232 Theodor Echtermeyer and Arnold Ruge, eds., Deutscher Musenalmanach für 1841 (Berlin: M. Simion; 

Athenaeum, 1841): 163-64. 
 
233 Rietz contributed songs to the Düsseldorfer Monathefte for the volumes of 1847-1849 (“Des Weines 

Hoffstadt”) and 1860 (“Spanisches Morgen-Ständchen”). 
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Thal und Berg und Burg erglänzten   valley and mountain and castle shone 
blau im duft’gen Morgenschein.   blue in the hazy morning light. 
 
An den Ufern Thürm’ und Städte,   On the banks’ towers and cities 
Blitzend schien die Sonne drauf,   the sun shone flashing, 
Bunte, sonntagsfrohe Menschen   colorful, Sunday-happy people 
Grüßten jauchzend unsern Lauf.   jubilantly greeted our course. 

 
Auf dem Decke klangen Lieder,   On the deck sounded songs, 
Jubelnd kreiste der Pokal,    the cup went joyfully around the  

circle, 
Leicht dem Augenblick ergeben   surrendered to the pleasure of the  

moment, 
Dachte keiner seiner Qual.    no one pondered his worries. 

 
Alle hatten sich gefunden    All had found each other 
In dem süßen frohen Spiel;    in the sweet, merry game; 
Auf der Fluten Strömung lauschend   listening to the tide’s flow 
Stand ich einsam an dem Kiel.   I stood alone at the keel. 
 
Wolken, Vögel sah ich fliegen   Clouds, birds I saw flying 
Durch des Himmels blaue Pracht,   through the sky’s blue splendor, 
Und ich hab’ in weicher Sehnsucht                            and in tender longing I 
Deiner, fernes Lieb, gedacht!    thought of you, distant lover!234 
 
 
The regular pattern of four lines of trochaic tetrameter (with catalectic second and fourth 

lines) in the stanzas lends itself to a strophic setting, the characteristic form for the early 

Romantic lieder of composers such as Rietz’s mentor, Zelter. Rietz’s setting, however, is more 

formally complex and follows the content of the poem in addition to its structure. Also more 

colorful in harmony than a typical salon piece, the song changes key no fewer than four times in 

response to emotional cues in the poetry (see table 3.1).  

Deceptively simple at its beginning, the lied repeats the same music for the first three 

stanzas without alteration. In this A section Rietz evokes the character of a cheery Venetian 

barcarolle through his use of compound duple meter, mimicking the rhythmic rocking of a boat 

on water. Combined with a water-themed moto perpetuo in the right-hand piano – created by 

quickly moving sixteenth-note chordal arpeggiations that vacillate by measure between the bass 

and treble clef – the riverscape is effectively painted in musical tones. This pattern may even 

imply the movement of oars, rising and falling to propel the boat forward. The accompaniment is  
                                                 

234 Rietz changed the final punctuation of the lied to read as an exclamation, rather than its original period.  
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Table 3.1 Tonal Shifts in Julius Rietz’s “Auf dem Rheine.” 
 

Measures Key Emotional State 

1-45 A major Merry  

46-56 C-sharp minor Melancholic 

57-65 (66-69) D major (B minor) Wistful (Longing) 

70-85 A major Romantic 

 
 
also noticeably suggestive of Mendelssohn’s style (i.e., three-voice texture; introductory melodic 

leap of a major sixth; complex figurations), which Rietz likely absorbed while working closely 

with the master in Düsseldorf before taking his place as municipal music director. Notable 

examples from which Rietz may have drawn inspiration include “Auf Flügeln des Gesanges” and 

the Venetian Gondola Songs from Lieder ohne Worte (opp. 19b and 30) – all of which feature 

barcarolle meters and fluid accompaniment figurations. The sonic resemblance of Rietz’s “Auf 

dem Rheine” to Mendelssohn was so strong that a reviewer of the Düsseldorfer Lieder-Album for 

the Rheinische Musik-Zeitung für Kunstfreunde und Künstler stated, “The Mendelssohnian 

melody sounds well throughout, yet not the method, so that one could point to reminiscence.”235 

In the first section the voice sings a “song” emphasizing words including “lustig” 

(“merrily”) and “blau” (“blue”) through rhythmic accents and large, upward melodic leaps 

(ranging from a major sixth to an octave). Despite these occasional leaping intervals, the melodic 

contour primarily descends by step or by major third, maintaining a certain folk-like ease. One 

might imagine that this is the song of the gondolier or one the songs sung by all the passengers 

(see stanza 3).     

In the fourth stanza the music begins yet again in the same manner but suddenly breaks 

away from the A material in m. 45 with new, more insistent figuration in the right-hand piano, 

low, long octaves or fifths in the bass, and a less tuneful, more dramatic vocal line (see ex. 3.5). 

Rietz amplifies this melodic and textural shift with a simultaneous modulation from A major to 

C# minor and a progressive slowing in tempo (rallentando poco a poco). The change occurs in 

the middle of the stanza, where the text draws attention to the solitary nature of the speaker, who  

                                                 
235 Review of Düsseldorfer Lieder-Album, Rheinische Musik-Zeitung für Kunstfreunde und Künstler, 19 

July 1851, 435. “Wohl klingt Mendelssohn’sche Weise zuweilen hindurch, doch nicht der Art, dass mann auf eine 
Reminiscenz hinweisen könnte.” 
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Example 3.5 Julius Rietz, “Auf dem Rheine,” Düsseldorfer Lieder-Album, 1851, mm. 43-85.236  

                                                 
236 This example maintains the orthography of the original printing.  
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Example 3.5 continued. “Auf dem Rheine,” Düsseldorfer Lieder-Album, 1851, mm. 43-85. 
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Example 3.5 continued. “Auf dem Rheine,” Düsseldorfer Lieder-Album, 1851, mm. 43-85. 
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Example 3.5 concluded. “Auf dem Rheine,” Düsseldorfer Lieder-Album, 1851, mm. 43-85.  
 
 
feels alone despite the crowd surrounding him. He is not the gondolier – he is a passenger alone 

on the bow. The new accompaniment figuration, an arpeggiation confined primarily to a narrow 

range, maintains the sixteenth-note rhythms of the previous water theme. In contrast to the outer 

motion that the original pattern emulates, one might imagine this figuration to be indicative of 

the inner emotion of the speaker. 

Rietz capitalizes on the emotional pathos of the final stanza through word painting and 

transitional harmonic passages. Soon after the shift to C# minor, the text describes birds  

overhead, and the piano traces their flight in sweeping upward arpeggiations that span over two 

octaves. This gesture is quickly eclipsed by a return to the water-theme pattern from the A 

section, which is underscored by secondary dominant harmonies that lead toward the key of D 
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major. Although the key is firmly tonicized in m. 65 after a strong V-I cadence, the following 

measure immediately pivots to a tonal parenthesis in B minor via a secondary dominant. This 

occurs at a crucial poetic moment, when the speaker reveals that he is not only alone but is 

longing for someone who is not there. Rietz pushes this musical metaphor to its limits by 

eliminating the accompaniment altogether in m. 70, as the speaker addresses the object of his 

affection. Without the characteristically active accompaniment, the word “deiner” (“You”) 

becomes the sole focus of the musical moment. The pause also facilitates an immediate return to 

the original key, A major, although the final measures are a coda rather than a reprise, with the 

accompaniment texture thinning and fading away in sporadic block chords as the boat 

metaphorically and musically reaches its destination. 

 One of the most striking aspects of “Auf dem Rheine” is the progressive intensification of 

the vocal line. In addition to the breathless, operatic style of the B section, Rietz subtly raises the 

melodic profile over the course of the piece by climbing steadily to the apex pitch (A5) in the last 

line of the song. The linear progression that leads to that pitch begins in the A section (mm. 1-40) 

on E5 in m. 4, reaching F#5 in m. 8. The ascent is suppressed after this point by hovering over 

E5 and does not move on to G5 until m. 59, accented in its two-beat duration and emerging 

prominently from the texture in the vocalist’s upper tessitura. Once more the upward momentum 

halts (again by hovering over the previous pitch) until the apex pitch, A5, is sung in m. 75. Rietz 

uses the same technique to showcase the pitch as before, only here it is even more exaggerated, 

its duration extending to a dramatic five beats. This occurs on the second iteration of the word 

“deiner,” drawing further attention to the object of the speaker’s desire. In Schenkerian terms, 

this linear progression might be considered an Anstieg leading to the Kopfton A5.     

 The most fascinating aspect of Rietz’s setting is its duality: the tuneful, strophic A section 

easily functions as a stand-alone piece lauding the beauty of the Rhine; the harmonically shifting, 

vocally melodramatic B section adds the musical sophistication and overt emotionalism 

characteristic of Romantic lieder. In this way the music may imply two different personas – the 

merry passengers on the boat and the lonely man on the bow – despite there being only one 

speaker in the text.237 Ritter’s accompanying illustration exploits this duality as well, primarily 

through spatial arrangement and shading.    

                                                 
237 Depending on individual interpretation, there may also be only one speaker – the man on the keel. In 

this case the A section might be considered his hearing of the cheerful music surrounding him.  



103 

Ritter’s “Auf dem Rheine” is a classic Rheinfahrt image, similar to Scheuren’s Lustige 

Rheinfahrt (1839) and Achenbach and Leutze’s Wein, Weib und Gesang (1854). His illustration, 

however, is even more elaborate in terms of landscape detail, specificity of the figures’ 

costumes, and diverse use of color (see fig. 3.14).  

 
 

 

 
Figure 3.14 Henry Ritter, “Auf dem Rheine,” Düsseldorfer Lieder-Album, 1851, 
chromolithograph, 35 x 46 cm.238 
 
 
Although neutrally colored to allow the figures in the boat to stand out, the background 

landscape clearly outlines the picturesque shore of the Rhine, with boats pulled up on the banks 

of the city – a city that, unfortunately, does not quite match the landscape of Düsseldorf (the 

double-spire church in the image does not parallel the city’s riverside St. Lambertus; there are no 

immediate mountains with castles in the actual city’s skyline). Rather, the image points to the 

“towers and cities” and “mountain and castle” of the lied text. Still, Ritter communicates by 

                                                                                                                                                             
  
238 Künstler-Verein Malkasten, Düsseldorfer Lieder-Album: 6 Lieder mit Pianofortebegleitung (Düsseldorf: 

Arnz; Voß, 1851), plate 1. Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2011; 
urn:nbn:de:hbz:061:2-1402.  No page numbers are given, plate numbers are based on the 6 full-color images 
included in the volume. The size of the pages is slightly less than the size of the casing, 37 x 48 cm. 

 



104 

means of other identifying markers that the boat and its passengers are from Düsseldorf – 

regardless of where their journey has taken them. The most obvious of these markers is the 

Düsseldorf flag that hangs from the stern, bearing a bright red lion upon a white background. The 

lion is also prominently featured as the figurehead on the bow of the ship, as well as in 

decorative relief surrounding the border of the boat. 

The elaborately dressed passengers may appear to be from the Renaissance, although any 

Düsseldorfer in 1851 would recognize these as being in the style of costumes used by 

Malkasteners during their luxurious festivals.239 Clearly based on the sixteenth-century fashions 

of noblemen and women, the costumes are brightly-colored and feature luxurious fabrics (the 

ridges and folds of brocade and velvet visible in detail), frilly lace collars, and feathered hats. 

Although the boat is distinctly from Düsseldorf, the boatmen wear the traditional garb of 

Venetian gondoliers, complete with black-and-white striped shirts and red accessories.240 The 

central standing figure in the image is the Narr (Fool), yet another icon associated with the city 

of Düsseldorf. His presence indicates a specific time of year when the moment depicted in the 

image is taking place – the carnival season, or “Karnevalzeit.” The tradition of the Narr and the 

carnival season dates back to the Middle Ages as a time of foolishness preceding Lent 

throughout Catholic Germany (mainly Düsseldorf, Cologne, and Mainz). To the present day, the 

Narr is ubiquitous during this season, also referred to as “die närrische Zeit” (“the time for 

foolishness”). Prominently featured playing a lute in Ritter’s picture, the Narr might be 

interpreted as not only a symbol of frivolity and mischief but also as the performer of the song 

heard in section A of Rietz’s setting. 

 The poem’s ultimate speaker, posed at the left of Ritter’s image, contrasts with the 

remaining passengers in the boat in both his location and his attire. The main party of eight men 

and women (not including the Narr or the African servant holding a parasol to shade them) are 

draped over one another and crowded into the back of the boat, partaking in drink, song, 

                                                 
239 For a detailed exemplar of the various styles and types of costumes used by the Malkasten, see Wilhelm 

Camphausen’s costumes for the 1852 festival on the theme of Aschenbrödels Hochzeit. The untitled color catalogue 
showcases 60 different costumes, presumably for sale prior to the festival (there is an indication for making the 
costumes in any color).  Wilhelm Camphausen, [Costüme aus dem 16. und 17. Jahrhundert, sowie aus dem 
Mittelalter : zum Künstlerfest des Malkasten zu Düsseldorf am 14. Februar 1852; Aschenbrödels Hochzeit] 
(Düsseldorf: Arnz, [1852]). Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2011; 
urn:nbn:de:hbz:061:2-35442. 

 
240 In addition to the lion figurehead and border designs signaling Düsseldorf, the design of the boat is not 

that of a traditional Venetian gondola, which would be all black.  
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romance, and sightseeing – the traditional indicators of “Wein, Weib und Gesang.” The speaker, 

however, is positioned on the bow, behind the boatmen and physically isolated from his fellow 

passengers. Juxtaposing their vibrantly-hued costumes of red, orange, blue, gold, and green, he is 

completely outfitted in deep black. He gazes out wistfully over the figurehead with his chin 

resting on his hand; the only figure that seems to notice his melancholy is his companion, a white 

hunting dog.  

The arrangement of the passengers and the intensely saturated colors of their costumes 

draw the viewer’s attention to specific parts of the image. For example, the Narr is emphasized 

through his central standing position, as well as the rich shade of orange in his suit. He is the 

embodiment of the merriment associated with the Rheinfahrt and the carnival season.  In 

contrast, the character who is least noticeable is the servant, purposefully deemphasized in the 

shade of the parasol. Another example of accenting parts of the image through shading is the 

intricate multi-colored blanket hanging over the side of the boat, which draws attention to the 

lute resting atop its folds. Oswald Achenbach uses similar contrasts in shading in his depiction of 

the song that follows, “Der stille Grund,” but with a more subtle focus on light versus dark 

instead of stark differentiations in color (see fig. 3.15). 

The first of two Eichendorff settings in the Liederalbum, “Der stille Grund” was 

composed by another former Düsseldorf Municipal Music Director, Ferdinand Hiller. Although 

not as popular a text for song setting as many of the other texts from Eichendorff’s Romanzen 

have been (e.g., “Waldesgespräch”), it finds a place in the Liederalbum because of its references 

to the Rhine valley’s most prominent mythical figure, the Lorelei.  

 
 
Der stille Grund     The Silent Ground 

 
Der Mondenschein verwirret    The moonlight shrouds 
Die Täler weit und breit,    the valleys far and wide 
Die Bächlein, wie verirret,    the little brooks, as if lost 
Gehn durch die Einsamkeit.    wander through the loneliness. 

  Da drüben sah ich stehen    Over there I saw standing 
Den Wald auf steiler Höh,    the forest on lofty heights,  
Die finstern Tannen sehen    to see the dark fir trees looking  
In einen tiefen See.     into a deep lake. 

  
[Ein Kahn wohl sah ich ragen,   [I saw a little boat looming, 
Doch niemand, der es lenkt,    yet no one who guides it, 
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Das Ruder war zerschlagen,    the rudder was smashed, 
Das Schifflein halb versenkt.]   the little ship half sunk.] 241    

  
Eine Nixe auf dem Steine    A water sprite on the rocks 
Flocht dort ihr goldnes Haar,    there braided her golden hair, 
Sie meint’ sie wär alleine,    she thought she was alone, 
Und sang so wunderbar.    and sang so wonderfully.  

  
Sie sang und sang, in den Bäumen   She sang and sang, in the trees 
Und Quellen rauscht’ es sacht   and springs gently her song rustled  
Und flüsterte wie in Träumen   and whispered as if in dreams 
Die mondbeglänzte Nacht.    through the moonlit night. 

  
Ich aber stand erschrocken,    But I stood astonished, 
Denn über Wald und Kluft    for over forest and chasm 
Klangen die Morgenglocken    rang the morning bells 
Schon ferne durch die Luft.    already distant through the air. 

  
Und hätt ich nicht vernommen   And had I not listened 
Den Klang zu guter Stund,    to the ringing at that good hour, 
Wär nimmermehr gekommen   I would never have come away 
Aus diesem stillen Grund.    from this silent ground.  
 
 

The intoxicating song of the Lorelei, luring sailors and other travelers to their doom in the depths 

of the river, has been legend in the Rhineland for centuries. The myth is based on a famous cliff 

located in the middle Rhine, which appropriately bears the name Lorelei Rock; once downstream 

of this crag the waters become treacherous due to fierce rapids, rocky reefs, and narrow 

passageways. Although referenced only as a “water sprite” in the poem, Rhinelanders would 

immediately identify this figure as the Lorelei of local legend rather than another singing 

enchantress, such as one from the epics of Greek antiquity (i.e., the birdlike sirens in Homer’s 

Odyssey). 

Hiller’s setting of Eichendorff’s poem is the most operatic setting in the Liederalbum, 

first dramatically painting the ominous beauty of a forest scene and later evoking the 

supernatural vocalization of the Lorelei. The through-composed lied systematically unveils the  

                                                 
241 Hiller cut this stanza in his setting of the text. 
 



107 

 

 

Figure 3.15 Oswald Achenbach, “Der stille Grund,” Düsseldorfer Lieder-Album, 1851, 
chromolithograph, 35 x 46 cm.242 
 
 
speaker’s story of narrowly escaping his own demise, through picturesque accompaniments, 

colorful and clashing harmonies, and subtly scored expressive and dynamic markings that 

accentuate changes in the text. Challenging to a degree well beyond the domain of an amateur 

musician, this selection was never republished in any of Hiller’s later song collections.243 

Rather than compose new music for each stanza of poetry, Hiller musically grouped 

together stanzas with similar concepts. As seen in table 3.2, this equated to musically combining 

stanzas 1-2, 4-5, and 6-7. Interestingly, Hiller’s schema also resulted in the elimination of stanza 

3; a seemingly pivotal segment of text that foreshadows the siren and the effect of her song. 

Consequently, Achenbach’s illustration also eliminates the image of a half-sunk little boat. This 

is a strong indication that the Liederalbum’s artists sought to depict the musical settings, rather 

than the poems alone.   

 

                                                 
242 Künstler-Verein Malkasten, Düsseldorfer Lieder-Album, plate 2.  
 
243 According to Hofmeister’s Catalogue, no other versions of this piece were published during the 

composer’s lifetime.  
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Table 3.2 Tonal Shifts and Stanza Groupings in “Der stille Grund.” 

 
Measure Key Poetic Stanza/Topic 

1-19a B minor Stanzas 1-2/Woodland scene 

19b-22 Transitional  (no text) 

23-50a D major (developmental) Stanzas 4-5/Lorelei singing 

50b-62 Transitional Stanza 6-7/Bells wake speaker 

63-70 B minor ~ D major Stanza 7/Speaker reflects 

 
 

Because the first two stanzas set the woodland scene, Hiller set them in identical phrases 

that outline the tonic key, B minor. The section’s moderate tempo, piano dynamics, and weighty 

accompaniment (underscored by parallel octaves in the bass) create a foreboding atmosphere not 

yet present in Eichendorff’s poem, which only implies a hint of anxiety in stanza 3. A brief 

transition of secondary dominants and fully-diminished chords, whimsically rolled in every 

measure, leads to the new key, D major. 

Immediately upon tonicizing the parallel major, Hiller drastically alters the character of 

the music to signify the magical “otherness” of the siren. Throughout this prolonged section 

(over one third of the entire piece at 27 measures), the dynamic level increases, the bass line 

moves to the upper register, the rhythmic profile accelerates via sixteenth-note sextuplets, the 

pedal is scored throughout, and dolcissimo appears as the expressive marking. Additionally, the  

vocal range expands from the first section – most obviously through large, melodramatic, 

upward octave leaps to G5 (the apex pitch) on the words “sang und sang” (“sang and sang”). The 

right-hand also moves up an octave at the text’s mention of the siren’s singing, which remains in 

effect until the bells bring the speaker back to his senses and the magic of her spell is broken. 

The second section of music also contrasts the first in its adventurous treatment of 

harmony – not only do fleeting dissonances abound in the perpetual figuration of the right hand, 

the key seems to drift immediately towards its dominant (A major) through prolonged emphasis 

on G# (either minor or diminished) and E7 chords (mm. 24-25; 30-32).  This unstable harmonic 

treatment, combined with the section’s rhapsodic vocal writing, entices the listener to a point in 

which he/she, like the speaker, feels lost in the music. 

The extreme musical changes that occur in the second musical section are reminiscent of 

earlier lieder that feature supernatural villains; for example, Franz Schubert’s ballad “Erlkönig” 
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(1815) and Robert Schumann’s “Dichters Genesung” (1840) both of which characterize 

antagonists through raised vocal registration and shifts to the major mode. Hiller’s interpretation 

draws further otherworldly inspiration from Mendelssohn’s oeuvre through the rapid “elfin” 

figurations, showcased by the right hand’s sextuplet rhythms set against the left hand’s triplets.  

The final two stanzas of Eichendorff’s poem, except the two concluding lines, are also 

combined in Hiller’s musical setting because they focus on the image of the bell ringing in the 

distance, which wakes the speaker from his trance. The music sounds the ringing of the bells in 

strong, martellato F-sharps, first appearing in unison in m. 50 (see ex. 3.6).  

 
 

 

 
Example 3.6 Ferdinand Hiller, “Der stille Grund,” Düsseldorfer Lieder-Album, 1851. mm. 49-54. 
 
 
The constant knell of half-note F# continues to sound until the end of this poetic stanza (m. 62) 

while the accompanying eighth-note chords played on the off-beats introduce intense 

dissonances that mimic the clanging overtones of bells. These chords, which originally lacked 

thirds, become denser toward the end of the musical section, which overlaps into stanza 7 at  
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m. 59. At this point in the text the speaker begins to realize that the bells have saved his life – 

this insight may be the motivation behind Hiller’s sudden incorporation of the thirds within the 

off-beat chords, signifying the speaker’s complete return to reality (and musically, to a clear 

key). 

Rather than end the piece with the ringing of bells, Hiller reprises the music from the 

beginning of the song in a brief codetta. The theatrical final knell of the F# bell rings a cappella 

– held by a fermata until it acts as the first pitch in the vocal line that follows, “Wär nimmermehr 

gekommen/aus diesem stillen Grund” (“I would never have come away from this silent ground”). 

The revisiting of the original key (B minor) and musical phrases emphasize the speaker’s return 

to safety. The piece ends on a D major chord, however – the key of the siren’s song. This 

conclusion might have two contrasting interpretations: 1) it reinforces the speaker’s triumphant 

escape by claiming the siren’s key as his own, or 2) it suggests that although the speaker has 

walked away with his life, he will never be free of the memory of her song. 

The focus of Hiller’s lied is unquestionably the siren, who consequently becomes the 

main figure of Achenbach’s illustration. She dominates the landscape with her raised, central 

position atop a rocky crag. The shading of the image also directs the viewer to the nymph; 

everything except her is cloaked in darkness. She sits bathed in moonlight, her frame outlined in 

white against the night sky, creating the impression that her blond hair and pale skin are 

glistening. The earthly terrain surrounding her is muted in color; the rocky stream and knotted 

trees are all shaded in black and gray, while the grass and lily pads are barely colored light green. 

Even the speaker’s darkly-shaded red and blue garments seem to fade in the shadows of the 

night. Still, the speaker appears as the next most significant element in Achenbach’s lithograph – 

his feathered cap, sword, and accompanying hunting dog all indicate that he is a man of stature. 

He is also depicted larger in size than the siren, visually closer in perspective than she is, despite 

his relegation to the right side of the landscape. Not completely in shadow, his face shines in the 

moonlight as he gazes at the siren from behind a tree branch.  

Oswald Achenbach studied landscape painting with his older brother, Andreas 

Achenbach, becoming an esteemed artist of the Düsseldorfer Malerschule and himself a teacher 

of landscape art at the Düsseldorf Academy. He was also musically and theatrically inclined, 

starring in several productions of the Malkasten and the Künstler-Liedertafel. His interest in 

music often manifested itself in contributions to Liederalbums and songbooks, including Alte 
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und Neue Liebeslieder and Lieder der Heimat. His image for the Düsseldorfer Lieder-Album, 

however, is the most sophisticated of these contributions – it is also the most fantastical.  

Interestingly, the subject of Oswald Achenbach’s “Der stille Grund” is similar to one of 

his older brother’s previous illustrations for a songbook, “Dichters Genesung,” which he created 

for Robert Reinick’s Lieder eines Malers thirteen years earlier (see fig. 3.16).  

 
 

 

 

Figure 3.16 Andreas Achenbach, “Dichters Genesung,” Lieder eines Malers mit 
Randzeichnungen seiner Freunde, 1838, 27 x 22 cm.244 
 
 
In this poem and accompanying drawing a wanderer stumbles upon a fairy ring and similarly 

becomes enraptured by the singing of a supernatural femme fatale – this time, a fairy queen 

instead of a siren. In both cases, the men wake up just in time to escape with their lives.  

In contrast to the younger Achenbach’s color illustration, which depicts the speaker 

listening to a siren’s rapturous song, this black-and-white lithograph showcases the moment in 

which the wanderer has returned to his senses and is leaving the scene. An additional difference 

                                                 
244 Reinick, Lieder eines Malers mit Randzeichnungen seiner Freunde, 21. 
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between the images is that although both primarily depict the supernatural figures, the elder 

Achenbach’s drawing emphasizes the presence of the speaker through dense shading – as such,  

he remains the focus of the illustration, despite his small size. These differences show that the 

younger Achenbach sought to focus on the ominous beauty of the siren, rather than the 

humanness of the speaker. This resonates with the content and scope of Hiller’s song, which 

does the same in music. Coming full circle, Hiller’s song acts much like Robert Schumann’s 

musical setting paired with the elder Achenbach’s drawing, perhaps resulting in multiple layers 

of influence. Appropriately considering this connection, Schumann himself is the composer of 

the Liederalbum’s following piece. 

Schumann was the best known composer who collaborated on the Liederalbum, and he 

was also employed as municipal music director in Düsseldorf at the time. His contribution was a 

setting of Eduard Mörike’s “Der Gärtner” (“The Gardener”), which he included again one year 

later as the third selection in his Sechs Gesänge für Singstimme und Klavier, op. 107. 

 
   
Auf ihrem Leibrößlein   On her favorite white pony 
So weiß wie der Schnee,   as white as the snow, 
Die schönste Prinzessin   the fairest princess 
Reit’t durch die Allee.    rides through the avenue. 
 
Der Weg, den das Rößlein   The path, down which the little horse  
Hintanzet so hold,    prances so nobly, 
Der Sand, den ich streute,   the sand, which I strewed, 
Er blinket wie Gold!    gleams like gold! 
 
Du rosenfarb’s Hütlein   You little rose-colored hat 
Wohl auf und wohl ab,   [moving] so well up and down, 
O wirf eine Feder,    oh, throw a feather 
Verstohlen herab!    furtively down! 
 
Und willst du dagegen   And if you want in exchange  
Eine Blüte von mir,    a blossom from me, 
Nimm tausend für eine,   take a thousand for one, 
Nimm alle dafür!    take them all for it! 

  
 
Considering that Schumann composed the setting within a single day of the other songs included 

in volume I of op. 107 and that the composer’s papers do not reference the intentional 

composition for the Düsseldorfer Lieder-Album, we may reason that the song was always 
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originally intended for his own collection.245 Still, the publisher paid Schumann 17 Thalers for 

his contribution to the Liederalbum, duly recorded in the composer’s Haushaltbuch and dated 24 

June 1851.246  

As with the remaining songs in the collection, Schumann’s piece falls within the 

sophisticated genre of Kunstlied – it features a distinctive piano accompaniment that paints the 

scene via triplet rhythms, which mimic the trotting of horse hooves; and the vocal melody is 

somewhat challenging with its large intervals and intermittent chromatic movement. As scholars 

including Susan Youens have noted, this composition represents the aesthetic of Schumann’s 

“late style,” which is characterized by his “preoccupation with folklike setting, the eschewal of 

virtuosity, and his awareness of Lisztian-Wagnerian chromatic passages.”247  The resulting song 

is more complex than expected, when compared to the poem. Schumann obscures the original 

musicality of the poetic lines through uneven phrase structures, misplaced accents, and a 

rhythmically offset accompaniment that feels disconnected from the vocal line (mainly due to 

hemiolas created between duple rhythms in the voice and triplet rhythms in the piano). 

Magnifying the somewhat unsettling result is Schumann’s use of through-composed form. 

Wholly avoiding melodic repetition in the vocal line, the piece is unified by patterns of short, 

repeated figures in the piano accompaniment. 

The tension that the listener hears in Schumann’s setting is extended through a building 

sense of urgency, also prominent in the poem. He creates this increasing unease by eliminating 

rests in the vocal line throughout stanzas 3 and 4, mimicking the rising anxiety of the poem’s 

speaker, as he pleads for the princess’s favor. In this section the voice relentlessly moves 

forward, never holding a pitch longer than a single beat until the speaker’s final declaration in m. 

43 that he would give her all the flowers in his garden. Youens has also indicated that in these 

final stanzas, specifically mm. 24-26 and mm. 39-41, Schumann’s abandonment of the horse’s 

triplet rhythmic gesture in favor of steady block chords allows the ascending chromatic bass line 

                                                 
245 Schumann’s records show that he composed “Der Gärtner” on 22 January 1851 and the other songs in 

volume I of op. 107 the day prior. Jon W. Finson, Robert Schumann: The Book of Songs (Cambridge: Harvard 
University Press, 2007), 247.  

 
246 Robert Schumann, Tagebücher 3/2, ed. Gerd Nauhaus (Leipzig: Deutsche Verlag fü Musik, 1982), 678. 
  
247 Susan Youens, Hugo Wolf and His Mörike Songs (Cambridge: Cambridge University Press, 2000), 135. 
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to emerge from the texture. This permits an “erotic” musical moment in which the speaker’s 

desires become the focus of the song.248  

Ending the vocal line precariously on the third scale degree, Schumann communicates 

that the speaker is more than a little unsure of the princess’s feelings. In a rather pessimistic 

conclusion to the song, the composer’s return to the horse motif in the postlude suggests its 

strutting off into the distance to a pianissimo dynamic. In doing so, Schumann wakes up the 

listeners, reminding them that these grand declarations are likely only in the mind of the gardener 

– the noble lady does not notice him at all. Rufus Hallmark proposes that when taken in context 

with the other songs from op. 107, “Der Gärtner” may be considered a contemplation of isolation 

due to class distinctions.249 

It was this musical setting that inspired Wilhelm Camphausen (1818-1885) to create his 

accompanying illustration (see fig. 3.17), which showcases the poem’s princess upon her gallant 

white horse.250 Although the circumstances surrounding his collaboration with Schumann are 

unclear, Camphausen’s penchant for costume studies251 and horses made him the ideal candidate 

to transmedialize this song by joining it to a piece of visual art. Camphausen later served four 

years in military service, including a period as the army’s official documentary painter during the 

Franco-Prussian War (1870/71), making his knowledge of and talent at capturing the equine 

form unmatched by his contemporaries.252 

As with the other lithographs in the collection, Camphausen’s image illustrates the music 

as much as the poem and, in doing so, emphasizes elements of Schumann’s interpretation of the  

                                                 
248 Ibid., 136. 
 
249 Rufus Hallmark, “Robert Schumann: The Poet Sings,” Ch. 3 in German Lieder in the Nineteenth 

Century, 2nd ed., ed. Rufus Hallmark (New York: Routledge, 2010), 129. 
 
250 Imgard Knechtges-Obrecht, “.. auf das Aeußere einigermaßen dem innern Charakter entspreche. Robert 

Schumann und die Ausstattung seiner Notendrucke,” in Schumann und die Düsseldorfer Malerschule (Düsseldorf: 
Robert Schumann-Gesellschaft, 1988), 48. The author specifically states that Camphausen illustrated Schumann’s 
musical setting rather the poem alone. 

 
251 In Camphausen’s catalogue for the Malkasten festival Aschenbrödels Hochzeit there is a nearly identical 

costume to the princess’s in “Der Gärtner,” listed as “Reitanzug 1600” (Riding Suit c. 1600). Camphausen, 
[Costüme aus dem 16. und 17. Jahrhundert, sowie aus dem Mittelalter : zum Künstlerfest des Malkasten zu 
Düsseldorf am 14. Februar 1852; Aschenbrödels Hochzeit], 6. 

 
252 Camphausen’s output features a plethora of monumental paintings that showcase military horses and 

servicemen, and he is well known for his equestrian portraits, including one of Kaiser Wilhelm I. 
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Figure 3.17 Wilhelm Camphausen, “Der Gärtner,” Düsseldorfer Lieder-Album, 1851, 
chromolithograph, 35 x 46 cm.253 

 
 
text. The most obvious aspect of the song that is transmedialized in the image is the utter 

disconnection of the princess and the gardener. Immediately telling is the physical distance 

between the two figures – as the gardener stands low and isolated at the left-hand side of the 

image, the princess dominates the majority of the illustration, riding high upon her steed. The 

high versus low placement of their location within the image parallels their social class. This 

distinction is further accentuated by their clothing: the regal bright blues, reds, and yellows of the 

princess’s decorative attire emerge strongly against the pure white of her horse’s mane, while the 

simple, dark-colored clothing of the gardener appear as if in the shadow of the trees above. A 

final contrast of note is the sense of movement at the right side of the image – the princess is 

vibrant and kinetic upon her horse, whose three hoofs are raised in a prance, riding next to her 

spirited canine hunting companion. Opposing this joyful exuberance is the static pose of the 

gardener; he stands paused from his work, hiding behind a large potted plant so that she will not 

see him. Near him is a single potted flower, a far cry from the thousand he wishes he could give 

                                                 
253 Künstler-Verein Malkasten, Düsseldorfer Lieder-Album, plate 3.  
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to her, which implies that even if she did return his affection, he would not be able to fulfill her 

expectations. 

Camphausen based the positioning of the figures and the representation of the overall 

anxiety of the gardener on Schumann’s musical setting, which extends beyond the youthful 

naivety of Mörike’s poem.254 In the illustration the realism of the scene is more apparent than in 

the poem: the viewer sees the gardener’s melancholy gaze at the princess. Not only is she 

spatially removed from him, she does not even glance in his direction. The viewer of the 

illustration knows she is not looking for him; she might not even know he exists. Camphausen 

magnifies her unattainability even further through another interpersonal disconnection from the 

shadowed man behind her, perhaps her chaperone. His clothes, with frilled collar and feathered 

cap, also speak of a high station; despite his stature, he too is outside her scope.  

The Düsseldorfer Lieder-Album’s presentation of “Der Gärtner” is a beautiful yet 

sobering account of dreaming of a life (and love) outside of one’s social class. Schumann’s 

music is superficially pretty but riddled with metric discomfort; Camphausen’s image is 

colorfully illustrated but stingingly realistic. The music and image connect and reinforce one 

another in this respect, propelling Mörike’s poem beyond a whimsical fantasy into a harsh 

reality. 

Julius Tausch’s “Streich’ aus mein Roß!” (“Roam on, my horse!”) follows Schumann’s 

lied and, along with “Der stille Grund,” is one of the most dramatic compositions in the 

Liederalbum. The driving intensity of the piano accompaniment sets the mood of Emanuel 

Geibel’s (1815-1884) poem, a fervent love song from his mature work Juniuslieder (1848). The 

text was extracted from the collection’s cycle “Der Troubadour,” which contains eight brief, yet 

passionate lyric poems.255  

 
  
Streich’ aus mein Roß, die Flanken hoch!   Roam on, my horse, your flanks  

high! 
Die Meute bellt, es klingt das Horn,   The pack barks, the horn sounds, 
Der Tag ist wild, doch wilder noch dein Reiter; the day is wild, but wilder still your  

rider;  
 

                                                 
254 Although the gardener may be naïve, the underlying sexuality of Mörike’s verses is undeniable. 
 
255 In “Der Troubadour” the poem “Streich’ aus mein Roß!” is simply titled “V.” as the fifth in the set. 
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Es treibt durch Schnee, Gestrüpp und Dorn  he is driven through snow, brush,  
and thorn 

Ihn rastlos, ruhlos weiter.    restlessly, unresting on and on. 
 
Ich habe getrunken einen Trank,   I drank a drink, 
Lieb’ heißt der Trank, und der war heiß.  the drink called love, and it was hot. 
Davon bin ich geworden krank im Herzen.  From it I became sick at heart. 
Mir will nicht kühlen Winters Eis   Neither the winter’s ice 
Noch scharfer Sturm die Schmerzen.   nor the sharp storm will cool my  

pain. 
 

Drum rasch, als könnt’s ich fliehn mein Weh! So quickly, as if I could flee my  
woes!  

Was schiert’s mich, wenn die Sonn’ entwich! How I ache, when the sun  
disappears!     

Schon färbt des Hirschen Schweiß den Schnee  Already the deer blood colors the  
der Haide;      snow on the heath; 

Ich jage das Wild, die Liebe mich,   I hunt game, love hunts me,  
Bis wir erliegen beide.    until we’re both exhausted.  
 
 
The strength of the Geibel poem is rooted in his powerfully masculine perspective and 

subtle mixing of poetic feet. Associating the hunt for game with amorous pursuits provides for 

unusually harsh imagery in a love song: dogs barking, horns calling, thorny thickets, sickness, 

and blood in the snow. Meanwhile, the irregular pattern of the accents serves to create a sense of 

unease, particularly in the second stanza, when the speaker reveals the true reason for his 

restlessness. These elements coalesce into the sublime aesthetic, into an exquisitely dark poem.    

When the Liederalbum was compiled, Julius Tausch had already established himself as 

an important force in Düsseldorf’s musical and artistic culture. He had been in the city five years 

and not only worked directly with the municipal music directors, he had also been the sole 

founding member of the Malkasten who was a musician. The performance of songs, particularly, 

was one of Tausch’s primary domains of influence – from the late 1840s he directed numerous 

singing societies, including the Künstler-Liedertafel and Männer-Gesang-Verein. Although today 

he is the least remembered of the composers who contributed to the Liederalbum, at the time of 

its publication he was certainly cherished by the Düsseldorf public. This coincidentally parallels 

his choice of poet – Geibel, now the least popular of those poets in the Liederalbum, was 

considered one of the greatest living German lyric poets in the latter half of the nineteenth 

century.  
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While Tausch’s music is rarely heard today and, in many cases, difficult to locate in score 

format, “Streich’ aus mein Roß!” provides a fascinating example of his compositional style in 

the genre of the lied. He published the work again in his op. 8, Sechs Lieder mit Begleitung des 

Pianoforte (Düsseldorf: W. Bayrhoffer, 1868), a collection that was positively reviewed in the 

Leipziger allgemeine Musikalische Zeitung as songs that every singer would want to have, 

because the composer “knows how to write for the singing voice” and because “there is real 

singing in them.”256 The reviewer also specifically praised Tausch’s passionate setting of 

“Streich’ aus mein Roß!,” noting that Geibel’s text is still able to shine within the form of 

song.257 

The force of Geibel’s poem finds a strong corollary in Tausch’s music, which is the most 

adventurous setting in the Liederalbum in terms of harmony, dynamics, articulation, and rhythm.  

These aspects magnify the excitement of the hunt (the literal chasing of game and the 

metaphorical pursuit of love), which is communicated in the brash vocal line and forward 

momentum of the accompaniment. Tausch’s setting physically challenges the singer and 

accompanist, pushing them to the point of exhaustion in order to imitate the physical and 

emotional state of the poem’s horseman.  

The difficulty of the music is masked subtly by the simplicity of the song’s ternary 

formal structure (ABA’), which aligns with the poem’s three stanzas of text. Even the clarity of 

this division, however, is challenged by the song’s overall tonal instability. All three stanzas are 

characterized by unsettling or evasive harmonic movement, as well as clashing dissonances. 

Still, a general sense of balance and unity is achieved through length (each stanza comprises 32 

measures, plus introductory and coda material) and content (all three stanzas incorporate similar 

rhythmic and melodic gestures).   

Tausch immediately immerses the listener into the world of the speaker, mimicking the 

rapid gallop of horse hooves in the left-hand accompaniment. The staccatos that characterize the 

                                                 
256 Review of Sechs Lieder mit Begleitung des Pianoforte, by Julius Tausch, Leipziger allgemeine 

Musikalische Zeitung, 29 July 1868, 245. “Das sind Lieder, die jeder Sänger gern in die Hand nehmen wird, weil er 
wirklichen Gesang darin findet.” The reviewer also lauds the melodic flow of Tausch’s songs in addition to their 
individuality within the set. “Nicht allein dass der Komponist für eine Singstimme zu schreiben versteht, fliessen die 
Melodien auch leicht dahin; jedes Lied prägt sich in bestimmter Weise charakteristisch aus, an den Text sich streng 
anlehnend, bewahrt doch jedes Eigenthümliches.” 

 
257 Ibid. “Selbst die gesteigerte Leidenschaftlichkeit findet in Nr. 5 ‘Streich aus mein Ross’ (von Geibel) 

einen musikalischen Ausdruck in dem Grad, wie ihn die Liedform noch vertragen kann.” 
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right hand’s chords add to the anxiety of the dynamically increasing introduction, expressively 

marked “Sehr schnell und wild” (“Very fast and wild”). Tausch also builds tension by 

harmonically and rhythmically anticipating the strong beats of the compound duple meter with 

chords in the right hand (see ex. 3.7). Furthermore, the density of the chords sounding in the 

right hand adds a level of weight to the music unheard in the other selections of the Liederalbum. 

 
 

 

 
Example 3.7 Julius Tausch, “Streich’ aus mein Roß!,” Düsseldorfer Lieder-Album, 1851, mm. 1-
6. 
 
 

The melodic profile of the vocal line is similarly jarring, entering the texture in m. 7 with 

two upward phrases that begin stepwise but launch into leaps; the first phrase covers an octave 

(E4-E5) and the second extends a third beyond that, reaching the highest pitch in the entire song 

(G5). Each phrase is set to a crescendo, supporting not only the vocal ascent into the singer’s 

upper register but also underscoring the text, which points to barking of dogs and calling of 

horns. The accompaniment also hints at the horn call, with its unison triadic descent, marked 

staccato, before and after the second vocal phrase (see ex. 3.8). The voice also participates in 

creating dissonance, most notably the extended D that contrasts the octave Cs in the bass in mm. 

28 and 94 on the words “Schnee” (“snow”) and “Wild” (“wild”). 

Tonally, the key of the first stanza begins to destabilize at the end of the second vocal 

phrase.  The harmony that supports “es klingt das Horn” (“sounds the horn”) progresses from VI 

through VI    to III, leading towards a tonal parenthesis in E major. From this point until the end 

of the second stanza, the harmonic movement is evasive and resists tonicizing any new key. 

Despite this developmental treatment, the second stanza hints strongly at B minor (via repeated  
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Example 3.8 Julius Tausch, “Streich’ aus mein Roß!,” Düsseldorfer Lieder-Album, mm. 7-13. 
 
  
dominant chords on F) before transitioning back to C minor to reprise the A material in the third 

stanza. 

Tausch sets the second stanza apart from the other two because it focuses on the love-

sickness of the huntsman. To do so, he abandons the galloping bass line and anxious right-hand 

chords in favor of a simpler, homorhythmic accompaniment. The vocal line, marked to be sung 

softly, also becomes more declamatory and march-like. The drama of the earlier stanza is far 

from gone, however, with increased dynamic variation in the vocal line and the song’s largest 

leap (an octave) in mm. 64-66 on the word “Schmerzen” (“pain”). The musical phrases of the 

stanza echo the final lines of the A section, with a short sequence of descending fifths in the 

vocal line. The alterations in this section also serve to address Geibel’s shifting of poetic meter, 

allowing Tausch to accent the appropriate syllables in the vocal line. Even with these differences, 

the mood of the song remains largely unchanged, and the focus remains on the masculine energy 

of the speaker rather than the object of his affection.    

Although the third stanza is primarily a repetition of the A material, the final lines of text 

are musically set apart and act as a coda (mm. 105-119). The left-hand figuration maintains its 

eighth-note gallop but is set completely on a C pedal. The voice also sustains its rhythmic 

profile, but it is transferred to a lower register that hovers close to middle C; these are the lowest 

pitches sung in the piece. When the final vocal phrase ends on a piano dynamic in this range, it 

suggests that the rider has exhausted himself. Still, the final measures of the song are set fiercely 

in the manner of the Mannheim roller (mm. 116-19) – an upward melodic arpeggiation that also 
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crescendos – culminating in an exciting fortissimo dynamic (see ex. 3.9). Interpretively, this 

might imply that despite the rider’s fatigue the hunt must go on. 

 
 

 
 
Example 3.9 Julius Tausch, “Streich’ aus mein Roß!,” Düsseldorfer Lieder-Album, 1851, mm. 
116-119. 
 
 

Tausch uses dynamics in a variety of interesting ways in “Streich’ aus mein Roß!,” some 

individual examples of which have already been discussed in this analysis. In general, however, 

his approach to dynamics is carefully plotted throughout the lied; the overall dynamic scope is 

large (p – ff) and changes levels frequently, especially toward the end of musical phrases. 

Although many of these shifts are signaled by changes in mood of the text, Tausch also uses 

them to create sonic effects and emphasize specific words. For example, the introduction and 

first vocal phrase produce the effect of the horse coming closer through a gradual increase in 

dynamic level over ten measures, getting progressively louder from p to mf, then mf to f. 

Tausch’s use of sforzando is another striking dynamic aspect of this lied; in 199 measures, he 

uses this device twenty-one times, typically to emphasize important words and/or stress the ends 

of phrases in both the vocal line and piano accompaniment.258 Although this treatment may seem 

overwrought, the exploitation of sudden dynamic accents actually enhances the musical hunt and 

reinforces the horseman’s relentless pursuit. Tausch’s approach also matches the contrived 

nature of the poem itself.   

                                                 
258  Sforzando markings appear in mm. 11, 15, 17, 20, 33, 37, 40, 55, 57, 65, 69, 72, 77, 81, 83, 86, 99, 103, 

106, 110, and 113. 
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The illustration of Tausch’s lied by Karl Friedrich Lessing (1808-1880) is one of the few 

visual examples in the Liederalbum that does not aim to communicate the full meaning of the 

song text (see fig. 3.18).  

 
 

 

 
Figure 3.18 Karl Friedrich Lessing, “Streich’ aus mein Roß!,” Düsseldorfer Lieder-Album, 1851, 
chromolithograph, 35 x 46 cm.259 
 
 
Instead, he follows Tausch’s musical reading of the poem, honing in on the wild and driven 

character of the rider and the act of the hunt rather than his obsession with love. Lessing – 

mentioned briefly in Category II as the dedicatee of the Maler und Bürger lied – was not only a 

founding member of the Malkasten, he was also a noted professor at the Düsseldorf Academy 

and a co-founder of the Düsseldorfer Malerschule with Wilhelm Schadow.260 His image for 

“Streich’ aus mein Roß!” references his already large output of landscape paintings, which he 

often peopled with various figures, including gypsies, knights, and townsfolk.261 In his 

                                                 
259 Künstler-Verein Malkasten, Düsseldorfer Lieder-Album, plate 3.  
 
260 Moritz Blanckarts, “Karl Friedrich Lessing,” Allgemeine Deutsch Biographie 18 (1883): 450. 
 
261 Ibid. 
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illustration he depicts a straightforward hunting landscape, with a historically-dressed huntsman 

upon his steed (his clothes resemble the attire of a rider from the seventeenth century),262 which 

bounds mid-air over a fallen tree limb toward a deer running in the distance.  Composed in 

darker colors (maroon, black, dark green, beige, etc.) than the other images in the Liederalbum, 

Lessing’s work has a more serious tone than the other whimsical and folklike pictures; it is in the 

style of a large-scale painting rather than a printed lithograph, a distinction in the collection that 

might only be shared with the following selection, Andreas Achenbach’s “Ave Maria.” 

Lessing’s muscular horse, with its glaring eye and athletic pose, matches the intensity of 

the dark, bearded rider. Meanwhile, the rocky terrain’s sparse, leafless trees and the dim, 

cloudless sky, provide a forbidding backdrop for the image. The entire illustration juxtaposes the 

previous selection in the Liederalbum, Wilhelm Camphausen’s “Der Gärtner,” which is also an 

equestrian scene. While the bright colors, lush environment, and elegant figures in 

Camphausen’s lithograph already distinguish it from the subsequent image, it is the sharp 

contrast of his prancing white pony against Lessing’s hurdling black stallion that makes the 

distinction so powerful. The arrangement of these images in the songbook exploits this 

juxtaposition while also demonstrating the artistic lineage of the artists. Camphausen had studied 

with Lessing at Düsseldorf Academy; the similar attention to detail in the equine form, as well as 

the costuming of the figures, reveals his pedigree.   

While all the illustrations in the Liederalbum may be extracted and act as stand-alone 

works of art, Lessing’s image is an example of how the visual cannot be fully understood 

without the lied. While the driving passion of the rider is visible in the image, its motivation is 

not; he only appears to be obsessed with chasing a deer, rather than with a lover. Further, without 

listening to the song, one might easily view this illustration without ever knowing that the rider is 

not the only one hunting something; love is actually hunting him, as well.  

The penultimate song in the collection is Robert Franz’s setting of Geibel’s “Abendfeier 

in Venedig” (“Evening Celebration in Venice”), which the composer titled “Ave Maria.” Geibel 

is one of two poets represented by more than one text in the album, although the beatific 

                                                 
262 In Wilhelm Camphausen’s catalogue for the Malkasten festival Aschenbrödels Hochzeit, there are 

numerous costumes that resemble the hunter’s in “Streich’ aus mein Roß!,” listed as those for horsemen and soldiers 
of the 16th/17th centuries; in particular, one labeled as a rider from the Thirty Years’ War is of note. Camphausen, 
[Costüme aus dem 16. und 17. Jahrhundert, sowie aus dem Mittelalter: zum Künstlerfest des Malkasten zu 
Düsseldorf am 14. Februar 1852; Aschenbrödels Hochzeit], 7-8. 
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“Abendfeier in Venedig” is significantly different in character and form from the passionate 

“Streich’ aus mein Roß!” The Stanze263  (It., ottava rima) rhyme scheme is far more standard 

(abababcc; all in iambic pentameter) than the idiosyncratic treatment of the previous Geibel 

poem and lent itself to a regularized musical phrase structure. 

 
 
Ave Maria! Meer und Himmel ruh’n,  Ave Maria! Sea and heaven are resting, 
Von allen Türmen hallt der Glocken Ton, From every tower echoes the sound of bells, 
Ave Maria! Laßt vom ird’schen Tun,  Ave Maria! Leave off your earthly  

endeavors, 
Zur Jungfrau betet, zu der Jungfrau Sohn, Pray to the Virgin, to the Virgin’s son, 
Des Himmels Scharen selber knieen nun The hosts of Heaven themselves are now 

kneeling 
Mit Lilienstäben vor des Vaters Thron,   With stalks of lilies before the Father’s  
   throne, 
Und durch die Rosenwolken wehn die  And through the rosy clouds the songs 

Lieder  
Der sel’gen Geister feierlich hernieder. Of the blessed spirits waft solemnly down 

[toward earth]. 
 

 O heil’ge Andacht, welche jedes Herz  O holy devotion, which marvelously  
        penetrates 

 Mit leisen Schauern wunderbar  Every heart with a gentle shiver! 
  durchdringt! 
 O heil’ger Glaube, der sich himmelwärts O holy faith, which soars toward  
     heaven 
 Auf des Gebetes weißem Fittig schwingt! On the white wings of prayer! 
 In milde Tränen löst sich da der Schmerz, There pain dissolves into mild tears, 
 Indes der Freude Jubel sanfter klingt.  While the rejoicing of happiness rings out  
                        more gently, 
 Ave Maria! Wenn die Glocke tönet,  Ave Maria! When the bell sounds, 
 So lächeln Erd’ und Himmel mild Earth and heaven smile, reconciled.264 
  versöhnet. 
 
 

                                                 
263 Stanze form was popularized in Germany by eighteenth-century poets, most notably Goethe. Johann 

Wolfgang von Goethe, Goethe’s Poems, trans. and ed. with notes by H. G. Atkins and L. E. Kastner (London: 
Blackie & Son, 1902), LVI-LVII.  

 
264 Translation copyrighted © 2008 by Sharon Krebs. Reprinted with permission. The Lieder-Net, 

http://www.lieder.net/lieder/get_text.html?TextId=38707 (accessed 10 September 2015). Slight alterations to fit 
Franz’s setting are made in both stanzas: verse six of stanza one; verses two and three of stanza two.  
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 Geibel’s “evening celebration” is a Vespers, signaled by the ringing of bells and the 

resounding invocation of “Hail Mary.” At the time Geibel wrote the poem (c. 1835), he was 

attending college in Bonn and was deeply moved by the Catholic way of life on the Rhine, 

especially after witnessing the May festivals, complete with parades of people singing four-voice 

chorales with bells and organ ringing in the background. He internalized the “sensual 

impressions” of the event and incorporated them in at least two of his poems from this period, 

including “Abendfeier in Venedig.” 265 Despite its Italianate title, the poem was actually inspired 

by Rhenish culture, making it a perfect choice for the Düsseldorfer Lieder-Album.      

 Franz clearly understood the Rhenish Catholicism of Geibel’s poem, which is 

represented in his homophonic, chorale-like setting. The notation of the song also suggests the 

stylus ecclesiasticus, with its cut time meter, as well as half-note and quarter-note rhythms. It is 

the simplest of the musical selections in the Liederalbum, although it still belongs within the 

realm of art song. The vocal line remains within a single octave (F4-F5) and contains no 

challenging rhythmic patterns or changes in character; the accompaniment is mainly supportive 

and does little beyond providing chordal reinforcement. The piano also provides no introduction 

for the singer, a device common in most art songs but not in German church chorales. For 

performers who might erroneously infer that flexibility is welcome in such an uncomplicated 

setting, Franz indicates that it is to be played Streng gebunden (strictly legato). This expressive 

marker reinforces the impression of choral singing that Franz sought to evoke. 

 Harmonically unadventurous, the F-major lied vacillates primarily between I and V, 

with the occasional secondary dominant (i.e., m. 8 and m. 13). The song’s form, however, shows 

a bit more interest. Although the entire piece is in a modified strophic form, the interior phrase 

structure of each strophe is in bar form (AA’B) – a typical approach to text setting in the German 

chorale tradition.  In the second strophe the B section is truncated by half from 8 to 4 measures. 

Interrupting the B section is yet another slightly altered statement of the A material, coinciding 

with the return of the text “Ave Maria!” With this third utterance of the same text and music, the 

“Ave Maria!” is heard as a refrain.   

Franz holds close to a spiritual aesthetic throughout the setting, which comes not only 

from Geibel’s poem but also from his musical training. His first musical studies were of organ 

                                                 
265 Karl Goedecke, Emanuel Geibel, vol. 1 (Stuttgart: J. G. Cotta’sche, 1869), 47-48. The other poem that 

Goedecke notes as inspired by Catholic life on the Rhine is “Pergolese.” 
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performance in Dessau with Friedrich Schneider in 1835; from that point forward he became 

absorbed with the learning the sacred works of Bach and Handel. He remained preoccupied with 

this topic throughout his life, creating and publishing his own editions of select cantatas, 

magnificats, oratorios, and passions.266  

Contemporary composer and music pedagogue Emil Naumann once stated that Franz’s 

songs “require deep musical declamation, with an unusually careful delivery.”267 This is certainly 

the case with “Ave Maria”; the song is absolutely monotonous if the performer neglects the 

nuances of Franz’s delicate dynamic indications, word-painting, and singular harmonic 

suspension. These details not only enhance the overall quality of the setting but also support the 

religious undertone of the piece. 

The overall quietude of the lied implies an intimate, prayerful interpretation of the poem.   

Franz notated only piano and pianissimo dynamics throughout the lied, although there is an 

implication for stronger dynamics based on crescendos. These crescendos, however, are placed 

to encourage musicality on longer pitches at the ends of phrases or to enhance the natural arsis 

and thesis of the text. For example, both types may be seen in the second statement of the A 

material (see ex. 3.10). In mm. 5-6 a crescendo followed by an immediate decrescendo occurs on 

the final syllable of “Maria,” promoting movement and growth on a pitch that might otherwise 

remain static. Later, at the end of the musical phrase in mm. 7-8, the dynamics indicate a swell 

on the text leading up to first syllable of the word “Jungfrau,” with a reduction on the following 

four beats; this reinforces the natural accent of the phrase “zu der Jungfrau Sohn” while also 

discouraging the singer from overemphasizing the final word, “Sohn” – i.e., to the Virgin’s Son. 

Word painting, common both in Romantic art songs and Bach chorales, also finds a place 

in Franz’s setting. On the word “hernieder” (“down”) the vocal melody descends in stepwise 

motion, leading into the piano interlude between strophes. The piano interlude extends the text  

                                                 
266 The extent of Franz’s obsession with Bach became legendary when a German newspaper (in an article 

subsequently reprinted throughout the world, including the New York Times) reported he had located a trunk of 
missing manuscripts of the master in 1879; after the account was published, Franz stated that it was “entirely 
untrue.” See Charlie Savage, “Discovery of Missing Music: Manuscript Works of Bach Found in an Old Trunk and 
Used for Padding Fruit Trees,” New York Times, 9 February 1879, http://query.nytimes.com/mem/archive-
free/pdf?res= 9E01E4 DB123EE73BBC4153DFB4668382669FDE (accessed 5 January 2014) and “Musical Notes,” 
New York Times, 22 February 1879, http://query.nytimes.com/mem/archivefree/pdf?res=F00713FA3F5B177 B9 
3C1AB1789 D85F4 D8784F9 (accessed 5 January 2014). 

 
267 Obituary of Robert Franz, New York Times, 25 October 1852, http://query.nytimes. com/mem/archive-

free/pdf?res=F00F13FE385C17738DDDAC0A94D8415B8285F0D3 (accessed 21 January 2014). 
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Example 3.10 Robert Franz, “Ave Maria,” Düsseldorfer Lieder-Album, 1851, mm. 5-8.  
 
 
painting by literally descending into the bass clef (see ex. 3.11). When Franz republished this 

song in Sechs Gesänge, op. 17 (1853), he also developed the text painting through a diminished 

dynamic level, placing three consecutive descrescendos at the end of the phrase – a treatment 

that appears only once in the piece. 

 
 

 

 
Example 3.11 Robert Franz, “Ave Maria,” Düsseldorfer Lieder-Album, mm. 14-17. 
 
 
 As previously mentioned, the harmonic content of “Ave Maria” is very straightforward. 

The ending, however, presents a moment of dissonance produced by a 9-8 suspension in the 

vocal line (see. ex. 3.12). Franz situated the dissonant pitch, G4, on the accented syllable and 

downbeat of the word “versöhnet” (reconciled). When the suspension resolves to the tonic on F4, 

one might consider this an audible reconciliation (and another example of word painting). As a  
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 Example 3.12 Robert Franz, “Ave Maria,” Düsseldorfer Lieder-Album, 1851, mm. 33-34. 
 
 
common suspension used in German chorales, especially those by Bach,268 this is yet another 

echo of Germanic church music in Franz’s setting. 

Although Franz distanced his musical setting of Geibel’s poem from Italy by re-titling it 

“Ave Maria” in lieu of “Abendfeier in Venedig,” Andreas Achenbach clearly portrayed a 

Venetian landscape in his accompanying image (see fig. 3.19). Considering that both he and his 

brother Oswald were famous for their Italian landscapes and genre paintings – the pair were 

often referred to as the “The A and O of Landscapes” (“Das A und O der Landschaft”) – it stands 

to reason that Andreas would take the opportunity to present an illustration that capitalized on 

that topic.269 Furthermore, because he had spent significant time studying land and seascapes in 

Italy, Achenbach might actually have used a sketch from that period to create the image. 

Although Achenbach’s image does not support Franz’s reading of the poem as reflecting 

Catholic church-life specifically on the Rhine, it does embody the quiet beauty of the musical 

setting. The lightly colored, pink hue of the sky blankets the entire scene in a sunset glow. The 

fishermen, exhausted after a long day’s work, rest in silence, not a single one engaged in 

conversation. Rather, they simply gaze out at the expanse of sea, sky, and city around them.  

                                                 
268 Theorist Luke Dahn has located 9-8 suspensions in 38 of the first 75 of Bach’s chorales 

(Riemenschneider edition). Luke Dahn, “Bach Chorale Pedagogic Resource,” http://www.lukedahn.net/ 
ChoraleIndex.htm#XIVc (accessed 31 January 2014). 

 
269 The Achenbach brothers showed individual strengths in the landscape style: Andreas showed a greater 

proclivity for seascapes, while Oswald focused on terrestrial images. As such, they represented “the alpha and 
omega” of the style. 
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Figure 3.19 Andreas Achenbach, “Ave Maria,” Düsseldorfer Lieder-Album, 1851, 
chromolithograph, 35 x 46 cm.270

 

 
 
Even the boats are resting with their sails drawn for the evening. St. Mark’s Basilica sits serenely 

in the distance, notably less intimidating than its view from St. Mark’s Square. All of Venice 

seems peaceful in this depiction, surrounded by still waters and calming colors. While no 

specific musical characteristics find transmedialization in Achenbach’s image, the overall 

impression is the same. This contrasts many of the busy and often tumultuous seascapes seen in 

Achenbach’s catalogue, including Sunset after a Storm on the Coast of Sicily (1853) and Venice 

at Dawn (1877).271 

The lied that concludes the Düsseldorfer Lieder-Album is “Die Nachtigallen” (“The 

Nightingales”), composed by Carl Reinecke (1824-1910) and illustrated by Malkastener Rudolf 

                                                 
270 Künstler-Verein Malkasten, Düsseldorfer Lieder-Album, plate 5. 
 
271 Sunset after a Storm on the Coast of Sicily, The Metropolitan Museum of Art, http://www.metmuseum 

.org/Collections/search-the-collections/437975?rpp=20&pg=1&ao=on&ft=Achenbach&pos=.1(accessed 5 February 
2014); Venice at Dawn, sold by Christie’s Amsterdam in 2007 to a private collector (Sale 2760, Lot 206), Christie’s, 
http://www.christies.com/ lotfinder/paintings /andreas-achenbach-venice-at-dawn-4953631details.aspx?from 
=searchresults&intObjectID =4953631&sid=782e0c1b-0622-455f-9ec2-f2c98b24b994 (accessed 5 February 2014). 
Considered one of the fathers of German realism, Achenbach’s paintings avoid Romantic idealism. Those images 
based on his travels to the North (Norway, the Netherlands, etc.) are especially dramatic, often featuring stormy 
weather and wind-tossed seas.  
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Jordan (1810-1887).  Although Reinecke was only loosely connected to Düsseldorf through his 

friendships with Robert Schumann and Felix Mendelssohn, Jordan was a long-standing member 

of the artistic community there.272 In addition to his legacy of genre paintings, he frequently 

contributed illustrations to print publications, including serials and songbooks. As mentioned in 

the discussion of category III works, he was also an avid singer of lieder; without doubt, his own 

experience performing lied informed his understanding of and subsequent transmedialization of 

Reinecke’s piece.  

“Die Nachtigallen” is the second of Eichendorff’s poems to appear in the Liederalbum, 

but unlike “Der stille Grund” it comes from his novella Die Glücksritter (The Adventurers) – 

once a potential text for Schumann’s operatic endeavors.273 Although the poem originally 

appeared in the Rheinischen Jahrbuch für Kunst und Poesie (1841), it is likely that Reinecke 

read the text as part of the Todtenopfer (Sacrifice to the Dead) collection in the popular second 

edition of Eichendorff’s collected works, Gedichte (1843).274 In both the novella (in which it 

appears as a serenade) and the collected works, the poem is the same and clearly describes a 

young girl resting in her grave. The notion that she is simply sleeping, rather than eternally 

resting, is made impossible by references to her resting in the ground and that she physically 

does not hear the ringing of the hermit’s bell.    

 
 
Die Nachtigallen    The Nightingales  
 

 Möcht’ wissen, was sie schlagen  I’d like to know, what they sing of 
 So schön bei der Nacht,   so beautifully at night, 
 ‘S ist in der Welt ja doch niemand,  although no one in the world  
 Der mit ihnen wacht.    keeps watch with them. 
 

                                                 
272 Jordan taught at the academy and included Henry Ritter among his private pupils. Christian Scholl and 

Anne-Katrin Sors, eds., Akademische Strenge und künstlerische Freiheit (Göttingen: Universitätsverlag Göttingen, 
2013), 156.  

 
273 John Daverio, Robert Schumann: Herald of a “New Poetic Age” (New York: Oxford University Press, 

1997), 303.   
 
274 The poet’s friend Andreas Schöll originally assembled the Todtenopfer as part of his publication of 

Eichendorff’s collected poems in 1837, Gedichte (Berlin: Duncker & Humblot). Lawrence M. Zbikowski, 
Conceptualizing Music (New York: Oxford University Press, 2002), 273.  The poem “Die Nachtigallen,” however, 
did not appear as part of Todtenopfer until Gedichte was published in an updated second edition (Berlin: M. Simion, 
1843).   
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 Und die Wolken, die reisen,   And the clouds, they travel, 
 Und das Land ist so blaß,   and the land is so pale, 
 Und die Nacht wandert leise   and the night wanders quietly 
 Durch den Wald übers Gras.   through the forest over the grass.  
  

Nacht, Wolken, wohin sie gehen,  Night, clouds, where they go, 
 Ich weiß es recht gut,    I know it quite well, 
 Liegt ein Grund hinter den Höhen,  there lies a valley behind the heights, 
 Wo die Liebste jetzt ruht.   where the dearest one now rests.275 
 
 Zieht der Einsiedel sein Glöcklein,  The hermit rings his little bell, 
 Sie höret es nicht,    she does not hear it, 
 Es fallen ihre Löcklein   her little curls fall 
 Übers ganze Gesicht.    all around her face. 
 
 Und daß sie niemand erschrecket,  And so that no one startles her, 
 Der liebe Gott hat sie hier   beloved God has her here 
 Ganz mit Mondschein bedecket,  covered completely with moonlight; 
 Da träumt sie von mir.   there she dreams of me. 
 
 
 Although the Rheinische Musik-Zeitung stated it was an “extremely lovely closing flower 

in this wreath of songs,” Reinecke’s setting fails to communicate the underlying melancholy of 

the text.276 The setting goes beyond the bounds of serenade in its use of saccharine triple meter, 

overwrought pedaling, and frequent melodramatic dynamic shifts (i.e., f to p, f to pp). Reinecke 

may have focused too much on the image of the girl “sleeping,” resulting in a piece that sounds 

like a lullaby. This quality is exactly what Rudolf Jordan extracts from the lied, focusing his 

accompanying image on the sleeping girl (see fig. 3.20).  

The most sophisticated aspect of Reinecke’s lied is its through-composed form, which 

divides clearly into three sections coinciding with changes in tonality: A (mm. 1-16; E minor); B 

(mm. 16-28; A minor); C (mm. 29-46; E major). Similar to Hiller’s approach to text setting in 

“Der stille Grund,” Reinecke musically groups stanzas of text with similar content. Replete with 

natural imagery, stanzas 1 and 2 set the nighttime scene and are condensed into section A; it is 

harmonically unadventurous, with an accompaniment that serves mainly to support the vocal  

                                                 
275 In Reinecke’s setting, he changes “wo meine Liebste jezt ruht” (“where my dearest one now rests”) to 

“wo die Liebste jezt ruht,” presumably to maintain the momentum of the upward musical phrase in mm. 24-28.    
 
276 Ludwig Bischoff, ed., “Düsseldorfer Lieder-Album,” Rheinische Musik-Zeitung für Kunstfreunde und 

Künstler 2, no. 55 (19 June 1851): 436. “… die äusserst liebliche Schlussblume in diese Liederkranz.” 
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Figure 3.20 Rudolf Jordan, “Die Nachtigallen,” Düsseldorfer Lieder-Album, 1851, 
chromolithograph, 35 x 46 cm.277 

 
 

line. The B section is more exciting, with quickly rising accompaniment figurations that word-

paint the moving clouds in the third stanza. Finally, stanzas 4 and 5, which characterize the 

beloved, are united in the C section. This closing segment is by far the most harmonically 

interesting portion of the song; although basically chordal, the accompaniment offers a variety of 

half and fully diminished harmonies, as well as secondary dominants. Overall, it resists 

tonicizing the new key of E major (the parallel major of the initial key) until the song’s final 

measures. 

Despite its lullaby-like impression, there is a slight underlying masculinity to Reinecke’s 

text setting, reminiscent of Schumann’s “Lied der Braut I” from the Myrten cycle (1840). As 

Schumann strangely exaggerates a daughter’s description of how she will kiss her mother as she 

kisses her lover, with an upward shift in register and dramatic melodic leaps, Reinecke’s steadily 

climbing vocal line on the text “wo die Liebste jezt ruht” (“where the dearest one now rests”) 

intensifies the image of the girl sleeping (see ex. 3.13). For Schumann, the music is dominated 

by the idea of the daughter being passionately kissed by her lover; for Reinecke, the music 

fixates on the girl dreaming of the speaker, which is indicated later in the poem. Unfortunately,  

                                                 
277 Künstler-Verein Malkasten, Düsseldorfer Lieder-Album, plate 6. 
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Example 3.13 Carl Reinecke, “Die Nachtigallen,” Düsseldorfer Lieder-Album, 1851, mm. 23-31. 
 
 
the entire idea of her sleeping is misleading, because her rest is eternal and her dreaming is 

metaphorical. Still, Reinecke preserves a certain delicacy in this musical moment by also 

indicating a decrescendo and a ritardando that span the entire phrase. If these signals are missed 

by the vocalist, and a natural increase of volume accompanies the rising melody, the apex pitch 

(F#) reached in m. 27 will be over-sung for nearly two full measures and negate the concept of 

her slumbering (eternal, or otherwise).   

There are also basic compositional concerns regarding Reinecke’s setting, including an 

overall naïve approach to harmony, as well as moments of awkward prosody. The A section 

circles obsessively around the tonic and dominant chords, never wandering from the tonic key of 

E minor and only making use of a single non-harmonic tone (C#) in m. 8; the B section in A 

minor is even more monotonous – it only vacillates between tonic and dominant chords 

throughout the entire section until pivoting to the subsequent key in mm. 26-27. The text setting 
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in the C section sounds crowded, and Reinecke uncomfortably breaks the natural flow of the 

verses in m. 40 on the word “hier” (see ex. 3.14).  

 
 

 
 
Example 3.14 Carl Reinecke, “Die Nachtigallen,” Düsseldorfer Lieder-Album, 1851, mm. 36-46. 
 
 
Although this word occurs at the end of a line of text, it is followed by no punctuation and should 

be spoken or sung without a significant pause – primarily because the phrase makes no sense 

without the subsequent line. The word’s duration, placement on the downbeat, and pitch (the 

apex, F#) all serve to accent it and simultaneously disconnect it from the remaining phrase. 

Instead, the penultimate line of text connects with the final line, which Eichendorff intended to 

set apart by using a comma. The composer may have realized the problems with his setting, 

considering that he waited seven years to republish the song in his Fünf Gesänge, op. 59 (1858). 

Still, he must have found merit in it to place it among a group of four newly composed pieces. 

Rudolf Jordan’s illustration, like Reinecke’s lullaby-lied, focuses on the image of the 

sleeping girl. Centrally located and emphasized with slight coloration, the girl appears in a bed 

with her right arm posed above her head; her curved position is restless. For Jordan, it appears 

that the young woman from the song is very much alive. His close reading of Reinecke’s music 

likely led to this visual misinterpretation of the poem, culminating in what might be considered 
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the least successful collaborative rendering of a text in the Liederalbum. More fascinating, 

however, is that this misinterpretation reflects a deep level of connection between song and 

image in the artist’s creative process. 

Despite the primary focus of the illustration being misconstrued, the fairy-tale charm of 

the image is undeniable. The sleeping girl in the moonlight is safeguarded in a small room by a 

crucifix that signifies “der Liebe Gott” (“beloved God”) watching over her. The artist’s initials, 

as seen in his copy of the Liederbuch für deutsche Künstler, appear woven into an arabesque of 

branches that skirt the bottom of the image. The poem’s eponymous nightingales also appear 

singing on the branches above the monogram. Flanking the central picture are a landscape of 

hills to the right and the poem’s hermit ringing his bell to the left. Jordan had already created 

similar multi-section illustrations to accompany poetry in print books, including “Curiose 

Geschichte” featured in Reinick’s Lieder eines Malers (see fig. 3.21).  

 
 

 
 
 
Figure 3.21 Rudolf Jordan, “Curiose Geschichte,” Lieder eines Malers mit Randzeichnungen 
seiner Freunde, 1838, 27 x 22 cm.278 

                                                 
278 Reinick, Lieder eines Malers mit Randzeichnungen seiner Freunde, 23. 
 



136 

In this image, composed thirteen years before “Die Nachtigallen,” Jordan also uses trees to create 

organic arabesques that serve as framing for the distinct parts of the poem. In his oeuvre this 

style is exclusive to his contributions in print media and is not replicated in his larger works and 

genre paintings. For Jordan, this type of visualization was distinctive to story-telling and 

accompanied the written word – or, in the case of the Liederalbum, the sung word.  

In an advertisement that appeared in the Düsseldorfer Monathefte, the Düsseldorfer 

Lieder-Album was listed in the category of “Neue Illustrirte Prachtwerke” (“Newly Illustrated 

Fine Works”) and was described as being contained in an elegant casing. The listing also 

confirms that the six songs were newly composed (“6 neue Lieder”) for the publication and that 

they were illustrated by the artists “durch grosse Aquarellbilder” (“through large watercolors”).  

Finally, it provides the original selling price: six Thalers and 20 Neugroschen.279 Compared to 

purely musical scores of the same length and from the same time period, the Düsseldorfer 

Lieder-Album was extremely costly. For example, Brahms’s Sechs Gesänge, op. 6 (1853) was 

priced at only a single Thaler. Even compared to songbooks with visual images, such as the 

Deutches Künstler-Album (1853), the Düsseldorfer Lieder-Album was nearly double its cost.    

The Düsseldorfer Lieder-Album was more than just a lavish publication. Its six songs – or 

perhaps, more accurately, song-images – represented the diversity of talent present in the city 

and showcased the strengths of the musicians and artists who flourished there. The very 

production of the source, which required numerous creative and logistical forces, suggested the 

inherent potential for future collaborative projects. While no other songbook can claim to be its 

equal in attractiveness or size, the volume’s legacy is in its pioneering multi-media content. 

Considering that each of the six artists and two of the composers invested in the project were  

members of the Malkasten, we may not only assume that this work found an audience within the 

organization, we may also imagine that it had a strong influence on the book’s production.  

 
*** 

 
The four categories of lied sources examined here exemplify the variety of different ways 

that song was disseminated in print during the nineteenth century, not only in Düsseldorf but 

throughout Germany. Songbooks and albums, as well as pamphlets and posters, offer a wealth of 

                                                 
279 Düsseldorfer Monathefte, Neue Illustrirte Prachtwerke, first half of January 1853, 8v. Digitized edition, 

Düsseldorf: Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-329. 
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information that may assist in developing a deeper knowledge of lied in its context. These 

sources show that lieder were used for a variety of purposes – from an evening of entertainment 

at home with a lover to a dinner party honoring a friend or colleague. One may also trace a 

history of the most popular melodies and texts, which are published repeatedly in these sources. 

They are repositories of songs largely unknown and unremembered today, forgotten among the 

canonical masterworks of lied. Most significant to this study, however, they show that song was 

not always communicated through a score but through text and image as well.   
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CHAPTER 4 
 

MUSICAL PERFORMANCES FOR AND BY THE PAINTBOX 
 
 

 The archives of the Malkasten contain an impressive corpus of programs, posters, and 

other materials pertaining to the performance of music, especially song, at a variety of different 

events throughout its history. There is, unfortunately, a lack of musical notation among these 

primary sources. While some song scores may be located from using text references and their 

concordances in contemporary sources, much remains unknown about the music performed for 

the club. Nevertheless, studying these visual sources provides a clearer picture of how music 

functioned within the context of the society.  

  
Liederabends and Celebrations 

 
Beginning with the Malkasten’s foundation in 1848 its members were committed to the 

maxim of “Wein, Weib und Gesang.” From small gatherings to lavish festivals, the artists 

gathered together and invariably spent time singing with one another. The Malkasten’s archive 

contains a plethora of Liederabend (Evening of Song) programs that illuminate the culture of the 

group as collegial, fun-loving, and patriotic. These sources also reveal the different gatherings 

that required singing, as well as the ensembles (if any) that performed at them, where the 

performances took place, and the types of songs that were sung. 

There are Liederabend programs dating from as early as 1850 in the Malkasten archive, 

although there is little doubt that the club members held such events from its very foundation. 

The earliest of these examples, a booklet simply titled “Lieder für den Malkasten” (c. 1850), 

contains at least one song text specifically written for the group: “Stiftungslied” (“Song of the 

Foundation”).280 The other song is also a contrafactum, but its generic title – “Künstlerlied” 

(“Song of the Artist”) – and lack of any specific references to the club or Rhine region suggests it 

was not written for the occasion; rather, it was simply appropriate for the event. Still, I have not 

located this text in any other source, including the comprehensive artists’ songbook, Liederbuch 

für deutsche Künstler (see ch. 3), which may indicate that it was original to the club. Both 

                                                 
280 Künstler-Verein Malkasten, Lieder für den Malkasten ([Düsseldorf]: c. 1850). Digitized edition, 

Düsseldorf: Universitäts- und Landesbibliothek, 2012; urn:nbn:de:hbz:061:1-120929. 
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contrafacta are unsigned; however, as was common practice, the melodies meant to accompany 

them are listed clearly beneath the titles.  

 “Künstlerlied” is a typical artist’s song – it lauds the profession, touting its freedoms and 

the beauty it brings to the world: 

 
 
O selig [sic] volles Künstlerthum,  O blessed, full artistic world, 
Das uns erfüllt den Geist,   that fulfills our spirit, 
Das Anmuth, Schönheit, Freiheit Ruhm, that grace, beauty, freedom, fame 
Uns froh zu suchen heißt.   calls us to search joyfully. 
Wir schweifen nach dem Ideal,  We wander after the ideal, 
Hell, jugendfrisch und schön;   bright, youthfully fresh and beautiful; 
So tauchen aus dem Erdenthal  thus we plunge from the earth’s valley 
Und gold’ne Himmelshöhn.     and golden heights of Heaven.281 
 
 

The melody was the popular tune “Mein Lebenslauf ist Lieb und Lust,” which was also used as 

the basis for a contrafactum celebrating Karl Friedrich Lessing, “Maler und Bürger” (see ch. 3). 

The original text supports the festive nature of the new one, with its references to drinking and 

singing songs. 

 The second text, “Stiftungslied,” was clearly written for the Malkasten and describes the 

events that led up to its foundation.  Its melody is the patriotic and triumphant-sounding tune 

“Prinz Eugenius” (or “Prinz Eugen”), which was also used for a contrafactum text in 1895 that 

honored club member Andreas Achenbach (see ch. 3). 

 
 
 Der Düsseldorfer Malkasten   The Düsseldorf Paintbox, 
 Mit den Pinsel, Mit den Quasten,  with the paintbrush, with the bristles,  
 Mit Palett’ und Stafflei gut,   with palette and good easel, 
 Mit der ganzen Farbenblase,   with the full array of colors, 
 Mit Couleur und Stirn und Nase,  with shade and forehead and nose, 
 Ist ein herrlich Institut.   is a wonderful institution.  
 
 1848 entsproß er im Jahre,   It sprang in the year 1848, 
 Um 6. August daselbst es ware,  on 6 August it was, to be exact,   
  An der Fest Germanias,   at the Festival of Germania, 
 Da man glaubt in Allgemeinheit,  because they believed in universality, 
 An des deutschen Michels Einheit;  at the unity of the plain, honest German; 
 Freilich war das nur ein Spaß.  of course, that was just a joke. 
                                                 

281 Ibid., 1. First of four stanzas of text.   
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 Aber Ernst ward aus den Possen,  But seriousness came from the antics, 
 Den die guten Kunstgenossen,  that the good fellow artists, 
 So die schöne Stadt besitzt,   that the beautiful city possesses,  
 Thaten sich zusammen füglich,  came together, 
 Redeten mit einander klüglich,  talking with one another sensibly, 
 haben sich zuletzt bespitzt.   they finally have observed. 
 
 Und es hieß: das war gelungen!  And they said: that was successful! 
 Drum wir Alten und wir Jungen,   For that reason, old and young, 
 Wollen treu beisammen sein,   they want to be faithful together, 
 Tags gekohlt, gepinselt habend,  bubbly days, having painted,   
 Sammeln wir uns stets am Abend,  we always gather in the evening,  
 hier zum lustigen Verein.    here for fun association.  
 
 So geschah’s. Und in den Kneipen  And so it happened. And in the pubs 
 Giebts seitdem viel Zeitvertreiben,  since then there are many pastimes, 
 Kunterbuntester Humor;   motley humor;  
 Singen, Lachen, Trinken, Schmerzen,  singing, laughing, drinking, pain, 
 Und wir lieben uns von Herzen,  and we love each other from the heart, 
 Freudefeste, leichte Chor.   joyful party, light-hearted choir. 
 

Aus des deutschen Michels Keinheit,  From the plain, honest German’s  
lack of unity, 

 Wuchs indeß der Künstlereinheit,  however, grew the artists’ unity, 
 In der schönen Düsselstadt.   in the beautiful city of Düssel. 
 Freunde, laßt uns drum nicht rasten,  Friends, let us therefore not rest, 
 Laßt uns bau’n an unserm Kasten,  let us build up our box, 
 Daß er rechte Dauer hat.   so that it has true longevity. 

 
 

Clearly written by a founding member of the society, the poem admits that the first days of the 

club were based on foolish reveling. Soon, however, their conversations became more 

intellectual, and that worked too. Finding friends with whom one may be both silly and serious is 

a rare thing, and the artists’ bond is evident in the author’s choice of words. As the lied’s final 

lines suggest, they wished that the club – and the brotherhood it fostered – might last forever. 

They loved one another; they laughed and cried with one another. And of course, as is stated in 

the fourth stanza, they sang together; the author even refers to the group as a choir. Singing 

together was one of their most important pastimes and was as significant to their personal 

relationships as sharing their joys and pain. 
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When the club celebrated its twenty-fifth anniversary on 9 July 1873, song was a 

prominently featured element of the event.282 The program proudly stated that the evening 

showcased “four beautiful and new songs written by the greatest poets.”283 Unfortunately, those 

poets are not credited. The first song, “Malkasten-Gründung 1848,” addresses the founding of 

the Malkasten in a manner similar to “Stiftungslied.” Above the title is an image of two lyres 

interconnected with a laurel wreath; below is the indicated melody, “Alte Weise” (“Old Tune”). 

Each of the twelve stanzas is made up of two rhyming couplets, followed by a refrain of 

nonsense syllables, “Rudi, di, dalera, dalera, dalera! Rudi, di, dalera, la, la, la, la!” Some stanzas 

cite specific important members, such as the fourth one, which mentions Julius Tausch for his 

integral role in making music part of the group’s culture from its inception: “From the beginning 

there was noise! And [we] set music in motion already early with Tausch!”284 

The following song, “Der Maler auf den Studienreis” (“The Painter on the Study Trip”) 

was set to an unspecified “well-known melody” (“Melodie bekannt”). The third text, “Der 

Landschafter” (“The Landscape Artist”) had no melody listed at all. The final piece, “Tausche 

van de Berge,” was a comic “Mordsgeschichte” (murder mystery) from Holland and the text was 

purposefully left out of the program due to its morbid imagery.285 The program did, however, list 

the song as having a completely new melody (“Ganz neue Melodie”). Unfortunately, no music 

appeared and no composer was noted.  

There was also a separate song written for the twenty-fifth anniversary banquet: Lied zum 

Festmahl beim Julibäum des Künstler-Vereins Malkasten by history painter and poet Moritz 

Blanckarts (1839-1883), who was also a native Düsseldorfer and Malkasten member.  

 
 

Malkasten hoch! Genossen all’  Cheers to the Paintbox! Comrades all 
Stoßt freudig an mit Jubelschall  clink happily with a shout of joy 
Und leert die Gläser bis zum Rest,  and empty glasses to the very bottom, 
Denn heut’ ist unser Stiftungsfest,  since today is our founding party, 

                                                 
282 Künstler-Verein Malkasten, Stiftungsfest: Lieder. Malkasten Archiv, Inv., 266. 
 
283 “Vier schöne und neue Lieder. Von den grossesten Dichtern verfasst.” 
 
284 “Von Anfang hat es einen Rausch! Und trieb Musik schon früh mit Tausch!” 
 
285 The program listed the following nota bene: “Diese ganz neue holländische Mordsgeschichte konnte von 

wegen dem vielen Blut nicht gedruckt werden; wird aber zur Belustigung des ehrenwerthen Publicums gut 
abgesungen und gut exekutiert werden.” 
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Und das will froh gefeiert sein!  And that will be happily celebrated! 
Malkasten hoch! hurrah! stimmt ein!  Cheers to the Paintbox! Hurray! Join in! 

 
Als Deutschland rang in schwerer Zeit As Germany struggled in difficult times 
Nach längst verlorener Einigkeit,  after long-lost unity, 
Da fühlte auch die Künstlerschaft,  so the artistic world also felt, 
Dass in der Einheit ruht die Kraft,  that strength lies in unity, 
Und reicht sich zum Verein die Hand, and extends its hand toward union, 
“Malkasten” ward der Bund genammt. “Paintbox” the alliance would be called. 

 
 
The remaining two stanzas of the song laud the Malkasten for its longevity and continued 

success. The indicated melody was the popular anthem “Die Wacht am Rhein” (“Watch on the 

Rhine”). This patriotic anthem calls for German unification and defense of the German territory 

– while its function here is as a well-known and loved tune to sing the text of this celebratory 

poem, it also subtly aligns the coming together of the Malkasten with the unification of the 

country in general.   

Celebrations and honorary events for members were a common theme for evenings of 

song throughout the Malkasten’s history, especially farewell parties and birthday fêtes. A 

program booklet for the Abschiedsfest für E.[Emanuel] Leutze (Farewell Party for Emanuel 

Leutze) may serve as an example of the former; dating to 24 July 1851, it is one of the earliest 

archival examples of its kind.  

The Malkasten chose to celebrate Leutze in anticipation of his leaving for New York City 

to display his masterwork Washington überquert den Delaware (Washington Crossing the 

Delaware, 1851). The work that Leutze brought to the United States was actually a secondary 

version of the painting – the original was damaged in a studio fire shortly after its completion in 

1850 and was later restored. During the course of the secondary painting’s exhibition, nearly 

50,000 viewed the work, and it was purchased for an astronomical $10,000 by merchant and art 

patron Marshall O. Roberts. This replica is currently housed at the Metropolitan Museum in New 

York City, but the original painting was destroyed in a British air raid at the Kunsthalle Bremen 

during World War II. 

The booklet for the event contained only two songs. The first was on the subject of 

Leutze and his importance, and acknowledged his leaving; the second was an ode to the 

masterpiece that he was taking to exhibit. Based on the final stanza of text in the first song, it 

appears that members of the society were concerned that Leutze might not return: 
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Nun trinkt die Gläser aus zum Grund, Now drink to the bottom your glasses, 
Malkastästnerische Bruder!   brothers of the Paintbox! 
Es dreht die Welt sich kugelrund  The world revolves as a round ball 
Und alles kehret wieder,   and all come back again, 
Ob einer auch nach Nord und Süd  whether one is drawn far away toward north  
        and south, 
Nach Ost nach Western ferne zieht,  toward east, toward west, 
Malkästner bleiben Alle!   Paintboxers they all remain! 

 
 
The text reminds Leutze that those who travel away from Düsseldorf always come back. Even 

more, it tells him that no matter where he is, he will always be a brother of the Malkasten. 

Perhaps their song worked (at least in part) – Leutze returned to live in Düsseldorf for several 

more years before permanently relocating to the United States to start his own studio in New 

York City in 1859. 

The twelve stanzas of the second text, Washingtons Uebergang: über den Delaware, 

retells the history of the painting’s subject, hinting at the visual content of the painting. The song 

ends by praising the thirty-five-year-old Leutze as a “Wunderknabe” with a “rare gift of artistry.” 

 
 
Gerade an demselben Tage   Just on the same day 
Kam zur Welt ein kleines Kind,  came into the world a small child, 
Und sieh’ da es war ein Knabe,   and lo and behold it was a boy, 
Welcher Leutze war genannt.   who was called Leutze. 
 
Diese kleine Wunderknabe,   This little boy wonder, 
Der das Alles hat geseh’n,   the best that all [of us] had seen, 
Hat mit seltner Künstlergabe   has with a rare gift of artistry 
Dieses Bild gemalt gar schön.    painted this picture quite beautifully.286 
 
 

Obviously, Leutze was not born on the day Washington crossed the Delaware in 1776, as the 

first line might seem to imply. The goal of the text was not to misguide the singer, however, but 

to align Leutze’s birth with the birth of American freedom. In doing so, Leutze’s aim in creating 

the work – to encourage liberal reform in Germany by exemplifying the American Revolution – 

was underscored in the poem.  

                                                 
286 Stanzas 10-11. 
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A later example of an honorary event that featured song was the Fest zu Ehren J.[Josef] 

Willroider (30 March 1889).287 Willroider (1838-1915) was an Austrian painter who lived in 

Düsseldorf for twenty years, taught at the local art academy, and joined the Paintbox in 1870. 

The party held in his honor was a grand send-off for the highly regarded artist upon his moving 

to Munich.  

The program was only a small booklet, clearly titled Abschiedslieder (Farewell Songs), 

and it featured eight “completely new” contrafacta texts which are signed only by initials. The 

title page also noted that the songs were to be accompanied by guitar, although no notated music 

was included. Another unusual aspect of the program is its font; unlike the majority of Malkasten 

programs, the text is not printed in Fraktur and apparently was written out by hand and then 

copied via lithography.  

The beautiful front cover drawing for the Liederbuch was created by Willroider’s 

contemporary Hermann Emil Pohle (1863-1914), a Malkasten favorite for Liederabend program 

art in the late nineteenth century. His style is more modern in comparison to the earlier cover art 

featured on Liederabend programs – the strokes are thicker, darker, and more angular than the 

fine pencil style made popular in Reinick’s Lieder eines Malers (1838). Pohle’s drawing 

illustrates a young child playing mandolin, with his mother holding the sheet music for him; they 

are sitting on a log outdoors and depicted innocently without clothing. Symbolizing the interplay 

of music and art at the heart of an event like this one, Pohle also drew a violin and an artist’s 

palette for the back cover. 

The eightieth birthday party of Andreas Achenbach has already been examined in chapter 

3, but is a good example of a birthday Liederabend celebration with song texts given by the 

Malkasten. Another eightieth birthday was held by the club the same year, 1895, for Otto von 

Bismarck. The festival for Bismarck’s birthday was likely held over the course of a few days, as 

the program booklet in the Malkasten archive has an accompanying ticket for the Gallerie des 

Kaisersaales marked “Beginn der Festfeier” and dated for the day prior to the Liederabend.288 

The program booklet’s cover stated, Feier von O. Bismarck: Lieder zur Feier des 80. 

Geburtstages seines Ehrenmitgliedes Fürsten Bismarck, Dusseldorf, 1. April 1895. This 

                                                 
287 Malkasten Archiv, Inv. 305. Schroyen and Langbrandtner, 163.  
 
288  Malkasten Archiv, Inv. 324. Schroyen & Langbrandtner, 165.  
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dedicated title reveals that the prince had been named an honorary member (Ehrenmitglieder) of 

the Malkasten.  

The Liederbuch contained six song texts, but in contrast to the other programs discussed 

here at least half of the texts were not original to the event. Rather, these songs were well-known 

nationalistic pieces by famous authors. For example, the first song was “Stimmt an mit hellen, 

hohen Klang,” also known as “Deutsches Weihelied” (“German Consecration Song”) by 

Matthias Claudius (1740-1815). Claudius wrote the patriotic seven-stanza poem in 1772, 

following the unification of Germany at that time. The following lied was the “Nationalhymne” 

(also known by its incipit, “Heil dir in Siegerkranz”289) by Heinrich Harries (1762-1802), which 

was the unofficial national anthem of the German Empire. The final song was Max 

Schneckenburger’s (1819-1849) ever-popular “Die Wacht am Rhein.” All three of these songs 

already had famous associated melodies.  

The pieces in the middle of the program (songs 3-5) were contrafacta and had melodies 

listed for singing. Song number 3, “Dem eisern Kanzler” (“The Iron Chancellor”), was signed 

only with the initials “M.E,” which do not correspond to any individuals in the Malkasten’s 

membership. The poem, specifically dedicated to Bismarck, may have been written for the 

occasion. Its corresponding melody was “Das Vaterlandslied” (“Song of the Fatherland”) 

composed by Albert Methfessel in 1813. The melody is especially appropriate for the 

contrafactum text considering that the original incipit, “Der Gott, der Eisen wachsen liess” (“God 

who let iron grow”). The fourth song had no author listed, but the text specifically references 

Bismarck in its refrain: “Lebt zu unser aller Wonne, Noch ist unter Bismarck da! “ (“Long life to 

all our joy, is always there under Bismarck!). Its title, “Festgesang zum 1 April” (“Party Song for 

April 1”) suggests that it too was written specifically for the program. The melody used for 

performance was Peter Johann Peter’s (1820-1870) “Strömt herbei, ihr Völkerscharen,” a very 

popular tune in Düsseldorf because the original text praises living on the Rhine.290  

Heinrich Hoffman von Fallersleben (1798-1874) was the author of the fifth text, “Der 1 

April 1815,” clearly written well before the Malkasten’s Liederabend. Interestingly, this text was 

sung to two different melodies – the first stanzas were sung to “O alte Burschenherrlichkeit” (“O, 
                                                 

289 The melody is the same as “God Save the King/Queen”; see ch. 3. 
 
290 “Strömt herbei, ihr Völkerscharen,” Volksliederarchiv, http://www.volksliederarchiv.de/text2026.html 

(accessed 12/9/2015). 
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old glory days of boyhood”), and the last three were sung to Haydn’s “Gott erhalte Franz den 

Kaiser” (“God Save Emperor Franz”), better known as “Deutschlandlied” (“Song of Germany”). 

The shift in melody from a reminiscent student song to a nationalistic anthem reflects the 

progression of the Malkasten’s ethos at this point in its history. Once a mainly social group that 

enjoyed nights of music and revelry, they became more focused on activities that promoted 

political and national ideals. 

Evenings of song at the Malkasten were not always in honor of something specific, 

although they usually did have a theme. In the archive there is an extant Liederbuch dated 26 

February 1889, Lieder gesungen auf der Akademischen Lappen-Kneipe (Songs Sung in the 

Academic Rag Pub), for an occasion that took place during Carnival and drew inspiration from 

the event.291 Hermann Emile Pohle also created the color lithograph cover for this program, 

depicting the Narr, dressed in his famous jingle-bell costume and striped tights sketching on a 

pad with his arm around a young child who has a paintbrush and palette in his hand. Next to 

them is an open paint box; beneath the fool’s feet is a banner with the date of the event and the 

Malkasten shield (which features three palettes). Behind the figures are trees and a large golden-

colored sun, suggesting that they are creating art in the open air, as many Malkasteners preferred 

to do. Arabesques grace the tops of each page of text and on the last page a small cherub is 

illustrated with the words “Auf wiedersehen” (“Till we meet again”) beneath it. The rather 

elegant booklet was also bound together with red string, an unusual luxurious detail for programs 

like this one. 

Within the booklet are six songs; each one is a contrafactum with the appropriate melody 

listed for performance. At least two appear to have been composed specifically for the event, 

incorporating the names of Malkasten members, including Brandenburg (either Paul or 

Wilhelm), Peter von Cornelius (1783-1867), Victor Dietz (b. 1877), Lüdecke (either Albert or 

Carl), Pohle, and Willy Spatz (1861-1931). Not all of the texts are related to Carnival, although 

the cover might suggest that they are. For example, the third song “Akademiker-Lied von 

Boucher, dem Fleischer” (“Academic Song by Boucher, the Butcher”),292 lauds the life of an art 

student living in Düsseldorf and is sung to Karl Gottlieb Reißiger’s (1798-1859) 1822 melody 

                                                 
291 Malkasten Archiv, Inv. D-KVM 1889-7405. Schroyen, 402. Printed by August Bagel, Düsseldorf. 
 
292 The title is a play on words, as Boucher already translates to butcher in French. 
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“[Es] Gibt kein schöner Leben” (“There is no finer life”), which more generally characterizes the 

joy of being a student. 

 
 

S’giebt kein schön’res Leben,   There is no finer life, than the artists’ life 
als das Kunstlerleben  

Hier in Düsseldorf am Vater Rhein!  here in Düsseldorf on Father Rhein! 
Allen, den hienieden ist Talent  All those here on earth to whom talent   

beschieden,     is given  
Kann in Düsseldorf geholfen sein.  in Düsseldorf may be helped.  

 
Frisches, freies Leben, kann allein   Fresh, free life, alone can give it, 

das geben, 
Was die Kunstlerschaft besitzen muss. what the artistic world must possess. 
:,: Drum, so lang noch immer winkt der ;.; Therefore, as long as the shimmer of  

Jugend Schimmer    youth still beckons, 
Bliebt der Kunstler Akademikus:,:  the artist remains a scholar;,; 293 

 
 
The second stanza of text recalls the importance of song to the artists’ life: “Auch von Lied’ 

umgeben ist das Kunstlerleben, dazu find ja die Modelle da!” (“The artists’ life is also 

surrounded by song, indeed you may find the models here!”). The following lines of text suggest 

that even professors (of the academy) dismiss their students by singing. The third and final 

stanza also incorporates imagery of singing – this time the students sing in the pubs that drinking 

is their pleasure, much to their parents’ chagrin.  

Interestingly, this Liederabend also showcased a narrative performance, during which a 

performer dressed as the Narr told stories from The Tales of Till Eulenspiegel, based on the 

infamous medieval trickster from German folklore.294 The practical jokes that Till Eulenspiegel 

plays on people, specifically professionals and scholars, serve to “deflate their prestige” and his 

“extreme literal-mindedness becomes an attack on elitism.”295 The Malkasteners of the 

“Academic Rag Pub” were already poking fun at the seriousness of academia in their song texts, 

so these stories would fit right into their evening as well as the theme of Carnival.  

                                                 
293 The marks ;,; indicate repetition of the contained text.  
 
294 “Der Narr er gibt Deutsche erzahlungen Till Eulenspiegel.” 
 
295 Ben Parsons and Bas Jongenelen, eds., Comic Drama in the Low Countries c. 1450-1560: A Critical 

Anthology (Cambridge: D.S. Brewer, 2012), 103. 
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During Malkasten festivals, Liederabends constituted a very common part of the 

scheduled festivities. They might have been in the form of informal sing-alongs in the garden or 

clubhouse, or they might even have been formal events using bound Liederbücher. An example 

of the latter is the November-Fest 1893, for which August Bagel printed a hard-cover book of 

song texts and images that resembles the style of Reinick’s Lieder eines Malers. Larger than the 

standard program booklets at the Malkasten’s Liederabends, the source measures 30 x 23 cm. 

The leather-like cover also features a sophisticated embossed image, which creates a three-

dimensional quality to the artwork. Its design, however, is very simple – it depicts the Malkasten 

crest with a cherub flying above, accompanied by a banner that reads Bilder und Lieder (Pictures 

and Songs).296 The title and the shield within the crest stand out in red ink from the rest of the 

black printed image. The interior pages also feature colored printing, ranging in shades of blue, 

green, brown, red, and black; many even use two colors. At fifty-six pages in length it is one of 

the largest extant collections of lieder for any occasion held by the society. The physical 

characteristics of this source also set it apart as one of the most refined songbooks in the 

Malkasten archive. 

Although logistical information (place of performance, time, performer, etc.) is not 

included in the book, the peripheral archival materials (correspondences, event poster, bills, etc.) 

show that the festival took place 15-17 November 1893 in the Städtischen Tonhalle (Civic 

Concert Hall), which could hold up to 3,000 attendees in theater-style seating or 1,000 seated at 

tables.297 In either case, the festival must have enjoyed a large number of participants to require 

its housing at the Tonhalle rather than the Malkasten grounds, which was the norm even for 

large-scale events such as Redouten.   

The number of songs in Bilder und Lieder totals sixty-nine, making it highly unlikely that 

all of them were actually performed during the three-day festival. Instead, the book may have 

functioned primarily as a souvenir from the event to take and use at home or at other gatherings. 

It would be equally unlikely that there was no singing from the book at the event, whether 

organized or not, and although the lieder in the book did not have melodies listed for 

performance, it nevertheless strongly suggests that the texts were meant for singing.  

                                                 
296 Malkasten Archiv, Inv. 319. Schroyen and Langbrandtner, 164.  
 
297 “Tonhalle,” Städtischer Musikverein zu Düsseldorf, http://musikverein-duesseldorf.de/startseite-

2/tonhalle/ (accessed 14 September 2015). 
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The contents of source show significant variety in the types of texts, as well as the types 

of people who wrote them. The poems were typical for lieder, focusing on themes of love, 

nature, history, religion/spirituality, and nationalism. Several specifically addressed the Rhine 

region, although the authors hailed from a wide variety of German cities (Berlin, Bonn, Cologne, 

Dresden, Düsseldorf, Leipzig, Munich, to name a few). The forty-three contemporary authors 

also represented a variety of different professions including poets, artists, librettists, museum 

directors, art historians, and publishers (many of whom were more than one of these). Among the 

group was even a woman, Hermine von Preuschen (1887-1947), an artist and author, as well as a 

Prussian princess.298 Unfortunately, the general quality of the poetry – written by amateurs and 

professionals alike – is distinctly inferior in comparison to that typically found in Malkasten 

sources, which usually included the German master poets of the nineteenth century (Goethe, 

Eichendorff, etc.) and the club’s own accomplished members.  

As in Reinick’s masterwork Lieder eines Malers, the images in Bilder und Lieder range 

from decorative borders and arabesques to small marginal drawings and full-page plates. These 

images are drawn in a variety of styles, from humorous sketches to detailed representations; the 

subjects include landscape, history, allegory, portrait, and scenes of everyday life. Many of the 

drawings are also signed with initials or a full or partial artist’s name. Overall, the images did not 

contain the same level of detail as many other Malkasten publications – instead, the aesthetic was 

less refined and more akin to sketches. This seems incongruous, considering the care with which 

the volume was bound and printed.  

   In the Malkasten’s effort to create a sophisticated Liederbuch for their massive 

November-Fest celebration, they went outside the normal format of their songbooks by including 

a wide range of poets, poems, and pictures. The ambitious scope prevents the volume from 

achieving artistic cohesion. The Liederbuch also does not reflect the club’s light-hearted social 

nature, which remains evident even in the most serious of the club’s collections. Furthermore, 

only one of the poems in this collection specifically referenced the Malkasten, while none 

                                                 
298 At the time of the songbook’s publication, Hermine Reuss of Greiz was princess in the area known 

today as Thuringia. She later married Prince Johann George Ludwig Ferdinand August von Schoenaich-Carolath 
(1907); two years after his death she remarried the exiled Emperor Wilhelm II and became the unofficial Queen of 
Prussia. 
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referred specific members.299 This created a disconnection from the society that produced the 

work. Finally, although the poetry and drawings are organized and printed as if they were of the 

highest caliber, they unfortunately are not. Colored ink and fancy binding cannot distract from 

the book’s contents; it cannot compare to its model, Lieder eines Malers, which set the standard 

for excellence in this genre fifty-five years earlier. 

The Malkasten also hosted nights of music specifically for the Künstler-Liedertafel, an 

ensemble that predated the club’s establishment and demonstrates that song had long been an 

important aspect of the Düsseldorf artists’ community. This group not only sang songs together 

for their own enjoyment, but also rehearsed under formal direction and gave public 

performances. Considering that the ensemble consisted mainly of Malkasten members it is 

natural that it was frequently featured on programs and posters for the club’s events – not only 

evenings of song, but also concerts, lebende Bilder, theatrical presentations, and Redouten. 

Several programs in the Malkasten archive illustrate performances by the Künstler-

Liedertafel; the ones for musical evenings (“Musikalische Abends”) are similar in size and visual 

structure but differ in font style (see figs. 4.1, 4.2). To judge from their programming, these 

performances were more akin to concerts; the mixture of solo and ensemble lieder, as well as 

inclusion of instrumental chamber music, evidences the formalization of song within the club 

and its transformation into a new social context.                                                                   

The program booklets of these performances show similarities in content, including types 

of music, composers, and performing forces. For example, three separate Künstler-Liedertafel 

programs dated 1888, 1891, and 1897300 all presented similar types of musical programming, 

even under the guidance of two different directors (Otto Michaelis and Robert Kratz). Each 

performance featured a variety of different composers, including great masters (e.g., Mozart, 

Beethoven, Schumann, Brahms) and an equal number of Kleinmeisters (e.g., Woldemar Bargiel,  

                                                 
299 There is one exception – a poem toward the end of the volume is dedicated to honorary club member 

Otto von Bismarck. 
  
300 Musikalische Abendunterhaltung der Künstler-Liedertafel: Freitag, den 7. Dez. abends 8 Uhr 

(Düsseldorf: Schwann, [1888]). Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2012; 
urn:nbn:de:hbz:061:1-124157. Musikalischer Abend der Künstler-Liedertafel: Freitag, den 27. März, abends 8 Uhr 
(Düsseldorf: August Bagel, [1891]). Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2012; 
urn:nbn:de:hbz:061:1-122765. Musikalischer Abend der Künstler-Liedertafel: Freitag, den 9. April 1897 abends 8 
Uhr (Düsseldorf: Schwann, 1897). Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2012; 
urn:nbn:de:hbz:061:1-124160.  
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Figures 4.1 Musikalische Abendunterhaltung  Figure 4.2 Musikalischer Abend der  
der Künstler-Liedertafel: Freitag, den 7.  Künstler-Liedertafel: Freitag, den 27. März,  
Dez. abends 8 Uhr, 1888, lithograph,   abends 8 Uhr, 1891, lithograph,  
28 x 18 cm.301      28 x 18 cm .302 

 
 
Thomas Koschat, Friedrich Silcher); the 1891 performance even included a lied by the 

ensemble’s director, Robert Kratz. All three evenings also focused on the use of multiple guest 

soloists, both vocal and instrumental, and featured specific solo and ensemble pieces to showcase 

their talents. 

The pieces performed at these musical evenings were almost exclusively from the 

Romantic era, except for two separate pieces by Mozart that were included on the 1888 program 

– a trio in Emajor to feature the piano and clarinet soloist (the third part of the trio was a viola, 
                                                 

301 Künstler-Verein Malkasten, Musikalische Abendunterhaltung der Künstler-Liedertafel: Freitag, den 7. 
Dez. abends 8 Uhr, 1. 

 
302 Künstler-Verein Malkasten, Musikalischer Abend der Künstler-Liedertafel: Freitag, den 27. März, 

abends 8 Uhr, 1.  
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played by the ensemble’s director, Otto Michaelis),303 and an aria for soprano, “Gott Amor ist ein 

Schäker” (“The God of Love is a Tease”) from Così fan tutte. Considering that these evenings 

occurred several years apart, it is also possible to trace a certain amount of favoritism – if not by 

the ensemble, then by its directors – toward specific Romantic composers. Beethoven, Kratz, and 

Bargiel304 are all listed on the programs dated 1891 and 1897, both programmed by Michaelis. 

Brahms appears on those for 1888 (programmed by Michaelis) and 1891 (programmed by 

Kratz), and esteemed lied composer Carl Loewe is the only one to appear on all three. 

Despite the formal character of the program booklets, there are still pieces included that 

reflect the boisterous, convivial, and patriotic attitude of the Malkasten – mostly the selections 

performed by the Künstler-Liedertafel rather than the invited soloists. For example, the 1888 

program featured Wladimir Labler’s (1847-1894) setting of Carl Rühle’s (1849-1927) “Auf dein 

Wohl, du rheinische Maid,” a song that combines the artists’ love of women, the Rhine, and 

wine. It was truly a text of the “Wein, Weib und Gesang” tradition. The three-stanza song is 

essentially a toast, and at the end of each stanza is the refrain “Auf dein Wohl, o du süße, du 

rheinische Maid,/ Will mit rheinischem Weine ich trinken” (To your health, o you sweet one, 

you Rhenish maid,/ I will drink with Rhenish wine”).305  

Another example of a piece that represented the Malkasten’s aesthetic was Kratz’s lively 

song “Schmiedelied” (“Blacksmiths’ Song”),306 which was the last piece on the 1891 program. 

In each stanza of this lied the ensemble had to sing nonsense onomatopoeias to mimic the sound 

of blacksmith hammers:  

 
 
Pink – pank! Pink – pank!     Pink – pank! Pink – pank!  
Wie die Feuer glüh’n     As the fire glows    

                                                 
303 Although it is not titled on the program, the trio is likely Mozart’s Trio in E-flat major, K. 498 (1786), 

composed for clarinet, piano, and viola. The selection is also referred to as the Kegelstatt Trio, because Mozart 
wrote on the manuscript that he was playing skittles when he composed it. 

 
304 Woldemar Bargiel (1828-1897) Clara Schumann’s half brother. He enjoyed moderate success as a 

composer after studying at the Leipzig Conservatory and taught for most of his career at the Hochschule für Musik 
in Berlin.   

 
305 Künstler-Verein Malkasten, Musikalische Abendunterhaltung der Künstler-Liedertafel: Freitag, den 7. 

Dez. abends 8 Uhr, 4. 
 
306 Not to be confused with Wagner’s blood-lusty “Siegfrieds Schmiedelied” from Siegfried (1857), Act I, 

Scene 3.  
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Die Bälge brausen,     the bellows roar,  
Die Funken sprüh’n!     the sparks fly! 
In wuchtigen Streichen der Hammer sinkt  The hammer falls in massive strokes 
Pink – pank! Pink – pank!     Pink – pank! Pink – pank! 

– hei, wie lustig es klingt!    – hey, what fun it sounds!307 
 
 
The remaining stanzas liken the sound of the clanking metal to an inspirational song, 

encouraging the forged sword to have courage in battle. While it must have been amusing for the 

singers to shout “Pink – pank!” over and over, the text also suggests that it was a stirring choice 

for the finale of the performance.  

 
 

 

 

Figure 4.3 Heinrich Otto, Festbowle im Malkasten zu Düsseldorf, c. 1890, lithograph, 28 x 19 
cm.308  
 

Evenings of song were an important aspect of the Malkasten’s social milieu. They ranged 

in scope from small, informal gatherings to large organized performances. The events served to 

                                                 
307 Stanza 1. Künstler-Verein Malkasten, Musikalischer Abend der Künstler-Liedertafel: Freitag, den 27. 

März, abends 8 Uhr (Düsseldorf: August Bagel, [1891]), 8.  
 
308 Heinrich Otto, Festbowle im Malkasten zu Düsseldorf, AKG-Images, http://www.akg-

images.de/archive/-2UMDHUK423FK.html (accessed 12 September 2015). “Festbowle” was a special alcoholic 
fruit punch that the Malkasteners drank; this image shows them enjoying it and one another’s company while a 
member plays Julius Tausch’s Malkasten-Marsch on the piano. 
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celebrate their members and special occasions; they might have also been held simply to enjoy 

music and sing together. In most cases, these performances had accompanying Liederbücher for 

the participants or audience members. These song books also varied in scale from simple sheets 

of printed paper to bound hard-cover tomes. Finally, a review of the archival materials shows 

that song evenings were held in a variety of locations, but most often outdoors in the garden and 

inside the Malkasten clubhouse (see. fig 4.3). 

Regardless of the occasions for which Liederabends were held or how they were 

produced, the most noteworthy aspect of these evenings were the song texts. The words, chosen 

or written by club members, reveal the comradeship shared by this fraternity of artists. The 

frequency of these performances also indicates that the activity of singing together was not only 

one of their favorite pastimes but also an integral means of their expressing their connection to 

one another. 

 
Concerts 

 
 Concerts were the least frequent type of musical performance held by the Malkasten. The 

reason may simply be that club members enjoyed participating in musical performances as much 

as possible, so events that allowed for limited musical competency might have been more 

desirable. Nevertheless, evidence of concert performance remains in the form of posters and the 

occasional program booklet in the Malkasten archive; these documents often incorporate the 

names of the performers and the pieces they performed, along with other pertinent logistical 

details. As with the other posters and programs produced for the society, the ones for concerts 

often have visual imagery associated with the evening’s theme or music. These concerts, 

although primarily instrumental in performing forces, nearly always included songs on the 

program and reflect the continuing significance of lieder to the society throughout the nineteenth 

century.  

 One of the earliest examples of a concert poster in the archive is the surprisingly French-

themed Grand Concert fantastique et diabolique from 24 November 1855.309 The long-running 

enmity between France and the German states, which had reached a new peak in Düsseldorf 

during the Rhine Crisis of 1840, may seem conspicuously glossed over in the evening’s program. 

The concert comprised both French and German musical selections and, more intriguingly, the 

                                                 
309 Malkasten Archiv, Inv. 216.  Schroyen and Langbrandter, 148.  
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entirety of the advertisement for the event was printed in French. The pieces and several of the 

musicians, including the composers, had their names “translated” into French equivalents. For 

example, Ludwig van Beethoven was listed as “Louis de Beethoven” and the musical director, 

Julius Tausch, had his first name printed as “Jules.” At first sight, this appears to have been 

either a concert designed for the ardent Francophile or a complete farce. A closer examination of 

the program, however, reveals that the evening’s events echoed the greater oeuvre of 

performances produced by the club. The presentation provided the Malkasten with the 

opportunity to masquerade as another culture, while remaining patriotic, German Rhinelanders.   

The poster reads, with the evening’s title in large, comically overwrought gothic print, 

“Dans la salle de Mal-Kaste à Dusseldorf: Grand Concert fantastique et diabolique, sous le 

Direction de Mr. Jules Tausch et dans lequel on entendre les MMrs. Max Hess et Guillaume 

Johannes, Artistes de Munic” (In the Malkasten room in Düsseldorf: Grand Fantastic and 

Diabolical Concert, under the direction of Mr. Julius Tausch and in which we hear Mr. Max 

Hess and Mr. Wilhelm Johannes, artists from Munich). The title was also a joke; the equivalent 

they used for Malkasten (“Mal-Kaste”) translates to “bad box” in French. The entirety of the 

program follows:   

 
 
i. Sonate (en sol majeur) pour Piano et Violon de Mr. Louis de Beethoven par MMrs.  

Jules Tausch et François Seiss. 
ii. Fantaisie sur des motifs de l’Opera Lucrezia Borgia pour la Flûte, exécuté par Mr.  

Johannes 
iii. Yankee Doodle, Fantaisie burlesque de Vieuxtemps par Mr. F. Seiss, Maître de  

concert de la Société des concerts spirituels 
iv. Air varié pour la Flûte composé et exécuté par Mr. Johannes 
v. Airs de Mr. Caspar Hauser, chantés par Mr. Litzinger. 
vi. Le prophète, Marche de Meierbeer pour grand Orchestre, exécutée par Mr. Max Hess 
vii. Die Preussen vor Prag (unüberseztbar), pour grand choeur et orchestra. 
 
 

The bottom of the poster is adorned with images of little cherubs, sheet music, and instruments 

including a lyre – a very typical treatment among the program booklets printed for the society as 

well as contemporary Liederbücher. Also in small print is the indication that “Le chiens payent la 

moitié” (“dogs pay half price”), farcically suggesting that the attendees might even bring their 

canines to enjoy the music.   
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 The program showcased the talents of the guest musician-artists Max Hess (conductor) 

and Wilhelm Johannes (flutist; composer). The program also featured violinist Franz Seiss from 

Dresden, a frequent soloist throughout Germany,310 and Mr. [Franz] Litzinger, a noted tenor 

from Düsseldorf (see ch. 3). All the featured musicians were native Germans. In an evening that 

was, at least nominally, dedicated to the French aesthetic, there were no actual French 

participants. Furthermore, although the titles of all the pieces (save the final orchestral lied) were 

translated into French, only two musical segments of the program were written or arranged by a 

French composer. All five of the remaining sections were composed or arranged by Germans.  

The two selections chosen to represent the French Romantic style vary greatly and 

showcase different aspects of the French aesthetic. The first, a violin fantasy on “Yankee 

Doodle” (Souvenirs d’Amérique, op. 17, 1843) arranged by Belgian composer Henri 

Vieuxtemps, features the style of the Franco-Belgian Violin School. There are factors, however, 

which potentially undermine the work’s “French” character: the tune “Yankee Doodle” is 

associated with the United States, has British origins, and references a German word (“Dödel”); 

also, the focus on brilliant virtuosity is evocative of Paganini’s style. In the context of the 

concert, however, it is unlikely that the audience would have internalized this complication. In 

contrast to Vieuxtemps’s chamber work for violin and piano, the second work utilizes the full 

force of the orchestra. The march from Giacomo Meyerbeer’s Le prophète (1849) represents 

French grand opera and displays the characteristic drama of the genre. For the Malkasten, these 

pieces and their composers seem to have been considered quintessentially French. Despite their 

inclusion on the program, however, neither selection occurred at a structurally significant point 

(beginning, middle, or end) of the program. This perhaps subtly suggested to the audience that 

they lacked importance. 

Unfortunately, most of the German selections on the program are difficult to identify due 

to a lack of specific indications in the program. The first piece, a violin sonata in G major by 

Beethoven, lacks an opus number or additional title, making it is impossible to know which one 

                                                 
310 Seiss (n.d.) taught violin at Das Königliche Conservatorium der Musik zu Leipzig and later at the 

Rheinischen Musikschule zu Köln. Emil Kneschke, Das Königliche Conservatorium der Musik zu Leipzig: 1843-
1893 (Zurich: Internationale Verlags -und Kunst-Anstalt, 1893), 71. He also premiered Carl Reinecke’s First violin 
Concerto in Barmen and his name appears frequently as a soloist in several German newspapers, including 
Rheinische Musikzeitung für Kunstfreunde und Künstler, Tages- und Unterhaltungsblatt, 13 December 1856, 396 
and Allgemeine Musikalisches Zeitung, Berichte, Nachrichten und Bemerkungen, 18 March 1874, 172.  
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it was.311 Similarly, a set of pieces on the program for which Mr. Johannes is listed as the 

composer are generically titled as Air varié pour la Flûte. Three other groups of music are 

missing composers or arrangers rather than specific titles: the fantasy for flute on themes from 

Donizetti’s Lucrezia Borgia, the Airs de Mr. Caspar Hauser, and the arrangement of Die 

Preussen vor Prag.  

Although the composers and arrangers are not listed for three of the musical groupings, it 

is still reasonable, upon examination of their original contexts, to assume that these composers 

were German. Transcriptions of Italian and French operas were in fashion in mid-nineteenth-

century Germany and Lucrezia Borgia (1833) seems to have been especially popular, based on 

music publishing inventories in common serials of the time.312 Even in French magazines, such 

as the Gazette musicale du Paris, the advertised transcriptions of operatic music were nearly all 

arranged by Germanic composers.313 With this in mind, the arranger of Donizetti’s work for the 

flute was in all probability a German. The set of songs was also likely by a German composer, 

considering its subject matter. Caspar Hauser, a bizarre historical figure from Nuremberg, was 

(and is still) primarily well-known in German-speaking countries.314 As he is the protagonist of 

the lieder (presumably translated to “airs”), it seems highly likely that the composer was also 

German.315 The grand finale, Die Preussen vor Prag (The Prussians before Prague), is an 

eighteenth-century German folk tune set to a new text by German composer Friedrich Silcher 

(1789-1860). The text of the lied extols the courage of the Prussians who fought at the Battle of 

                                                 
311 Beethoven composed two violin sonatas in G major: Violin Sonata No. 8 in G major, Op. 30, No. 3 and 

Violin Sonata No. 10 in G major, Op. 96. 
 
312 Allgemeine musikalische Zeitung, Ankündigungen, 8 January 1840, 35-36; Rheinische Musik-Zeiting für 

Kunstfreunde und Künstler, Musikverlagsberischt, 27 July 1850, 32. 
 
313 Gazette musicale de Paris, Musique Nouvelle, 30 May 1841, 292. 
 
314 The fascinating story of Caspar Hauser dates to 1828, after he appeared in Nuremberg as a young 

teenager, claiming that he had been raised entirely in a dungeon and looking to become a cavalryman. There was 
suspicion that he was of noble birth and linked to the House of Baden, but this theory is no longer considered valid. 
Hauser was stabbed (possibly by his own hand) and died in his early twenties. His story is shrouded in mystery and 
has been the subject of many poems, books, and even films. See Peter Tradowsky, Kaspar Hauser: Struggle for the 
Spirit (Sussex, UK: Temple Lodge, 2012). 

 
315 Paul Verlaine wrote an untitled poem in Sagresse (1880), no. 4 within Sagresse III that is based on 

Hauser and spoken from his perspective. Several composers have set this text in its original French as well as its 
German translation. Verlaine’s poem was not published until twenty-five years after the Malkasten’s concert, 
however.   
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Prague (1757) and praises Frederick the Great. Unfortunately, without the arranger’s name, the 

large-scale orchestral lied may only be identified by its tune.  

 While Julius Tausch undoubtedly programmed most of the evening’s music, it is likely 

that some of the selections were at least influenced by the guest musicians, if not chosen by 

them. With the soloists in mind Tausch primarily chose small-scale pieces to showcase flute, 

violin, and voice – most of which he would accompany on piano. Generating interest through 

variety, Tausch organized the evening’s repertoire to alternate between soloists: violin, flute, 

violin, flute, voice. The final two pieces, however, abandon the soloists altogether, focusing on 

larger performing forces. The penultimate piece introduces the full orchestra, and the grand 

finale intensifies by the addition of a large chorus. These practical considerations also played a 

role in determining the order of the program. 

The majority of selections on the program are obviously German (or at least arranged by 

German composers), regardless of who chose them. Tausch’s organization of the program also 

guides the audience to understand that the most important selections are also German – the 

introductory sonata and the nationalistic closing lied. Furthermore, Die Preussen vor Prag is the 

only selection on the program written in German; the title is clearly labeled “unüberseztbar” 

(“untranslatable”), as if it would be inappropriate to have it written in French. Few pieces might 

be more compellingly German than a large choral song about a famous battle that ends in praise 

of the Prussian king. This finale unmasks the participants from their French masquerade, 

revealing them as the proud Germans that they always have been. 

Akin to their evenings of song, concerts at the Malkasten often honored something, or 

someone, special. A typical example dates to May 4, 1891, when the group held a concert 

celebrating a visit to Düsseldorf by Emperor Wilhelm II, King of Prussia.316 An unusual 

example, however, is the 1895 Garten-Concert zu Ehren des Officier-Korps der reit. Abth. 

Westf: Art.Reg.Nr. 7. und seiner Damen (Garden Concert in Honor of the Cavalry Officer Unit 

of Westphalia – Artillery Regiment Number 7 – and its Ladies, see fig 4.4). As its title indicates, 

the program was produced to honor (and likely benefit) an entire group of regional cavalrymen 

and their wives.  

                                                 
316 Schroyen and Langbrandtner, 163. There are original photos, tickets, and programs in the Malkasten 

archive documenting the event; inventory number 312. 
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Figure 4.4 Theodor Rocholl, Garten-Concert zu Ehren des Officier-Korps der reit. Abth. Westf: 
Art.Reg.Nr. 7. und seiner Damen. Dusseldorf, den 25. Juli 1895, poster, 35 x 29 cm.317 
 
 

Theodor Rocholl (1854-1933), a military painter and war artist, was the ideal choice to 

create the program poster for the concert. A student of Wilhelm Camphausen, he had studied at 

Düsseldorf Academy of Art and covered major conflicts including the Franco-Prussian War and 

the Boxer Rebellion. His drawing is composed of three parts, which is also how the musical 

program was arranged.  

To the right of the written program, the most prominent aspect of the image is the figure 

of the uniformed cavalryman, standing in a relaxed pose with his helmet at his side and resting 

against his horse. The horse, laden with his saddle and carrying bags, casually eats leaves from a 

tree. The composition and symmetry of the horse reflects the influence of Rocholl’s mentor, 

Camphausen, a renowned equine artist (see ch. 3). At the bottom center of the poster, the second 

area of the drawing features a woman playing the lyre, seated with her back to the viewer and 

facing the cavalryman; from this perspective, the viewer might imagine that he gazes at her 

through the tree branches and perhaps listens to her music. Based on her attire and her 

                                                 
317 Künstler-Verein Malkasten, Garten-Concert zu Ehren des Officier-Korps der reit. Abth. Westf: 

Art.Reg.Nr. 7. und seiner Damen. Dusseldorf, den 25. Juli 1895 ([Düsseldorf]: 1895). Digitized edition, Düsseldorf: 
Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-35365. 
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instrument, she may be the muse of poetry or music, or even a siren. At the bottom left, below 

the written program, is the Malkasten’s crest, emblazoned with the two-headed imperial eagle, 

holding a stein of beer and house keys in its talons. Without any text at all, the images explain 

that the event will be a concert relating to the military and produced by the Malkasten.   

The three-part program featured mainly military-themed music: a march, fanfare, fantasy, 

chorus, and character piece. There were also three imposing overtures and an opera fantasy by 

Carl Maria von Weber, Richard Wagner, and Béla Kéler. The other pieces were more festive in 

tone, including a waltz by Johann Strauss, a Chopin mazurka, and a divertissement from an opera 

by Conradin Kreutzer.  

 
 

Programm 
 

I. Theil 
“Hohenzollern-Ruhm”, Marsch   L. Unrath. 

Jubel-Overture………………….C.M.v.Weber. 
Des Artilleristen Schwur………..A. Adam. 

“Bei uns z’Haus”, Walzer………..Joh. Strauss. 
 

II. Theil 
Overture z. Op. “Rienzi”………….R. Wagner. 

Militär-Fantasie über “O Straßburg”……..W. Nehl. 
Mazurka………………………F. Chopin. 

Grosse Fantasie aus der Oper “Lohengrin”……..R. Wagner. 
 

III. Theil 
Rakoczi-Overture……………..Keler-Bela.318 
Militär-Fanfare……………….H. Hofmann. 

Divertissement a.d. Op. “Das Nachtlager in Granada”….C. Kreutzer. 
“Ulanenruf!” Charakterstück…R. Eilenberg. 

 
 

Carl Ludwig Unrath (1828-1908) composed Hohenzollern-Ruhm, op. 143, in 1890. The 

House of Hohenzollern, which dates to the eleventh century, was the foremost dynasty in 

Germany and presided over many lands including powerful Prussia. Upon unification in 1871, 

the Hohenzollern line became the first royal family of the German Empire. As such, a march 

                                                 
318 The program did not employ diacritical marks, omitting the accents from Kéler-Béla and wholly 

misspelling the title of his work, Rákóczy-Ouverture.  
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dedicated to the Hohenzollern would immediately be associated with regional and national pride. 

Although Unrath wrote about one hundred marches during his lifetime, which included nearly 

thirty years of military band service, he considered “Glory of the Hohenzollern” his best one.319 

The lively percussion and ostentatious use of brass gives the piece a particularly regal tone; 

combined with its brevity (approximately three and a half minutes), it created a bright and 

welcoming introduction for the concert.320 The following overture by Weber is in the style of his 

large-scale operatic overtures but is an independent work without programmatic content. As 

indicated by its title, the tone of the Jubel Overture, op. 59 (1818) is celebratory and reaches its 

climax towards the end of the sonata form when Weber incorporates the melody of the German 

national anthem, Heil Dir im Siegerkranz (Hail to thee in the Victor’s Crown).321 Only ten 

minutes into the concert, the music had already sought to produce a patriotic reaction.  

The subsequent march-style lied for men’s choir (potentially performed by the 

Malkasten’s own Künstler-Liedertafel), Des Artilleristen Schwur (The Artillery-Man’s Oath), 

intensified the powerful progression of the first part of the program by offering an explicitly 

programmatic work with a text from the perspective of a German soldier. The choice of this 

patriotic poem was especially compelling to the audience because the soldier in the text is a 

gunman, like the members of the artillery regiment being honored at the concert.  

 
 
Von blitzenden Metall gegossen,   Cast of glittering metal, 
Aus wilder Flammen Schoß entsprossen,  sprung from the wild flames’ womb, 
Eine Fürstin auf dem Throne,    a princess on the throne, 
So seh’ ich dich, Kanone    thus I see you, Cannon 
Und leg’ zum Schwur auf’s Rohr die Hand:  and as an oath I lay my hand on the  

barrel: 
Treu halt’ ich aus     I will hold out faithfully  
Mit dir im Strauß.     with you in the struggle.   
Mit Gott für Freiheit, Vaterland!   With God for freedom, Fatherland! 

 
 

                                                 
319 Norman E. Smith, March Music Notes (Lake Charles, LA: Program Note Press, 1986), 418.  
 
320 The Heritage of the March Vol. 57 – The Music of Unrath & Urbach, featuring the National Concert 

Band of America and Edmond E. DeMattia (The Robert Hoe Foundation, 2011), recording exclusively for download 
or streaming. Naxos, http://www.naxos.com/catalogue/item.asp?item_code=75442203832 (accessed 3 August 
2015). 

 
321 The familiar tune is the same as “God Save the Queen”/”My Country ‘Tis of Thee.”  
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Du bist mein Bräutchen, Treue schwör’ ich,  You are my little bride, fidelity I  
vow, 

Bleib’ dir auf ewig angehörig.   I remain belonging to you forever. 
Wie Nachtigallenlocken,    Like nightingales’ coos, 
Wie helle Kirchenglocken    like bright church bells 
Berauscht mich deiner Stimme Klang.  the sound of your voice intoxicates  

me. 
Mit dir im Bund     With you in the alliance, 
Zu jeder Stund,     at any hour, 
So tönt als Echo mein Gesang.   my song sounds as an echo. 

 
Bald schmück’ ich dir zur Hochzeitsfeier,  Soon I’ll bedeck you for your  

wedding,  
Das Haupt mit silbergrauem Schleier   your head with a silver-gray veil 
Und kränze, holde Dirne,    and wreaths, sweet wench, 
Mit Lorbeer deine Stirne,    with laurel thy brow, 
Da, wo die Hörner schallen d’rein,   there, where the horns echo in it, 
Zum Kugelsang,     the song of the shot 
Zum Schwerterklang,     the sound of the sword, 
Das Schlachtfeld  soll das Brautbett sein.  the battlefield shall be the bridal bed. 

 
Und will and’rer dich umarmen,   And if others would embrace you,  
Mein Lieb an deiner Brust erwarmen,  my love, and warm themselves at  

your breast, 
Ha, wie du da erglühest     ah, how you then glow  
Und Zornesblitze sprühest.    and your furious lightning sparkles. 
Stolz auf den Feind das Aug’ gewandt. With your eye proudly turned  

to the enemy. 
Ein Blick zu mir,     A glance to me, 
Ein Wort zu dir –     a word to you –  
Tot liegt der Feind vor mir im Sand.    dead lies the enemy before me in the  

sand. 
 
Und schlägt mir einst die Todestunde,  And should the hour of death one  

day toll for me, 
Erlischt die schwache Lebenslunte,   should the weak wick of life be  

extinguished, 
Dann sei mein Ehrenbette    then let my bier be 
Zerschossene Lafette.     a bullet-ridden gun carriage. 
Ich ruf’s, auf’s Rohr gestützt die Hand:   I’ll shout it, my hand resting on the  

barrel:  
Treu hielt ich aus     faithfully I held out 
Mit dir im Strauß.     with you in the struggle. 
Mit Gott für Freiheit, Vaterland!322   With God for freedom, Fatherland! 

                                                 
322 Emil Looß, ed., Unter deutschen fahnen: Bilder aus dem Soldatenleben (Stuttgart: Greiner & Pfeiffer, 

18[??]), 93-94.  
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The poet, L. Wittig,323 intensified the artillerist’s love of country by anthropomorphizing 

the cannon he wields. He transformed the cannon into a young woman, born of a flaming womb. 

The exquisite imagery that describes her (i.e., nightingale voice, silver-grey veil, warming 

breast) glamorizes the brutality of the poet’s battlefield descriptions (i.e., dead enemies in sand, 

bullet-ridden carriage). The speaker’s passionate rhetoric equates his faithfulness to his cannon, 

which ultimately symbolizes his country, with the fidelity of a bridegroom to his bride. The 

speaker’s actual oath, the only repeated text in the five-stanza poem, is therefore a promise to his 

homeland and not his gun. He proudly declares in the final lines that he will gladly die fighting 

for “God and freedom, Fatherland!” The potency of this text is even greater in its musical 

context, considering that significant portions (if not the entire lied) were sung in unison. In a 

letter regarding a previous performance of the work at the allgemeine Männergesangfest in 

Dresden, the author noted that the “enthusiasm” (Begeisterung) of the musical program “grew 

ever higher and in unison” (“wuchs immer höher und unisono”) with the performance of Des 

Artilleristen Schwur.324 In addition to this source, an extant manuscript of the song held in the 

music library of Kloster Einsiedeln, Switzerland, corroborates the use of unison.325 Singing as 

one voice, the chorus underscored the comradeship of the artillery unit and also the unified 

nation that Germany had become. 

Although the program listed the composer of the work as Alexander Adam (1853-1917), 

this was likely an error; the only piece dating from this timeframe with the title Des Artilleristen 

Schwur was written by Karl Ferdinand Adam (1806-1867).326 He also composed a parody of the 

work, Der Biertrinker Schwur (The Beer-Drinker’s Oath); the manuscript is in the archive at the 

                                                 
323 This poet is listed only as “L. Wittig” in Unter deutschen fahnen: Bilder aus dem Soldatenleben and on 

the manuscript page on RISM. 
 
324 C. G. Cramer, ed., Sächsische Vaterlands-Blätter, Briefliche Mittheilungen, 16 July 1843, 505. 
 
325 “Des Artilleristen Schwur,”RISM, http://www.rism-ch.org/catalog/00000403000823 (accessed 1 August 

2015). The manuscript has only a single vocal line, written for tenor voice. 
 
326 References to the work appear in various reviews and catalogues, but few indicate the first name of the 

composer; the letter mentioned previously in Sächsische Vaterlands-Blätter (16 July 1843) is an exception that 
specifically names Karl Ferdinand Adam. The only manuscript documented by RISM with the title Des Artilleristen 
Schwur (held at Kloster Einsiedeln) also specifically lists K. F. Adam as the composer. 
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Hochschule für Musik Franz Liszt in Weimar.327 The parody provides secondary support for his 

authorship of the original.  

Concluding the first part of the concert was Bei uns z’Haus (With Us at Home), op. 361 

by Johann Strauss, an orchestral waltz originally composed for the 1873 World’s Exhibition in 

Vienna as part of the Neue Welt (New World) exhibit. This selection was well placed after the 

Adam lied because it also required men’s chorus (TTBB), allowing the singers to remain onstage 

until the intermission. Anton Langer’s poem is far more light-hearted than the text of the 

previous piece, without any reference to war or death.328 Rather, the song regales the listener 

with images of Austrian cities, beautiful women, and parties abounding with dance and drink. 

The Malkasteners would have understood and enjoyed Langer’s sentiment as practitioners of the 

“Wein, Weib, Gesang” tradition. Still, it connected to the evening’s theme with its nationalistic 

verses that expressed a deep love of country and home.  

The second part of the program began and ended with selections from Wagner’s operas 

Rienzi (1842) and Lohengrin (1850). Wagner frequently appears on Malkasten musical 

programs, suggesting his popularity not only with the club but more generally in the city of 

Düsseldorf. Within the composer’s vast operatic output, the selections chosen for program match 

the evening’s theme. Even for listeners who might not have known the plot of Rienzi, which 

focuses on the leader of a people’s rebellion in ancient Rome, the overture recalls the sounds of 

the battlefield; most prominently, it opens with a heralding trumpet call and concludes with a 

military march. Rienzi was Wagner’s first successful opera and had been well received in 

Germany since its premiere in 1842. Despite the opera’s setting, it is likely that its viewers 

associated the struggle against the Roman Capitol with the burgeoning democratic sentiments 

throughout the German states.329 For the Malkasten, which established itself after (and in 

                                                 
327 “Der Biertrinker Schwur,”RISM, https://opac.rism.info/metaopac/search?View=rism&db=251&id=2500 

13346 (accessed 1 August 2015). 
 
328 A digitized piano reduction of the score, including the full poem, is available for viewing at the 

Bayerische Staatsbibliothek, http://reader.digitale-sammlungen.de/de/fs1/object/display/bsb11146923_00004.html 
(accessed 9 August 2015). 
  

329 Rienzi clearly supported democratic ideals in nineteenth-century Germany, but in the early twentieth it 
may have also inspired a young Adolf Hitler to pursue a political career. See Jonas Karlsson, “‘In that hour it 
began’?: Hitler, Rienzi, and the Trustworthiness of August Kubizek's The Young Hitler I knew,” The Wagner 
Journal 6, no. 2 (2012): 33-47.  
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response to) the March Revolutions, Rienzi might have seemed like a Germanic tale told in 

Roman costume.  

The revolutionary spirit might also explain the programmer’s choice of a fantasy on the 

music of Lohengrin, for which no specific arranger was credited. The music and plot may be less 

of a consideration in this regard than the history surrounding the opera: because Wagner had 

participated in the May Uprising in Dresden, he was exiled and was unable to attend the work’s 

premiere. With this in mind, it seems likely that to the Malkasten audience Lohengrin 

symbolized Wagner as activist.   

Between the Wagner selections was an arrangement by Wilhelm Nehl (1847-1921), of an 

eighteenth-century folksong, followed by an unspecified Chopin mazurka. Nehl was a local 

Düsseldorfer and Kapellmeister, who had managed the presentation of lebende Bilder in the city 

the same year (1895) and also arranged music for orchestra.330 Considering his credentials and 

the previous pieces on the program, the arrangement was likely choral with orchestral 

accompaniment. Despite the folksong’s upbeat melody, its melancholy text poignantly contrasts 

the glorious beauty of Strassburg with the heartbreaking deaths of the city’s soldiers: “O 

Straßburg, O Straßburg/ du wünderschöne Stadt/ darinnen liegt begraben so mannicher Soldat/ 

darinnen liegt begraben so mannicher Soldat” (“O Strassburg, you wonderful city, therein lies 

buried so many a soldier”).331  

Although the Chopin mazurka performed was not specifically identified on the program, 

its inclusion probably had much to do with incorporating variety (a work for piano to lighten up 

weight imposed on the program by the large-scale orchestral literature that dominated this part of 

the evening), but also its nationalistic style. Prussia had appropriated lands in Poland as early as 

the eighteenth century, but the Great Emigration (c. 1831-1870) reminded the world that Russia 

and Prussia were in control of Chopin’s homeland. With this in consideration, a mazurka by 

Chopin on a program that supported German military forces might be understood as an example 

of musical colonialism, in which the performers and listeners appropriate another culture’s music 

as their own. It may have also simply represented patriotic music in the abstract.  

                                                 
330 Volker Frech, Lebende Bilder und Musik am Beispiel der Düsseldorfer Kultur (Hamburg: 

Diplomarbeiten Agentur, 2001), 59. 
 
331 For full text and notated melody, see “O Straßburg, du wunderschöne Stadt,” Lieder-Archiv, 

http://www.lieder-archiv.de/o_strassburg_ du_wunderschoene_stadt-notenblatt_300463.html (accessed 10 August 
2015). 
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The final portion of the program contained similar pieces as the first two parts, but 

mainly by lesser-known composers: Béla Kéler (1820-1882), Heinrich Hofmann (1842-1902), 

Conradin Kreutzer (1780-1849), and Richard Eilenberg (1848-1927). Although these composers 

were all prolific, only Kreutzer had a notably successful career in Germany and Austria; he was 

internationally well-known for his operatic works. Despite the fact that the program credits him 

alone, the piece was actually an arrangement by an unnamed composer.332 

Despite his absence from the canon, Hungarian composer and conductor Béla Kéler 

influenced composers including Brahms and Bruckner, who both based pieces of their own on 

his work. His short concert overture, Rákóczy-Ouverture, op.76 (1878), is subtitled “zu Ed. 

Szigligeti's ungarischem National Drama: ‘Die Gefangenschaft Franz Rákóczy des II’ (II 

Rákóczy Ferencz fogsága) mit teilweiser Benutzung der Motive des Rákóczy-Marsches” (“to Ed. 

Szigligeti’s Hungarian National Drama: ‘The Imprisonment of Franz Rákóczy II’ [The Captivity 

of Rákóczy Ferencz] with partial use of the motives from the Rákóczy March”). Ede Szigligeti’s 

drama was about Ferenc Rákóczy, who led the Hungarian uprising against the Hapsburgs and 

ruled the country from 1703 to 1711. Philip Bohlman has noted that the reception of the Rákóczy 

March, which was named after this national hero, was “complicated” in the nineteenth 

century.333 From the eighteenth century it had been considered the unofficial Hungarian national 

anthem, but it was displaced after the government’s institution of Himnusz as the national 

anthem in 1845. Nevertheless, composers including Liszt and Berlioz used the tune to represent 

Hungary in their works. Bohlman has also indicated that the march’s resurgence toward the end 

of the nineteenth century was in large part a response to escalating conflicts between Hungary 

and Austria: “the march’s associations with Rákóczy’s military actions against Austria grew, 

intensifying its nationalist significance …”334 Today the march is still performed regularly at 

military events in Hungary to crowds that stand and cheer at the return of the main theme.335     

                                                 
332 Multiple “divertissements” on themes from Das Nachtlager in Granada were published in the 

nineteenth century, including those by French composer Adolphe Adam (1803-1856) and German composer Gustav 
Zogbaum (1814-1872).  

 
333 Philip V. Bohlman, The Music of European Nationalism: Cultural Identity and Modern History (Santa 

Barbara, CA: ABC-CLIO, 2004), 151. 
 
334 Ibid. 
 
335 Ibid. 
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Kéler’s piece was a perfect choice for the military-inspired program; not only was it a 

march, it was also a piece with specific nationalist sentiments that suited the audience. That is to 

say, the sentiment would essentially be anti-Austrian and therefore pro-Prussian. This position 

clearly stemmed from The Austro-Prussian War (1866), which resulted in the exclusion of 

Austria from the German states and the establishment of the North German Confederation. The 

war was also a major lynchpin in the eventual unification of Germany. In all likelihood, 

attendees of the concert had participated in or been affected by that conflict.    

The following military fanfare by Heinrich Hofmann (1842-1902) is unidentifiable 

without a more specific title or opus number. Narrowing the possibilities is difficult, as the 

German composer and pianist produced a large output of operas, lieder, choral music, chamber 

music, and piano works; the fanfare was likely instrumental. Richard Eilenberg (1848-1927), a 

volunteer in the Franco-Prussian War, composed a similarly large and diverse catalog of ballets, 

operettas, concertos, military music, marches, dances, fantasies, and generic salon music.336 He 

is perhaps most remembered for his “Petersburger Schlittenfahrt” (“St. Petersburg Sleighride”), 

heard frequently during the Christmas season, especially in Russia.337 The finale of the 

Malkasten’s program was Eilenberg’s brief character piece “Ulanenruf!” (“Uhlans’ Cry”; op. 43, 

1887) for military band. The Uhlans, a division of Polish light cavalrymen, were known for their 

speed and were deployed by the German government during the Franco-Prussian War. The 

rapidly ascending melody of the boisterous brass and prominence of the snare drum evoke the 

sounds of the running horses, military aggression, and victory. Lasting only two minutes, the 

upbeat selection would have been a positive and festive choice to conclude the evening.     

The penultimate piece was an instrumental divertissement based on themes from 

Conradin Kreutzer’s two-act opera Das Nachtlager in Granada. Kreutzer reworked the piece, 

originally an operetta, three years after its premiere in 1834 and rereleased it as an opera; it was 

unquestionably his most famous work. Its continued popularity in Germany is evidenced by the 

fact that this divertissement was programmed on the Malkasten concert sixty-six years after the 

opera’s premiere. The themes of the pastiche likely included the most popular selections from 

                                                 
336 For more information on Eilenberg, see Richard Eilenberg, http://www.eilenberg.eu/index.html 

(accessed 10 August 2015). The family-run website includes biographical information as well as catalogue listings 
of the composer’s published music.  

 
337 Ibid.  
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the opera, including the tenor aria “Ein Schütz bin ich” (“I am a Marksman”), “Galoppmarsch” 

(“Gallop March”), and the first act ensemble finale “Schon die Abendglocken klangen” 

(“Already the Evening Bells Ring”). The latter two pieces would have been particularly fitting 

for the occasion. The boisterous “Gallop March” echoed the style of several other marches on the 

program. Less obviously, the serene chorale-style chorus projected a message of peace, which in 

context of the concert might suggest that the soldiers had achieved their goal of protecting their 

country.   

 
 
Von dem Glanz aus sel’gen Hallen  From the splendor of blissful halls 
unsre Herzen froher wallen,   our hearts beat more cheerfully, 
bis des neuen Tages Licht   until the new day’s light 
siegend durch die Dämm’rung bricht. breaks victoriously through the twilight. 
 
Schlummert süss und jeden Morgen  Sleep sweetly and every morning 
weck euch froh der Sonne Strahl;  the sun’s rays awaken you joyously; 
schlummert süss und frei von Sorgen  sleep sweetly and free from worry 
frei von Sünden, Angst und Qual.338  free from sin, fear, and anguish.    

 
 

The concert honoring the regiment shows a marked effort by the Malkasten to tailor a 

program specifically to its audience. This treatment may seem pedantic, but it was no doubt 

effective in its aim – to raise support for these soldiers and simultaneously promote nationalistic 

ideals. The latter became a trope in Malkasten performances in general toward the end of the 

nineteenth century. In fact, the club’s overall performance culture became noticeably skewed 

towards imperialist programming, significantly minimizing the variety in the types of pieces 

heard – especially those with texts. A homogenized product resulted, with concerts and evenings 

of song all featuring similar pieces, such as “Das Lied der Deutschland” and others with texts 

honoring Otto von Bismarck and German unification. Interestingly, with this change came a 

discernible dwindling in visual imagery within Malkasten programs. No evidence indicates 

whether or not the society made these changes on its own or was encouraged to do so by other 

entities. 

Regardless of the concert’s programming, the event evidences a socio-political 

consciousness at the heart of the Malkasten, which also had been a large part of the club’s 

                                                 
338 Stanzas 4-5. 
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foundation. As one of the primary cultural institutions in Düsseldorf, presenting an event that 

honored military families rather than nobility would have made a strong impression on the 

community and reinforced their democratic roots.   

Although concerts were not the most frequently produced type of musical performance at 

the Malkasten, the extant programs from these events reflect many of the characteristics of the 

society. These include humor, social consciousness, and love of country. They also show a 

sophisticated sense of programming for the audience, incorporating a variety of different genres 

and performing forces. The garden concert also illustrates the propensity of the group to utilize 

outdoor spaces in addition to the more formal theatrical rooms of the clubhouse and 

demonstrates that environment was an important factor in the listening experience of the society.    

 
Lebende Bilder (Tableaux Vivants) 

 
 Volker Frech’s master’s thesis on tableaux vivants as a speciality of Düsseldorf culture 

details the history of the genre and focuses on how the artistic climate of the city in the 

nineteenth and early twentieth centuries provided an ideal environment for the medium’s 

production.339 Although he dates the earliest presentation of the genre in Düsseldorf to 1815, the 

frequency of the performance of such entertainments increased with the rise of the Düsseldorf 

Academy of Art in the 1830s. Wilhelm Schadow and Karl Leberecht Immermann produced the 

first living pictures in this era, organizing them at the academy.  

Half of Frech’s work comprises extensive appendices of all known performances of 

lebende Bilder in the city from 1815 through 1933.340 The earliest official production of tableaux 

vivants by the Malkasten took place in February 1849, only six months after the society’s 

establishment.341 Club members, however, had likely participated in earlier performances 

through the Academy. Although some of the programs housed in the Malkasten archive simply 

list the producers of the performances as “Düsseldorf Artists,” we may assume that at least some 

of them may have been associated with the group. Furthermore, at least 62 of 92 presentations 

                                                 
339 Frech, Lebende Bilder und Musik am Beispiel der Düsseldorfer Kultur (Hamburg: Diplomarbeiten 

Agentur, 2001).  
 
340 Ibid.  

 
341 Held at the Stadttheater, the presentation included six different tableaux; no information regarding the 

musical selections is extant. See Frech, Appendix II/13. 
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listed by Frech, not including repeat performances or revivals, involved the Malkasten some 

way: club members may have provided the venue of the Jacobihaus or gardens, organized the 

event, created the paintings for the backdrop, or physically participated in the performance.342 

Unquestionably, in Düsseldorf the genre of living pictures found its most active participants in 

the Paintbox. 

 Although Frech does not make the connection in his prose, his appendix identifies the 

composers most frequently showcased in presentations of lebende Bilder (see table 4.1).  

 
 
Table 4.1 Most Frequently Performed Composers in Düsseldorfer Lebende Bilder, 1815-1933.343 

 
Composer Number of Performances Example Piece(s) 

Ludwig van Beethoven 15 Mainly symphonies; marches; 

Overture to Goethe’s Egmont; 

choral and orchestral music 

Felix Mendelssohn 7 Mainly oratorios (e.g., Paulus); 

Scherzo from A Midsummer 

Night’s Dream; opera fragment 

(Loreley); songs for chorus  

Ferdinand Hiller 6 Tarantelle from the opera 

Konradin; string trio; orchestral 

arrangements; songs for chorus 

Julius Tausch 5 Marches; songs; choral pieces 

Georg Friedrich Händel 5 Mainly oratorios: Israel in Egypt, 

Judas Maccabeus; sarabande; 

choral pieces 

Franz Joseph Haydn 4 String quartets; songs for chorus; 

orchestral selections 

 
 
The list is far from surprising, including two of the greatest German composers of the period 

(Beethoven, Mendelssohn), as well as two of the most famous composers from the past (Händel, 

                                                 
342 See Frech, Appendix II. This count is based on entries in which Frech specifically lists a Malkasten 

connection (a painting, venue, artist, organizer, music director, etc.), although several more also indicate 
“Künstlern” and are likely related to the club.  

 
343 For a full list of composers and musical selections, see Frech, Appendix III.  
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Haydn). The inclusion of Hiller and Tausch beside these musical giants reflects the fact that both 

had been municipal music directors in the city. Both men also acted as musical directors for 

productions of lebende Bilder; Hiller directed three presentations during his brief tenure in 

Düsseldorf (1847-1850), while Tausch directed fifteen. That said, both composers programmed 

their own works on these occasions and frequency of performance is not always indicative of 

popularity. 

As Frech’s work makes evident, there is a considerable lack of information regarding the 

musical performances that accompanied the lebende Bilder. His second appendix offers a 

comprehensive list of the performances, but the vast majority of his entries have no information 

regarding their musical content. Those that do incorporate musical detail vary in level of 

specificity; some list exact pieces, while others simply list a composer (e.g., “accompanied by 

the music of Beethoven”) or ensemble (e.g., “Quartette”). Frech’s third appendix, “Musik zu den 

lebenden Bildern in Düsseldorf,” consolidates this information, listing each example 

alphabetically by composer, as well as listing its correlating artwork (if that is known).344    

 In contrast to the paucity of information on music that accompanied lebende Bilder, the 

titles of the paintings brought to life were well documented in programs and histories of the 

Malkasten. Based on Frech’s inventory, the Malkasten tableaux featured a mixture of classic 

works of art, typically selections by Raphael and Carl von Steuben, as well as pieces by elder 

statesmen of the Düsseldorf School of Painting, including Peter von Cornelius, Wilhelm 

Schadow, and Karl Friedrich Lessing. Paintings by younger members of the club, including 

Emanuel Leutze and Benjamin Vautier, were more sparingly represented.  

One of the few examples in Frech’s catalogue that has specific documentation of both 

visual and musical components comes from a performance during the Männer-Gesang-Verein’s 

four-day song festival in August 1852, “Großes Künstlerfest im Rahmen des ‘Großes 

Gesangfestes’ des Städtischen Männer-Gesang-Vereins zu Düsseldorf” (“Great Artists’ Festival 

as part of the ‘Great Song Festival’ of the Municipal Men’s Singing Club of Düsseldorf).345 The 

two-part program was held at the city’s largest venue, the Städtische Tonhalle, on the final 

evening of the festival. It included staging by the Malkasten, poetic recitation by writer and 

                                                 
344 Ibid., Appendix III/47. 

 
345 Ibid., Appendix II/16-17.  
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Malkasten artist Lorenz Clasen, music direction by Julius Tausch, and performances by the 

Gesang-Verein as well as the Orchester des Allgemeinen Musikvereins. A massive collaborative 

undertaking, the work was titled “Die Macht des Gesanges” (“The Power of Song”) and 

described as a festival in tableaux vivants “in innigster Verbindung mit der Musik” (“in closest 

connection with the music”).346 

The two halves of the program comprised two and three tableaux vivants, respectively, 

and each concluded with a costumed musical procession (Zug). After the second parade the 

performance ended, and a gala (Festball) followed. The first tableau was designed after 

Malkastener Peter von Cornelius’s fresco Orpheus in der Unterwelt (see fig. 4.5) and the 

program booklet from the festival confirms that the scene showed Orpheus playing his lute 

before the throne of Hades to solicit Eurydice’s release from the underworld.347 

 

 

 

 

Figure 4.5 Peter von Cornelius, Orpheus in der Unterwelt, 1820/21, charcoal on paper mounted 
on canvas, 310.5 x 614.5 cm. Kupferstichkabinett, Staatliche Musen zu Berlin.348 

 
 

                                                 
346 Ibid., Appendix II/17.  
 
347 Ibid., 47. 
  
348 Peter von Cornelius, Orpheus in der Unterwelt, ArtStor, http://library.artstor.org. 

proxy.lib.fsu.edu/library/secure/ViewImages?id= 8zZXajAhOy8 1MUA7eD94 QHcoV30o&userId 
=hDNOfTUn&zoomparams= (accessed 10 December 2014).  

 



173 

The enormous fresco (approximately 10 ft x 20 ft) supports the evening’s theme, “The 

Power of Song,” with numerous characters from Greek mythology. It clearly has three sections, 

with the focus on the central image of Orpheus playing his lute for the underworld’s king. 

Hades’s gaze is transfixed on Orpheus, although his hand reaches for that of his woeful queen, 

Persephone. With her eyes cast downward and shoulders rolled forward, she seems to be 

physically affected by Orpheus’s music. She isn’t the only one – in the right foreground of the 

fresco the three Furies have collapsed to the floor, two of them deep in sleep, and in the left 

foreground the guardian dog Cerberus is also falling asleep (two of his heads slumber, while one 

is illustrated yawning). In the background of the right side, Orpheus’s music has also made the 

impossible happen: the cursed Danaides have ceased their unending toil to listen to his 

playing.349 The only figures seemingly unyielding to the sound of his lyre are the three judges of 

the underworld: Aeacus, Minos, and Rhadamanthus. They continue to decide which souls will be 

sent to Elysium (Heaven), Tartarus (Hell), or the Fields of Asphodel (Purgatory). With this 

fresco in mind, the correlating lebende Bild may have incorporated men, women, children, and 

even animals. 

The tableau featured two musical selections: 1) the first movement of Beethoven’s 

Coriolan-Ouvertüre, to be played before and during the presentation; and 2) an alto solo and 

chorus from Christoph Willibald Gluck’s Orfeo ed Euridice (likely the solo “Mille pene”/“Men 

tiranne,” followed by the chorus “Ah, quale incognito affetto” from Act II).350 Although both the 

Beethoven and Gluck works are programmatic, only the latter relates the same story as 

Cornelius’s fresco and the tableau. Why Tausch chose the Beethoven overture in lieu of the 

overture to Gluck’s opera is unclear, although it might have simply been a matter of taste 

(personal or public), which likely leaned more towards a dramatic, Romantic style rather than the 

Classical restraint of Gluck’s work. Beethoven was also a favorite of Düsseldorf audiences and 

the Malkasten. Tausch might also have programmed these divergent works in order to create 

musical variety. Frech speculates that the connection might be the programmatic themes in the 

former piece, which relate to the rise and fall of a heroic persona. Beethoven composed the 

                                                 
349 In Greek mythology the Danaides were condemned for all eternity to carry water in sieves after killing 

their husbands on their wedding night. 
 
350 The program lists the work in its German title, Orpheo ed Eurydike. It is possible that the solo and 

chorus were sung in German or French.    
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overture for Heinrich Joseph von Collin’s 1807 play Coriolanus, in which Gaius Marcus 

Coriolanus seeks to invade Rome but cannot bring himself to do so once he reaches the city’s 

gates, ending his own life instead. Frech refers to the connection of this piece to Orpheus being 

his “(temporary) failure” and “death wish.” 351 This reading is unconvincing: Orpheus presumed 

he would succeed in his endeavor, and the scene of the tableau depicts his moment of success, 

not failure. Rather, it seems that Tausch would have recognized a simpler corollary with 

Coriolanus, who much like Orpheus, courageously approached the gates of a seemingly 

indestructible foe. 

 Following the first segment Clasen provided a dramatic recitation of “Des Sängers 

Fluch” (“The Minstrel’s Curse”), a ballad by Ludwig Uhland. This was the perfect segue into the 

second tableau, based on Philipp Foltz’s painting of the poem. Furthermore, this painting was an 

ideal choice to follow the previous image, because Foltz was a student of Cornelius. Hermann 

Grimm has also suggested that Cornelius was actually thinking of “Des Sängers Fluch” when he 

created his fresco and that the figures of Orpheus, Hades, and Persephone correlate to the tragic 

young minstrel and the royal couple from Uhland’s ballad. 352 The ballad tells the story of a cold-

hearted king who kills a young minstrel singing in his court after seeing the affect his music had 

on his wife. Three full strophes of the ballad give voice to the slain minstrel’s master, who curses 

the king, his realm, and his memory – he vows that no songs will be sung in his honor, which is 

akin to a second death.  

 
 

Woe, thou unholy murderer! Thou curse of minstrelsy! 
Thy strife for bloodstained glory all times in vain shall be; 
Thy name shall be forgotten, steeped in eternal night, 
And, like a dying rattle, in empty air take flight!353 
 

 

                                                 
351 Frech, 47-48. “Beethovens Coriolan-Ouvertüre, die ohne Kenntnis der Tragödie des Helden Roms als 

Einleitung zu einem ‘Trauerspiel’ in welchem Helden auftreten und untergehen verstanden werden konnte, hätte in 
diesem Fall sogar noch das (vorläufige) Scheitern Orpheus (‘Ach, ich habe sie verloren’) und seinem Todeswunsch 
angedeutet.” 

 
352 David Koch, Peter Cornelius: Ein Deutche Maler (Stuttgart: J.F. Steinkopf, 1905), 100.  
  
353 Stanza 14. Ludwig Uhland, “Des Sängers Fluch” in A Harvest of German Verse, ed. and trans. 

Margarete Münsterberg (New York: D. Appleton and Co., 1916; Bartleby.com, 2010), www.bartleby.com/177/ 
(accessed 20 December 2014). 
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Although the poem presumably takes place in the Middle Ages, the content resonated in 

Uhland’s time and in the pre-March era due to its overtones of civil discontent with 

aristocracy.354  

For this tableau, Tausch chose the fourth movement of Robert Schumann’s Symphony 

No. 3 in EMajor, “Feierlich” (“Solemnly”). Unlike his selection for the first scene, Tausch 

opted for a work that had no direct connection to the story of the painting; however, the 

“Rhenish” Symphony has patriotic elements that might support and extend the democratic ideas 

embedded in the poem. Of course, Schumann was also the current municipal music director in 

Düsseldorf at the time of the performance, which may have influenced Tausch’s choice. 

Interestingly, Schumann had been contemporaneously working on his own choral ballad Des 

Sängers Fluch, op. 139, for soloists, chorus, and orchestra throughout 1852. Considering how 

closely Tausch worked with Schumann at this time, it is not difficult to imagine that he hoped 

Schumann would allow part of this work to be performed that night instead. Interestingly, when 

Tausch programmed the music for the Malkasten’s Uhland-Feier eleven years later, he chose 

Conradin Kreutzer’s orchestral lied “An den Vaterland” to follow the same tableau instead of the 

Schumann symphony.  

The first half of the evening closed with a parade of male participants dressed in 

medieval costumes, singing the old German folk songs “Muss i denn zum Städtle hinaus” and 

“Abschiedslied der Geliebten.”355 The Malkasten’s obsession with medieval art and costuming 

(especially during Redouten) has already been discussed; the parade here shows a further 

example of the club’s influence on the evening’s events. The use of these tunes is an extension of 

this predilection and matches the archaic aesthetic of the parade.  

The second half of the program showcased tableaux vivants based on paintings by 

considerably lesser-known artists, including Christian Ruben. In fact, the other artists were not 

fully credited in the program and simply listed as “N.N.” and “Robert.” The historical tableau 

Frederick the Great at the Battle of Prague was accompanied by the slow, militaristic Dessauer 

                                                 
354 Albrecht Weber, Ludwig Uhland. Des Sängers Fluch, in Wege zum Gedicht, vol. 2, Interpretation von 

Balladen, ed. Rupert Hirschenauer, et. al (München and Zürich: Schnell & Steiner, 1964), 251ff. 
 
355 Friedrich Silcher first published this work in 1827, although it is based on an old Swabian tune. Tobias 

Widmaier, “Muss i denn zum Städtle hinaus,” Populäre und traditionelle Lieder, Historisch-kritisches 
Liederlexikon, http://www.liederlexikon.de/lieder/muss_i_denn_zum_staedele_hinaus (accessed 26 December 
2014). 
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Marsch, while Ruben’s genre piece, Ave Maria, was set to Moritz Hauptmann’s choral lied 

“Salve Regina.” The first movement of Luigi Cherubini’s Requiem in D minor fittingly set the 

tone for the final tableau, The Burial of the Fisherman’s Son (after the “Robert” painting). The 

finale was another parade, this time with participants dressed as the Muses dancing to the closing 

movement of Beethoven’s Symphony No. 5, the “Siegeshymne.”356 From these musical 

selections we can firmly establish that Tausch’s primary goal in choosing repertoire for the 

tableaux was to enhance the mood and content of the original images. Although the pieces he 

selected encompass a variety of time periods, styles, and genres, they never contrast or contradict 

the aesthetic of the artwork. In the case of “The Power of Song” each tableau was crafted to 

exemplify this theme: Orpheus’s capacity to save Eurydice from Hades by playing his harp; the 

Minstrel’s power to curse a treacherous monarch through the elimination of songs; and music’s 

ability to instill courage on the battlefield, strengthen prayers, and express the tragedy of loss.   

 Themes were typical for evenings of Düsseldorf tableaux vivants, which often centered 

on commemorating a significant poet or artist. For example, the Malkasten paid tribute to Goethe 

in 1849, arranged a performance dedicated to Uhland in 1863, and organized a celebration with 

the Städtische Tonhalle to honor Shakespeare in 1864.357 The Malkasten honored their own 

member Lessing in 1858, but also legendary artists Albrect Dürer in 1871 and Michelangelo in 

1875.358 Other performances of living pictures were given to celebrate or enhance special 

occasions such as holidays (Christmas, anniversaries) or local festivals and Redouten, and for 

charity (to benefit the poor or widows of the artists).  

Lieder were often programmed during evenings of lebende Bilder, especially for 

performances that featured choral ensembles. For example, the Malkasten’s Uhland-Feier (which 

included five tableaux, plus recitations and separate musical works between them) highlighted 

the talents of the Künstler-Liedertafel and Orchester des Allgemeinen Musikvereins. The 

evening’s program contained seven lieder all based on texts by Uhland, including those not used 

to enhance a tableau.  

                                                 
356 Tausch may have programmed this work after the Cherubini piece, at least in part, because Beethoven’s 

fourth movement draws heavily from the earlier composer’s overture from Eliza. 
 
357 Frech, Appendix II/12-13, 20-22. 

 
358 Ibid., Appendix II/18-19, 27-28, 30. 
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Once again, the music was directed by and presumably chosen by Julius Tausch. His 

programming for this event was very straightforward, primarily songs that were based on the 

same Uhland poems as the paintings used for inspiration. In the case of the first piece, “Das 

Schloß am Meer,” which accompanied a transparency359 rather than a tableau, Tausch used Otto 

Nicolai’s lied of the same name; both were modeled after Karl Friedrich Lessing’s famous 

painting Das trauernde Königspaar (see fig. 4.6).360  

 
 

 

 

Figure 4.6 Karl Friedrich Lessing, Das trauernde Königspaar, 1830, oil/canvas, 206 x 189 cm, 
Hermitage Museum, St. Petersburg, Russia. 
 
 
Similarly, Tausch chose Niels Gade’s “[Des Hirten] Winterlied” to accompany Eduard 

Bendemann’s painting Hirt und Hirtin, and Mendelssohn’s “Das Schifflein” for Philipp Foltz’s 

painting of the same name. 

In instances where Tausch did not choose songs that matched the same content as the 

tableaux, he elected other Uhland settings or instrumental works. For instance, the first tableau 

                                                 
359 Transparencies are illuminated paintings; few examples remain today due to the fragile nature of their 

composition.    
 
360 Notably, Nicolai originally composed the song to accompany a tableau after Lessing’s painting in an 

evening of lebende Bilder held at the Kunstakademie and directed by Mendelssohn in 1832.  
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was also modeled after Lessing’s Das trauernde Königspaar, but Tausch certainly would not 

have programmed “Das Schloß am Meer” twice. Instead he opted for orchestral accompaniment, 

which is not identified in the program. Based on his choices for other evenings of song, in all 

probability he opted for music that supported a similar mood or aesthetic as the poem. This is the 

case for his selection to follow Foltz’s Des Sängers Fluch, for which he chose a lied that 

developed the poem’s political agenda – Kreutzer’s “An das Vaterland.”  

Lessing’s painting (see fig. 4.6) depicts Uhland’s tragic royal couple from “Das Schloß 

am Meer,” bereft after the death of their daughter. Because there are only two figures in this 

painting, the tableau must have focused greatly on the set design and backdrop. This resonates 

with the original poem, as the first four stanzas depict a glorious castle by the sea. In the fifth 

stanza, the speaker describes the tones of funeral dirges coming from the magnificent structure. 

In the following two stanzas the regal parents and beautiful princess are described before the 

final stanza reveals the girl is dead. Considering Tausch’s partiality towards program music, the 

orchestral piece he chose to accompany this tableau would likely have come from a requiem or 

incorporated an actual dirge. 

 
 

 

 
Example 4.1 Conradin Kreutzer, “Schäfers Sonntagslied,” op. 24, 1845, mm. 35-42.361 

 
 

                                                 
361 Conradin Kreutzer, “Schäfers Sonntagslied,” Verein zur Föderung der Hausmusik, 

http://www.hausmusik ch/notenregal/k/kreutzer/uhland1/uhland1.pdf (accessed 22 July 2015). 
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Example 4.2 Niels W. Gade, “Winterlied,” 6 Gesänges für 4 Männerstimmen, 1845, mm. 15-
28.362 
 
 

A survey of lebende Bilder performances reveals the significance of member Julius 

Tausch as musical director – his name appears more than any another individual on programs of 

this type throughout the Malkasten’s history. His programming for the Uhland-Feier offered an 

interesting variety of songs, creating a varied presentation to showcase the talent of the Künstler-

Liedertafel. For example, two songs that appear on the program consecutively are “Schäfers 

                                                 
362 Niels W. Gade, 6 Gesänges für 4 Männerstimmen, op. 11 (Leipzig: Breitkopf & Härtel, 1845), 4. 
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Sonntagslied” and “Winterlied.” Although both lieder were arranged around the same time 

(1845) for men’s chorus, the two songs are very different. Kreutzer’s lied is a short prayer, 

composed in the sacred, four-part chorale style: mainly homophonic, rare occurrences of non-

chord tones, and little counterpoint (see ex. 4.1).363 Gade’s “Winterlied,” however, is 

distinctively secular, with far more chromatic alterations, sharp contrast of solo and tutti voicing, 

varied expressive markings, and word painting. Gade’s setting also features a drastic key change 

at a crucial shift in the text, moving from the minor to major mode (see ex. 4.2). Together, these  

songs feature two types of Uhland’s poetry (short verse and long ballad) and two types of choral 

singing. 

Without doubt, music was inextricably linked to performances of lebende Bilder 

throughout Düsseldorf. Performances of tableaux vivants required, as indicated in the program 

for “The Power of Song,” a very close relationship between sound and image. In cases of events 

praising a poet, such as the Uhland-Feier, this relationship also included the written word. This 

multi-dimensional type of artwork parallels another contemporary popular medium in 

Düsseldorf, the songbook (see ch. 3). Furthermore, just as the Malkasten artists were significant 

contributors to songbook production and also participants in using them, the club as a whole was 

by far the most important organization in the production (and enjoyment) of living pictures. 

 
Operettas and Incidental Music 

 
Among the Malkasten’s collection of image sources (Bildquellen) is a trove of programs 

and posters relating to theatrical productions performed for the club, usually at the Jacobihaus. 

These included operettas, dramas, and comedies that often featured members of the society in 

solo roles or as part of a chorus (the Künstler-Liedertafel). Society members not only acted and 

sang in these performances, they also created the sets and backdrops as well as the posters and 

programs for the event. Posters advertising the shows, which were typically open to the public 

for a fee, were placed around the city.  

An example of a program poster (Programmplakat) is the Malkasten’s “Operagout,” 

Pannemann’s Traum (Pannemann’s Dream). Although the poster gives no precise date for the 

                                                 
363 Kreutzer first composed “Schäfers Sonntagslied” for solo voice in 1821as the introductory piece in his 

Sechs Lieder von Uhland, opus 23; he later arranged it for male chorus in 1845 for opus 24. Oddly enough, Kreutzer 
has another opus 23, 2 String Trios. 

 



181 

performance, the Malkasten’s archival catalog lists the work as having been performed before 

1856, and Sabine Schroyen has more recently suggested that it was performed around 1854.364 

Schroyen has also explained that the production was designed to emphasize the club’s 

international membership, featuring club members in roles that provided them the opportunity to 

represent their home countries.365 For example, German-American Charles Wimar played 

“America,” while Dutchman Henry Lot played “Holland.” The poster incorporates a detailed 

listing of the individual performers and their roles in the production (see fig 4.7), corroborating 

Schroyen’s assertion. The other countries chosen for the production were Italy, Austria, France, 

England, Sweden, and Norway. The cast also included three roles representing specific German 

states (Bavaria, Saxony, and Swabia), played by Malkasteners who were natives. 

Despite the long roster of participants on the poster, the name of the composer is 

conspicuously missing. A fleeting reference to the opera in the first volume of writer Josef 

Winckler’s collected works suggests that Malkastener Oswald Achenbach, who played the  

leading role of Pannemann Anstreicher, was also the composer.366 The term “composer” should 

be considered loosely here, as a comic opera of this type may have borrowed music from other 

sources. Achenbach may have written the music in the traditional sense, penned new text to 

existing songs, or simply arranged the pieces to fit a new plot of his design (or any combination 

thereof). Winckler anecdotally described the work as “a lost potpourri … performed at Carnival” 

that included “comic arias.”367 This passing commentary provides the only indication of what the 

music for the work may have been like, as there was no published score. The original 

unpublished score, including music and lithographs, was auctioned in 1873 as part of Andreas 

Andresen’s private art collection; if it is still extant, its current location is unknown.368  

                                                 
364 Sabine Schroyen and Hans-Werner Langbrandtner, eds., Quellen zur Geschichte des Künstlervereins 

Malkasten (Cologne: Rheinland-Verlag, 1992), 148; Sabine Schroyen, “‘A True Brotherhood Seems to Reign 
among Them’: Der Künstlerverein Malkasten und seine internationalen Mitglieder,” in Die Düsseldorfer 
Malerschule: und ihre internationale Ausstrahlung 1819-1918, vol. 1: Essays, ed. Bettina Baumgärtel (Petersberg, 
Germany: Michael Imhof, 2011), 276. 

 
365 Schroyen, “‘A True Brotherhood Seems to Reign among Them’: Der Künstlerverein Malkasten und 

seine internationalen Mitglieder,” 276. 
 
366 Josef Winckler, Ausgewählte Werke: Westfälische Dichtungen, vol. 1 (Emsdetten: Lechte, 1960), 68.  
 
367 Ibid.  
 
368 Catalog der von Dr. Andreas Andresen hinterlassenen Kunstsammlung (Leipzig: C. G. Boerner, 1873), 

63. Digitized edition, Google Books, https://books.google.com/books?id=Te9eAAAAcAAJ&pg =PA63&dq 
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Figure 4.7 Max Hess, Pannemann’s Traum, 1854, chalk lithograph poster, 59 x 39 cm.369

 

 
 

Winckler’s comment also reveals that this performance was one among a much larger set 

of events held during Carnival, which – to the present day in Düsseldorf – revolve around 

making merriment through farce and parody prior to the Lenten season, but especially in the 

                                                                                                                                                             
=Pannemann% 27s+ Traum &hl=en&sa=X&ei=ur_XVLyAEMSeNpi_hOAO&ved=0CCAQ6AEwAA 
#v=onepage&q= Pannemann% 27s%20Traum&f=false (accessed 25 January 2014). The opera was listed as 
inventory number 1067. The auction took place on 1 December 1873 at art dealer C.G. Boerner’s in Leipzig.  

 
369 Künstler-Verein Malkasten, Panneman’s Traum: Operagout ([Düsseldorf]: [1854]). Digitized edition, 

Düsseldorf: Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-35163. The digital edition marked the 
work “[vor 1856],” but Schroyen has dated it specifically to 1854. 
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week preceding Ash Wednesday.370 In the nineteenth century the Karnevalzeit included public 

masquerades, costume balls, comedic skits, and elaborate parades.371 If Achenbach’s “potpourri” 

was performed during this season, it would have matched the other events in terms of levity and 

foolishness.   

Although it is impossible to characterize the musical content of the work, Malkastener 

Max Hess’s (1825-1868) illustration offers a glimpse of the work’s structure, some of its 

characters, and even its comedic spirit. The top third of the poster is dominated by script: the 

work’s title, drawn in dreamy cloud-shaped letters, arches over the subtitle “Operagout mit 

einem prosaischen vor u. einem musikalischen Nachteil” (“Comic opera with a spoken preface 

and a musical afterword”). Beneath the subtitle Hess lists the characters and the performers who 

would play each of them, grouped into three acts: Vortheil (Preface), Traum (Dream), and 

Nachtheil (Afterword). Based on the subtitle and the names of the acts, it is unclear whether or 

not there was actually music performed in all three sections. Not all the names listed in this 

section are legible; although Hess’s own name appears clearly as performing the role of the 

landlord. Other significant Malkasteners who performed in the opera were Johann Rudolf Koller, 

Otto Arnz, and Johann Baptist Sonderland. In the cast list for part 3, the musical afterword, there 

also appear two roles for “Mitzekatz” (“Kitty Cat”). After these roles, the list simply reads “etc., 

etc.,” which might indicate an entire group of pussycats. Considering that these characters are 

introduced in the third act, it appears that an element of the musical comedy was a chorus of 

singing felines. 

The middle of the poster, the largest of its three sections, seems to showcase some of the 

characters and scenes from the opera – a group of men in a tavern being serenaded by a bard, an 

elegantly dressed couple in front of an easel, a swooning woman with a crying child, and a 

frightening, cloaked figure holding a stick in the air. Of particular note in this section is the 

stereotypical representation of the international characters. Prominently featured on the right side 

of the image is the Austrian, dressed in Lederhosen with a hunting rifle slung over his back, a 

smoking pipe in one hand and a Tyrolean hat in the other. The men in the tavern are dressed in a 

variety of different clothing, emphasizing their nationalities. The most distinctive part of the 

                                                 
370 For more on carnival culture and its political significance, see Jonathan Sperber, Rhineland Radicals: 

the Democratic Movement and the Revolution of 1848-1849 (Princeton, NJ: Princeton University Press, 1991), 98-
101. 

 
371 Ibid., 98.  
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dress is their hats: the Englishman is distinguished by a top hat, while the Dutchman wears a 

traditional wide-brimmed hat, and the Italian appears in a feathered cap in the style of the 

Renaissance.    

The lower portion of the poster’s image focuses on the dreaming Pannemann Anstreicher 

(whose surname means “housepainter” or “decorator”), collapsed on the street and hovered over 

by the crazed “Geist des Fusels” (“Spirit of the Hooch”). To his right the half-emptied bottles of 

liquor have started dancing (emphasizing his inebriation); to his left an advertisement for 

Richard Wagner’s opera Tannhäuser (1845) hangs on the wall. Clearly, part of the plot was that 

Pannemann’s wild dream was induced by the effects of alcohol and, perhaps, made musical 

through the influence of Wagner’s work. Considering Tannhäuser’s prominence on the poster 

and the Malkasten’s penchant for contrafacta, it is likely that Wagner’s music was also parodied 

in the comedy. Also lurking in the shadows behind the winged spirit is a man who appears to be 

wielding a harpoon – but who is he, and is he aiming at the protagonist, or the spirit? Without 

more information, it is impossible to know the answer.  

The poster for Pannemann’s Traum is one of the most fascinating in the Malkasten’s 

archive collection. Although the plot and musical content of the work remain a mystery, the 

poster reinforces certain aspects of the society’s musical activity – that their own members 

participated in musical performance (in this case, performed for a public audience) and that the 

group had a strong penchant for comedy (musical or otherwise).  The poster also indicates the 

significance that Wagner’s music held at this time in Düsseldorf, especially for the Malkasten. 

He was programmed on musical programs of all types at the club – concerts, lebende Bilder, 

theatrical productions, and Redouten. Specific works from his output also seem to be more 

popular than others, for instance, there are multiple references to pieces from Lohengrin and 

Tannhäuser in the Malkasten materials. The presence of the Tannhäuser poster in the image may 

not only suggest that music from the opera was parodied as part of the comedy, but also that 

Tannhäuser held significant stature in Düsseldorf culture to represent German opera as a genre.  

The aspects of member participation and humor are also evidenced clearly in an 

advertisement for a work performed at the club two years later, Ein Herberg in der Mühl (An Inn 

in the Mill). A large color poster for this “comic opera” is extant in the archives of the Malkasten 

and the Universitäts- und Landesbibliothek (see fig.4.8) and dates to January 1856. Esteemed 

Malkasten member Andreas Achenbach illustrated the image; his signature and the date are  
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Figure 4.8 Andreas Achenbach, Ein Herberg in der Mühl, 1856, chromolithograph poster, 37 x 
48 cm.372

 

 
 
visible in the lower left of the image. The details of the event are listed beneath his illustration, 

reading as follows: “Ein Herberg in der Mühl: komische Oper in 2 Acten nach einem Gedicht 

aus dem 16ten Jahrhundert von Burcard Waldis. Musik von W. A. Mozart” (“An Inn in the 

Mill: comic opera in 2 acts after a poem from the 16th century by Burcard Waldis. Music by 

W.A. Mozart.”) After this brief explanation is a roster of those performing the main roles, 

including Malkasten members Oswald Achenbach (the miller), Otto Arnz (the traveling student), 

and Albert Flamm (the miller’s servant). The other actors, M. Hels (the miller’s wife) and M. H. 

Hauser (the magistrate), were presumably professionals hired by the society.373 Achenbach and 

Arnz had also starred in Pannemann’s Traum two years earlier, suggesting they were two of the 

Malkasten’s more active (and perhaps most talented) performers. 

                                                 
372 Künstler-Verein Malkasten, Ein Herberg in der Mühl ([Düsseldorf]: 1856). Digitized edition, 

Düsseldorf: Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:1-84831.  
 
373 The names Hels and Hauser do not appear in the membership lists in the Malkasten archive. 
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Perhaps the most intriguing element of the poster is its reference to Mozart as the 

composer of the work. Mozart never composed a work by the title Ein Herberg in der Mühl (or 

any similar title), comic opera or otherwise. In his vast output there is no programmatic work 

with a plot that involves the characters listed on the poster. In all likelihood, the opera consisted 

of a pastiche of Mozart’s music from other sources, perhaps including songs from his Singspiele 

and parodies of his instrumental works. Unfortunately, there is no way to know which songs 

were chosen – or who chose them. Considering its other similarities to Pannemann’s Traum, the 

work might also be attributable to Oswald Achenbach. 

The author of the dialogue, Burkhard Waldis (1490-1556), was a German fable writer, 

playwright, and hymn composer. He was known for his “fanatical” Lutheranism and became 

famous for writing the Shrovetide (Mardi Gras) play The Parable of the Prodigal Son (1527). 

Today he is best remembered for his translation of Aesop’s fables, in which he changed details to 

emphasize the moral lessons as Christian teachings.374 The Oxford Companion to German 

Literature describes his humor as “often crude or even obscene” but also states that “he is a 

sincere moralist.” 375 In an 1863 issue of The Westminster Review, a contributor noted that “The 

rough, grim satire of his works is thoroughly German, and the title of one of them – ‘The History 

of two Mice who were burnt in Huttenberge for eating the consecrated wafer’ – is a tolerably 

good index to the nature of his grotesque humour and quaint style.”376 

Although no specific text for Ein Herberg in der Mühl has been discovered,377 Andreas 

Achenbach’s illustration gives some insight into the plot of the opera. Extremely large in 

comparison to other posters in the Malkasten archive (37 x 48 cm), this color-printed drawing is 

less sharp and far more rudimentary in its composition than Achenbach’s paintings. This style, 

however, matches the manner used in drawings for local satirical serial publications (see ch. 3) 

and is employed here accordingly to complement the comic aspect of the event.  

                                                 
374 Carl P. E. Springer, Luther’s Aesop (Kirksville, MO: Truman State University Press, 2011), 189. 
 
375 “Waldis, Burkhard,” Oxford Companion to German Literature, 3rd ed., ed. Henry and Mary Garland 

(Oxford: Oxford University Press, 1997; online version 2005), Oxford Reference, http://www.oxfordreference.com 
/view/10.1093/acref/ 978019 8158967.001.0001/acref-9780198158967-e-5667?rskey=iH159C&result=5839 
(accessed 28 December 2014). 

 
376 The Westminster Review, Belles Lettres, January 1863, 313.  
 
377 No known program booklet is extant for this event.  
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The poster depicts numerous aspects of the comedy rather than a single scene. This is 

made obvious by multiple appearances of the same figures. For instance, the elderly man in a 

dark cloak with a feathered cap and beard – perhaps the magistrate – is pictured on the poster 

three times. There is an array of laughable high jinks displayed: the cloaked man hides behind 

bushes, peeps through windows, and makes a grand speech; another character appears falling out 

of a barrel where he was hiding, to others’ surprise. The viewer may also see an element of the 

plot that involves the courting of the miller’s wife. To the left of the image she is walking arm in 

arm with a well-dressed young man. In the house she is seen in an embrace with another man, 

who has a goblet of wine in hand. Without the dialogue, the exact characters that these figures 

represent are left to conjecture. Although we may not know the precise content of Ein Herberg in 

der Mühl today, it must have been a success at the Malkasten; it was revived for performance in 

1870, fourteen years after its original production at the club. 

While the music and dialogue may be lost for the works previously discussed, there are 

examples of posters archived at the Malkasten that correlate to works that may be examined for 

content beyond visual clues alone. For example, in mid-March 1895 the club produced the one-

act burlesque opera Der Quacksalber: oder Doktor Sägebein und sein Famulus (The Quack: or 

Doctor Sawbone and his Assistant). The Malkasten archive holds not only the poster for the 

event but also a published libretto, which allows for a greater understanding of the work’s 

substance and structure.378  

The libretto of Der Quacksalber was originally published ca. 1860 by C. F. W Siegel in 

Leipzig; the work must have been quite popular in its day, considering that it appeared in no 

fewer than seven editions by the same publisher, dating to the early twentieth century.379 The 

title page offers information not present on the Malkasten’s poster for the event, including the 

librettist’s name (Josef Laufs) and that the work is set to music for men’s voices (solo and 

chorus) and piano accompaniment. This explains part of what the club’s poster states, which is 

that the event was a “Künstler-Liedertafel-Abends im Malkasten” (“Artists’ Song Table Evening 

                                                 
378 Sabine Schroyen, ed., Bildquellen zur Geschichte des Künstlervereins Malkasten in Düsseldorf, 405. 

Malkasten Archiv Inv. D-KVM 1895-3613. Sabine Schroyen and Hans-Werner Langbrandtner, eds., Quellen zur 
Geschichte des Künstlervereins Malkasten, 165. The libretto is Malkasten Archiv Inv. 328 and is the seventh edition 
by Siegel. 

  
379 The last known edition dates to 1902. A digital edition of the first edition may be viewed online through 

the Bayerische Staatsbibliothek, http://www.bsb-muenchen.de; urn:nbn:de:bvb:12-bsb00057449-8.   
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in the Paintbox”). The opera was not simply produced or held by its members – they were also 

the performers. The title page also indicates that the libretto contains stage directions and 

theatrical cues. It does not state, however, that there are also musical cues within the libretto; in 

fact, even without a musical score, the textbook indicates arias and recitatives, duets, choruses, 

and even ensembles. 

The following page of the libretto indicates the location of the comedy, “Ein Jahrmarkt” 

(“A Fair”), as well as the names of the main characters: Doctor Sägebein (the quack), Crispin 

(the assistant and servant), Anton (a young swain), Blasius (a hunchbacked button-maker), and 

Cyprian (a crazy weaver). The chorus played country folk and fair attendees. Following is a note 

to the director relating to staging, stating that a theatrical stage is “not absolutely necessary”380 

and that the entire opera may take place in one room with limited scenery – the only requirement 

is the doctor’s skeleton.  

While the scenery may be optional, the props are “of particular importance.”381 The 

author suggests that the props be made as early as possible, so that the performers may rehearse 

with them well in advance. A detailed list of the props, costumes, and set design appears at the 

end of the libretto. Upon reading the directory of props, one can immediately see why they must 

be practiced with – they include a variety of potentially dangerous objects, including a set of 

colossal pliers, a golden arrow (made of paper or wood), a large syringe, a saw, as well as two 

hammers and two chisels. Some of the other interesting props are two immense snuff boxes, 

giant bandages, the head of the character Cyprian, and a red sheet metal heart in which one can 

light a flame so that it “beats.”382 The exaggerated size and nature of the props is also signature 

to the genre of burlesque.     

The libretto tells the ludicrous tale of Doctor Sägebein, a quack who tricks his provincial 

audience at the fair into believing in his miracle cures. In his introductory aria, directed to be 

sung mit Pathos, he explains his perspective by stating that “mundus vult decipi” (“the world 

wants to be deceived”).  He continues to use Latin sparingly throughout the opera; the scholarly 

                                                 
380 Hermann Kipper and Josef Laufs, Der Quacksalber: oder Doktor Sägebein und sein Famulus (Leipzig: 

C.F.W. Siegel, 1860), 3. Digitized edition, Munich: Bayerische Staatsbibliothek, http://www.bsb-muenchen.de; 
urn:nbn:de:bvb:12-bsb00057449-8. 

 
381 Ibid. 
 
382 Ibid., 23. 
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language assists him in his masquerade as a doctor and provides him an opportunity to 

simultaneously self-aggrandize and condescend to the other characters. The Malkasten would 

have appreciated this mocking usage of Latin, considering that their own comedic periodical 

Chronica des rebus malcastaniensibus (1873) incorporated a satirical hybrid of German and 

Latin poetry and prose. 

The plot is simple and clearly structured into four scenes. In the first scene, which 

includes an aria, recitatives, a duet, and choral interjections, the audience is introduced to the 

fraudulent doctor and his willing assistant. The duet between the quack and his servant is 

especially entertaining as a “list” number, in which they claim that Sägebein can cure everything 

from Asthma to Cholera (the ailments go on for two pages); the chorus joins in as they tout his 

methods as “quick, cheap, and real” in the refrain.383 The following three scenes provide the 

charlatans the opportunity to prove their skills with three different patients. In each of these three 

scenes the doctor and his assistant concoct elaborate plans to “cure” the illnesses of Anton (a 

lovesick youth), Blasius (a hunchback), and Cyprian (a lunatic) during extended instrumental 

sequences that allow them to run about the stage putting together the necessary props. After 

successfully “curing” the patients, which always amounts to simple distraction, the opera ends in 

a tutti finale with everyone praising the indisputable genius of the doctor.    

The poster for the production of Der Quacksalber at the Malkasten is divided into two 

sections. The right side offers pertinent information regarding the performance, and the left side 

presents a drawing of the doctor and his assistant. The right side begins with the line “Künstler-

Liedertafel-Abends im Malkasten,” already noted as indicating the artist’s song club as the 

performing ensemble; it also shows that the event took place at the Malkasten’s clubhouse rather 

than another local theatre. It lists the full title of the work and its composer, but not the librettist. 

Following is the list of the characters, but unfortunately not the names of the cast members who 

played them. Finally, like the libretto, it indicates that the comedy takes place at a fair. The 

black-and-white image at left is amusing yet intriguing – the doctor, dressed in eighteenth-

century attire, hovers over a young boy who is lying on a table. He holds large medical pincers in 

one hand; the other, raised high above the boy’s head, holds an arrow piercing a heart; the heart 

seems to be dripping blood. These all correlate to props listed in the libretto: the colossal pliers, 

                                                 
383 Ibid., 10. 
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golden arrow, and red sheet metal heart. The doctor’s hair and dress also confirm the directions 

in the libretto, which states that all the costumes should “refer to the last century” and that 

Doctor Sägebein should be dressed in the baroque style.384  

Without the libretto, the poster leaves the viewer with many questions. The boy on the 

table, for instance, might be either the Doctor’s assistant or the swain, Anton. One needs only to 

read the costuming directions to realize that it is the latter, who would be dressed in peasant 

clothes. The assistant, Crispin, would appear in the garb of Pierrot – the naïve and sad clown 

from the seventeenth-century commedia dell’arte. With reference to the libretto, one easily 

discovers that the illustration depicts the second scene of the opera, in which the quack “rips” the 

lovesick heart from the young boy and wins over his audience; of course, this is all a ruse 

executed by the doctor and his assistant. This moment, certainly the most shocking in the opera, 

was an ideal choice to depict on the poster in order to entice prospective attendees. 

Little information may be found on the librettist Josef Laufs (n.d.) beyond his own works; 

he is most remembered for his librettos Die Pfalbauer (1881) and Coriolan (1884), both set to 

music for soloists with men’s choir. Slightly more is known about the composer Hermann 

Kipper (1826-1910), a music teacher, critic, piano dealer, and composer from Cologne who 

made a name for himself writing songs for Liedertafeln.385 Without a score to Der Quacksalber, 

it is impossible to know what pieces were performed. Understanding Kipper’s musical style by 

examining his other works is also not viable, as only the librettos are extant for his sixteen other 

(known) operas.386 There is also no mention in the libretto as to whether or not the music in Der 

Quacksalber parodied a specific dramatic work, as much of the burlesque-style opera popular in 

England, Germany, and France did at the time. 

In the case of productions like Pannemann’s Traum or Ein Herberg in der Mühl, in 

which a musical score is either in a private collection or wholly missing, the Malkasten’s posters 

are the greatest resource for details of the work. Although literary clues (typically from 

                                                 
384 Ibid., 22.  
 
385 “Kipper, Hermann,” Meyers Konversations-Lexikon 21 (Leipzig: Bibliographisches Institut, 1888), 367. 

Kipper best known work is his collection of twenty songs for students and clubs, Zwanzig vaterländische Lieder für 
Schulen u. Vereine. 

 
386 All seventeen librettos, including Der Quacksalber, are available through the Münchener Digitalisierung 

Zentrum Centrale Bibliothek (MDZ), http://www.digitale-sammlungen.de/index.html?c=autoren_index&ab= 
Kipper%2C+Hermann&l=de (accessed 1 March 2015).  
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reminiscences or newspaper reviews) may be of assistance, the greatest wealth of information 

may be gleaned directly from the visual imagery and accompanying print advertisements. For 

productions such as Der Quacksalber, for which there is a libretto but no musical score, the 

posters are still valuable to understanding how the club facilitated the performance.  

There are extremely few instances of theatrical productions held by the Malkasten for 

which an extant musical score may be found. Julius Tausch’s Musik zu Shakespeare’s Was ihr 

wollt (ca. 1865) and Rudolf Bial’s operetta Der Herr von Papillon (1868) are two examples, 

although there are only two or three copies of each score still remaining in print.387 Tausch’s 

work, however, has recently been digitized by the Landesbibliothek Coburg and may be accessed 

online.388  

Tausch’s incidental music to Shakespeare’s play Was ihr wollt, or What You Will (more 

commonly known by its alternate title, Twelfth Night), is of particular importance to this study, 

considering the composer’s connection and longtime relationship with the Malkasten. The score 

provides a large-scale example of his compositional style, including both songs and orchestral 

pieces. There may be no other work that represents the Malkasten’s musical-theatrical tastes 

more completely, with its combination of Italianate Renaissance aesthetics, satirical comedy, and 

boisterous lieder. Its significance is greater still, considering that the music was composed by one 

of the club’s own members. 

It seems fitting that the Malkasten elected to include original music in their production of 

What You Will, considering the play’s famous opening line: “If music be the food of love, play 

on.” The club used August Wilhelm von Schlegel’s celebrated translation of the work for its 

presentation and Tausch used it as a libretto for the lieder he composed for the performances. 

The songs are all diegetic in Shakespeare’s play and primarily feature the character Feste, the 

fool. Despite his moniker, this clever clown’s songs are set in insightful, often playful verses that 

offer a dose of reality amidst the farce.  

The posters for Was ihr wollt illustrate how the Shakespearian comedy fit into the 

Malkasten’s theatrical life (see fig. 4.9). Similar to Pannemann’s Traum and Ein Herberg in der  
                                                 

387 Tausch’s work may be found at Mills College in Oakland, CA, Edinburgh City Library in Edinburgh, 
UK, and at the Landesbibliothek Coburg. Scores for Bial’s operetta are located at UC Berkeley in Berkeley, CA and 
at Zūrcher Fachhochschule in Zürich, Switzerland.  

 
388 Julius Tausch, Musik zu Shakespeare’s Was ihr wollt, op. 4 (Düsseldorf: Bayrhoffer, ca. 1865). 

Digitized edition, Coburg: Landesbibliothek Coburg, http://digital.bib-bvb.de/webclient/DeliveryManager 
?custom_att_2 =simple_viewer&pid =5889870 (accessed 7 March 2015). 
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Figure 4. 9 Adolf Schroedter, Was ihr wollt, 1859, chromolithograph poster, 58 x 45 cm.389 
 
 
Mühl, the lithograph shows numerous scenes from the work and also incorporates a cast list. 

Most prominently featured on banners at the top and bottom of the poster are the title of the play 

and the name of the club, respectively. These, as well as the performance date, the name of the 

bard, and the name of the composer, all appear in flamboyant red lettering. 

The two extant posters for the event are almost identical, except for the performance 

dates: the first occurring on “Laetarefest (Laetare Sunday) 3 April 1859” and the following on 

“Dienstag (Tuesday) 12 April 1859.” Although Shakespeare originally conceived What You  

 

                                                 
389 Künstler-Verein Malkasten, Was ihr wollt (Düsseldorf: Arnz, 1859). Digitized edition, Düsseldorf: 

Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-34981.  
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Will for performance on the final evening of Christmastide (hence its alternate title, Twelfth 

Night), the Malkasten presented the work on the fourth Sunday of Lent. As the midpoint between 

Ash Wednesday and Easter Sunday, Laetare Sunday is considered a day of rejoicing amidst the  

solemnity of the Lenten season. Shakespeare’s hilarious tale of mistaken identity, love triangles, 

and outright mischief would have been welcome comic relief at this point of the year. 

The illustrator, Adolf Schroedter, was a pioneer of German comics and founding member 

of Malkasten (see ch. 2). He was also a logical choice to create the image for the posters, as his 

most frequently painted subjects were scenes from the work of Shakespeare and Miguel 

Ceravantes.  In 1851 he had already painted a scene from Was ihr wollt, Malvolio bei Olivia (see  

fig. 4.10).  

 
 

               

 
Figure 4.10 Adolf Schroedter, Malvolio bei Olivia,  Figure 4.11 Adolf Schroedter, detail  
1851, oil painting, 59 x 69 cm, Stiftung Sammlung   of figure 4.9. 
Volmer, Wuppertal, Germany. 390 
 
 
The painting was clearly the basis for the left part of the poster’s illustration, where the noble 

Olivia is seen sitting, with her handmaid Maria behind her and her steward Malvolio to her left 

                                                 
390 Photo of Malvolio bei Olivia in “Antihelden und Korkenzieher: Adolf Schroedter in der Städtischen 

Gallerie,” KA-News, 11 December 2009, http://www.ka-news.de/kultur/karlsruhe/Antihelden-und-Korkenzieher-
Adolph-Schroedter-in-der-Staedtischen-Galerie;art136,318529 (accessed 13 August 2015). 
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(the viewer’s right). In both the painting and drawing, he stands with a slight bow, left hand 

posed on his hip. The images both correspond to the scene in the play when Malvolio attempts to 

court Olivia based on a fictitious letter concocted by crafty Maria, in which she pretends to be 

her mistress and requests the steward to woo her by wearing yellow stockings and crossed 

garters, acting arrogantly, smiling constantly, and keeping his behavior a secret. His haughty 

smile and crossed garters are visible in both of Schroedter’s images, although the color of his 

yellow stockings cannot be replicated in the drawing. 

The remaining vignettes on the poster correspond to various scenes from the play. To the 

right of the cast list is a drawing of Olivia and Viola, dressed as the page Cesario. Directly 

beneath them is a rendering of Sir Toby Belch and Sir Andrew – two rowdy and chaos-loving 

noblemen – encountering Viola’s brother Sebastian. The drawing captures Sebastian’s surprise at 

their aggression, as they have mistaken him for Cesario and wish to have a duel. Schroedter has 

also clearly depicted Sir Andrew reaching for his rapier. The scene at the center, below the cast 

list, shows Olivia with Malvolio at her side, interrupting the duel (although Sir Andrew is not 

pictured and Sir Toby is). Feste watches in the background as one of the most ridiculous 

moments in the play occurs: Olivia mistakes Sebastian for Cesario and proposes marriage. At the 

bottom left, the scene in which Feste sings his songs is pictured, with Sir Toby and Sir Andrew 

listening while inebriated at a pub table.     

One of the underlying themes of Shakespeare’s comedy, quite subversively, is that the 

lower-class characters in the play are the cleverest. This is seen clearly in Maria’s manipulative 

behavior, which predates similar treatment of the witty maids Serpina in Pergolesi’s La serva 

padrona (1733) and Despina in Mozart’s Così fan tutte (1790). Another character that evidences 

superior intellect in Was ihr wollt is the fool, Feste, who is ironically the wisest of all the players 

in the comedy. His songs contain some of the most serious text in the whole of the work; they are 

also made more memorable by the very fact that they are sung. The Düsseldorf audience would 

also have been attracted to Feste for cultural reasons – he is the evocation of their beloved Narr, 

symbolic of frivolity and chaos, as well as the Carnival season.      

Feste’s song texts have been set to music countless times in numerous languages, 

although Tausch’s “O Schatz! auf welchen Wegen irrt ihr?” (“O mistress mine, where are you 
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roaming”) is the earliest nineteenth-century solo setting of this text in any language.391 In the 

original play, the song is broken up into two parts by dialogue. This is not the case in Tausch’s 

score, which offers a continuous presentation of both stanzas separated by only two measures of 

interlude. Because the interlude material is so brief, it was likely added for the published score, 

and the actual performance may have maintained Shakespeare’s original division of the stanzas.  

The original rhyme scheme of “O mistress mine” is a rather unusual pattern of AABCCB, 

which Schlegel maintained in his German translation of the song. Tausch, however, alters the 

arrangement by repeating each occurrence of B, most likely to emphasize musical cadences. The 

resulting couplet schema of AABBCCBB is poetically far more common than Shakespeare’s 

verses and actually removes emphasis from the lines of B text, which are meant to be set apart 

from the remaining text and should only rhyme with one another (“singt in hoh und tiefem Ton”/ 

“da weiss jeder Muttersohn”).  

Tausch’s setting of “O Schatz!” is otherwise closely connected to the text, including 

quickly vacillating dynamics and brief moments of word painting. For example, the vocal 

melody ascends and subsequently descends rapidly with the text “singt in hoh und tiefem Ton” 

(“that can sing both high and low”). The first iteration of the text is piano, while the second is 

forte. Most of the repeated text is treated in this manner. Tausch does not exclusively limit his 

painting of the text to the voice – the quiet first entrance of the flutes and clarinets, with its quick 

and wide-ranging melodic gesture, suggests the roaming mistress (see ex. 4.3).  

 The orchestration for the lied is reduced in comparison to the overture,392 using only the 

core of strings and two parts for each of the following wind instruments: flutes, clarinets, 

bassoons, and French horns in F. This reduction of performance forces is logical within the 

context of the play – onstage Feste is singing alone and accompanies himself. Still, there is no 

mimetic treatment here; the strings do not emulate any type of strumming in order to mimic the 

clown’s lute. Rather, Tausch’s writing focuses on the wispy maiden and the urgency of her 

suitor, which is the focus of Shakespeare’s text.  

 
                                                 

391 Other notable Romantic settings include Arthur Sullivan (1865), Adolf Reichel (1885), and Amy Beach 
(1897). The only settings that predate Tausch’s are for multiple voices: a part-song by RJS Stevens (1850) and John 
Major’s 2-voice arrangement of aristocrat Elizabeth Craven’s madrigal (1850). 

 
392 The French-style overture as well as the entr’actes incorporates some louder instruments – oboe, 

trumpet, more French horns, and drums.  
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Example 4.3 Julius Tausch, “O Schatz! auf welchen Wegen irrt ihr?,” Musik zu Shakespeares 
Was ihr Wollt, 1859, mm. 1-5.393 

 
 

 The following selection is especially interesting, as Shakespeare did not write the text. 

Instead, he merely referenced a song in the play – Hold thy peace – for which the author 

indicates that a “catch” is sung by Sir Toby, Sir Andrew, and Feste (Act II, Scene 3). Early music 

scholar Ross W. Duffin has determined that three versions of this Renaissance round are extant 

but that it is impossible to know which one was actually referenced by Shakespeare.394  

Although Tausch composed a round, he did not seek to emulate the Renaissance style – 

the harmony and melody are closer to contemporary part-songs. Still, it is written a cappella and 

split between three voices in imitation. Unfortunately, Tausch missed the inherent comedic 

potential of the “catch,” which should reveal certain hidden phrases when the voices pass text 

between parts. Of course, this might also be a result of the fact that Schlegel did not translate or 

write an original text for this piece; Tausch must have composed the lyrics himself or had 

someone pen them for the occasion. Either way, the text does not line up to create a humorous 

canon.  

                                                 
393 Julius Tausch, Musik zu Shakespeares Was ihr Wollt, op. 4 (Düsseldorf: Bayrhoffer, 1859), 31.  
 
394 Ross W. Duffin, Shakespeare’s Songbook, vol. 1 (New York: Norton, 2004), 200.  
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Kanon     Canon 
 

Halts Maul, du Scheim!  Hold thy peace, thou knave! 
hinweg mit dir!   Away with you! 
Wir wollen dich nicht hören,  We don’t want to hear you, 
drei lustige Kerle sind all hier, three merry wretches are all here, 
kein Teufel soll sie stören!  no devil should bother them! 

 
 
Despite the missed opportunity to create a play on words, the short round does contain some 

musically humorous moments, including the large octave descending leaps that characterize the 

vocal entrances and the tongue in cheek, melismatic text underlay for the words “halts Maul” 

(“Hold thy peace”; see ex. 4.4).  

 
 

 

 
Example  4.4 Julius Tausch, “Kanon,” Musik zu Shakespeares Was ihr Wollt, 1859. 395

 

 
 

Not unexpectedly, the weightiest piece in Tausch’s incidental score is his setting of 

Feste’s melancholy ballad “Komm herbei, komm herbei, Tod!” (“Come away, come away, 

                                                 
395 Tausch, 34. 
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Death”).396 In some respects, this lied is the most complex of those that Tausch composed for the 

play: the orchestral accompaniment is more independent and less supportive of the voice, the 

harmonies are more colorful and the tonality drifts away from the primary key, and there is a 

wider range of expressive and dynamic markings throughout the piece. Still, Tausch preserved 

what Orsino described as an “old and antique” style by using a simple strophic form (AA’). 

The orchestration for the sad song, which focuses on the theme of heartbreak and 

unrequited love, features an unusual grouping of muted strings, clarinets, bassoons, and French 

horns. The dark timbre of the bassoons and horns, combined with the minor mode, langsam 

tempo, and overall quiet dynamic level creates a somber quality unheard in the remainder of 

Tausch’s score. The most powerful element of the music, however, is Tausch’s vocal writing, 

which borders on operatic with its recitative-style rhythms and demanding range (see ex. 4.5). 

Still, he accomplished this without being melodramatic, which is quite a feat when setting a text 

that incorporates images of coffins and corpses. Tausch’s emotional, yet restrained and concise 

setting is perfect for the scene at hand (Act II, Scene 4), in which Viola (disguised as the page 

Cesario) pines secretly for Duke Orsino, who in turn pines for Olivia. Olivia, though not in the 

scene, also pines for her unrequited love, Cesario, which makes the love triangle complete. 

The closing song (“Schlusslied”) is Feste’s epilogue to the comedy; it may or may not be 

considered a commentary on the events that have occurred during the course of the play.397 

Regardless of the debate on this subject, the epilogue is definitely sung – in fact, some scholars 

believe that the chorus may have been a preexisting piece of music.398 Perhaps what is more 

pressing for a composer setting the text, however, is the meaning of the words. Literature and 

music scholar David Lindley has suggested multiple readings of Feste’s song: 1) it is actually 

reflective of his own life; 2) it has nothing to do with the play at all and is a stand-alone jig, 

which was a common practice of the time; 3) it is his harsh reminder that the future is uncertain 

for the happy couples; or 4) it is his suggestion that the comedy, despite its limitations, is a  

                                                 
396 “Come away, come away, Death” is the most frequently set of the song texts from Twelfth Night.  There 

are over sixty settings in numerous languages, although the most common are English and German. For a concise 
listing, see The LiederNet Archive, http://www.lieder.net/lieder/get_text.html?TextId=14849 (accessed 1 September 
2015). 

 
397 David Lindley, Shakespeare and Music: Arden Critical Companions (London: Thomas Learning, 2006), 

215.  
 
398 Ibid. 
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Example 4.5 Julius Tausch, “Komm herbei, komm herbei, Tod,” Musik zu Shakespeares Was ihr 
Wollt, 1859, mm. 1-14.399 
 
 
worthwhile divertissement from reality and the woes of everyday life.400 Lindley prefers the final 

reading for a variety of reasons and has subtly criticized productions of the play that direct Feste 

to sing a solemn version of the song.401   

Tausch clearly read the closing text the same as David Lindley, since he delivered an 

upbeat, applause-worthy finale with his setting of the epilogue. The modified strophic lied 

repeats the music five times in order for Feste to complete the text, although Tausch avoids 

monotony with small changes. Nuance is signature to his compositional style, and his slight 

variation in melodic content of the vocal line is evocative of Schubert and Schumann’s lieder. 

These alterations are motivated by the changes of the text; for example, in the first phrase of the 

                                                 
399 Tausch, 35.  
 
400 Ibid., 214-18. 
 
401 Ibid., 217. 
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third strophe, Tausch placed an octave leap up to the word “wife” (see ex. 4.6), reaching the top 

of the singer’s tessitura.  

 
 

 

 
Example 4.6 Julius Tausch, “Schlusslied,” Musik zu Shakespeares Was ihr Wollt, 1859, mm. 22-
27.402 
 
 

In each of the other four strophes, the leap is only a major sixth. In the fourth strophe 

there are a few changes that stem from text being about drunkards. Tausch cleverly slowed down 

the tempo, changed some of the straightforward rhythms to dotted ones, and created a melodic 

descent on the word “trunk’ner” (“drunk”) – all musically representing the tripping, falling down 

“toss-pots” in the text (see. ex. 4.7).   

The orchestration of the finale includes all the instruments heard in the overture and 

entr’acte material, although they are used far more sparingly in this conclusion due to the 

prominence of the voice. The instruments function primarily to support Feste, mainly playing 

homorhythmic chords while he is singing. There are only brief orchestral flourishes, mainly 

majestic sounding fanfares in dotted rhythms, which occur at the beginning and end of the song  

                                                 
402 Tausch, 63.  
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Example 4.7 Julius Tausch, “Schlusslied,” Musik zu Shakespeares Was ihr Wollt, 1859, mm. 40-
45.403 
 
 
as well as in between strophes. The flutes and clarinets offer some airy phrases in duet, perhaps 

signifying the wind and the rain of Feste’s text – to support that assertion, the duet only occurs 

when Feste is singing “hopheisa bei Regen und Wind” (see ex. 4. 8); when he isn’t singing, the 

duet serves a more functional purpose, signaling the beginning of each new strophe (see ex. 4.9).  

The bittersweet character of the epilogue finds harmonic representation in Tausch’s lied 

as well, with a significant amount of non-chord tones and chromaticism. This occurs mainly 

during the orchestral interludes, which drift away from the tonic of B major only to return to it 

firmly before the entrance of the voice. The tempo, which is held back at the end of each 

interlude, also returns to its original Lebhaft (Lively) with the reassertion of the home key and 

the beginning of the new strophe. 

Interestingly, Feste’s song is marked almost solely in a piano dynamic level. Perhaps 

Tausch made this choice in order to reflect that the epilogue is a private moment between the 

fool and the audience. After all, he does reference the audience directly, similar to Puck’s final 

words in A Midsummer Night’s Dream: “But that’s all one, our play is done/And we’ll strive to  
                                                 

403 Ibid., 64. 
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Example 4.8 Julius Tausch, “Schlusslied,” Musik zu Shakespeares Was ihr Wollt, 1859, mm. 6-
10.404 
 
  

 

 

Example  4.9 Julius Tausch, “Schlusslied,” Musik zu Shakespeares Was ihr Wollt, 1859, mm. 11-
16.405 

                                                 
404 Ibid., 61.  
 
405 Ibid., 62.  
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The performers of the play are recorded clearly on the poster for the event, although the 

orchestra that performed is not. As we have seen in their previous productions, the actors listed 

are Malkasten members. In keeping with the tradition of Elizabethan theatre, the female roles in 

this production were performed by men (Benjamin Kratz as Viola; Heinrich von Angeli as 

Olivia). Headlining the roster in the role of Orsino was Wilhelm Camphausen, one of the 

Paintbox Union’s most celebrated members. The singing roles of Sir Toby and Sir Andrew were 

assigned to Adolf Schmitz and Franz Wieschebrink, respectively. The most significant vocalist, 

however, was Otto Erdmann (1834-1905) in the part of Feste. Erdmann was on the executive 

board of the Malkasten and was featured in several productions in their history, including main 

roles in the dramas Die Tochter des Hidalgo and Erica, both plays by club member Edmund 

Henoument.406 

Considering the range in which Tausch set the songs for the fool (C3-F4), we know that 

Erdmann was a bass-baritone. The simplicity of most of the melodies also suggests that he was 

not necessarily a singer by trade. In all likelihood, based on the other plays Erdmann participated 

in and the music that Tausch composed for him, he was primarily an actor. This raises an 

important issue in analyzing Tausch’s music for Was ihr wollt – he was constrained by the 

capability of his amateur cast and had to craft a score to meet their talents. With this in mind, his 

score now seems more challenging – especially for Erdmann, who was expected to hold his own 

in a round of imitative singing and reach emotional depths (and high notes) in “Komm herbei, 

komm herbei Tod.”  

This discussion of the theatrical music of the Malkasten, whether in the form of operettas, 

operas, or incidental music, yet again demonstrates that posters and programs offer a wealth of 

information. While a musical score may expose more specific details about the cast members’ 

talents, as well as information about compositional style and musical structure, the visual 

examples may tell who performed it, what they performed, and where and when it happened. 

Music itself cannot reveal all of these elements. The posters and programs may even reveal 

deeper significance, such as the importance of Wagner in Düsseldorf, or that the Malkasten was 

                                                 
406 A poster for Die Tochter des Hidalgo and a program for Erica, including cast lists, are available in 

digitized editions through the Universitäts- und Landesbibliothek, Düsseldorf, http://digital.ub.uni-
duesseldorf.de/dfg/content/pageview/2830534 and http://digital.ub.uni-duesseldorf.de/dfg/content/pageview/283 
4171 (accessed 9 September 2015). 
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proud of its international membership. In short, investigating the visual examples related to these 

types of performances is integral to their study.    

 
 Redouten 

 
Within the first years of the Malkasten’s foundation the members incorporated the 

Redoute, a “fundamentally individual event form” (“grundlegend individuelle Veraltungsform”) 

presented annually during Carnival season, into its performance tradition.407 “Redoute” translates 

loosely to “ballroom” (feminine, in contrast to the male Festsaal), and originated with the 

performance of these events in the ballroom of the Tonhalle – a space that could accommodate 

the large number of attendees (see Operettas and Incidental Music).408 Redouten, however, 

included a wide variety of activities beyond simply dancing, including processions, masked 

balls, and an array of theatrical and musical performances that might include any of those 

previously discussed within this chapter. With this consideration, a more appropriate translation 

is “pageant.” 

Part of the character of these festivals, which might take place over the course of a few 

days, was that the Malkasten chose a theme as a model for each event. The theater, poetry, and 

music selected for performance matched the subject, and the scenery was decorated accordingly 

by the artists. The attendees also typically wore costumes to immerse themselves in the topic. 

The themes were drawn from a variety of different inspirations, including fairy tales or dramas 

(i.e., “Aschenbrödels Hochzeit,” 1852), historical eras or events (e.g., “Alt Düsseldorf,” 1881), 

artistic eras or specific artists (e.g., “Albrecht Dürer in Venedig,” 1889), and even “exotic” 

locations or cultures (e.g., “Malkastenkolonie am Kongo,” 1885). 

The fanciful theme of the 1852 annual Redoute was the medieval fairytale character 

Achenbrödel (Cinderella), who became popularized in Germany through the works of the 

Brothers Grimm and later Ludwig Bechstein (Deutsches Märchenbuch, 1835).409  The title of the 

festival, however, was Aschendbrödels Hochzeit (Cinderella’s Wedding); this suggests that its 

                                                 
407 Schroyen, Bildquellen zur Geschichte des Künstlervereins Malkasten in Düsseldorf, 22. 
 
408 Ibid. 
 
409 The Brothers Grimm originally called the character Aschenputtel, but she was renamed Aschenbrödel in 

Bechstein’s work.  
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focus was on the protagonist’s happy ending rather than her struggle. This was extremely fitting, 

considering that the festival took place on Valentine’s Day.  

One of the most interesting pieces of evidence from any festival in the Malkasten archive 

is the entrance ticket for Aschenbrödels Hochzeit.410 An artwork in itself, the ticket was designed 

by Caspar Scheuren (“Wohlauf Kameraden,” etc., ch. 3) and hand-colored by John Baptist 

Sonderland (1805-1878) for lithographic reproduction. Individual scenes are separated in the 

manner of a gothic window, with poorly clad Aschenbrödel and her dove companions to the far 

left and her winsome prince at the far right. At the center is a double-paned landscape of a palace 

courtyard, presumably where the two had met. It is no coincidence that the courtyard and castle 

resemble the façade of the old Düsseldorf Tonhalle, where the festival took place. At the apex of 

the window frame is a group of lilies; in the center bloom is the crowned Princess Aschenbrödel, 

gazing over the scenes from her own past. Hanging from the same bloom is a shield with her 

famous lost shoe, which proved her identity to the prince. Beyond the theme, Scheuren also 

placed important visual cues regarding the event. For instance, the bottom of the image is filled 

with elvish fools, dressed in the jingle-bell garb of the Narr. These characters indicate that the 

Redoute takes place during Carnival, and they are depicted drinking, playing music, and being 

generally mischievous. Scheuren also shows that the event is produced by the Malkasten, with 

the club’s crest proudly displayed in the upper left corner. In the opposite corner is the 

Düsseldorf coat of arms (a red lion holding an anchor).     

The extraordinary tickets for Aschenbrödels Hochzeit and others of its kind served an 

important role beyond their functional use. Acquiring the large and elaborately decorated 

entrance passes was the first step for a Düsseldorfer to become familiar with the theme of the 

yearly Redoute; to become “attuned to the atmosphere” of the festival.411 The second step was 

procuring appropriate costumes for the event, which was expected of attendees in order to 

maintain the illusion of the fantasy world the Malkasten created. 

To provide the public with specific information regarding the appropriate attire for 

Aschenbrödels Hochzeit, a group of costume studies by Wilhelm Camphausen was published 

(likely by the Malkasten, although only the printer Arnz is credited). This eight-page costume 

                                                 
410 A full-page photograph of the ticket may be seen in Schroyen, Bildquellen, 364. Malkasten Archiv, Inv. 

KVM 1852-2554. 
 
411 Ibid., 16.  
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book featured 60 different costumed figures, positioned so that their garb would be visible from 

head to toe. The figures were clad in elaborate costumes with accessories (e.g., hats, belts) and 

jewelry. Perhaps most impressive is that the drawings were set in color lithography, so that even 

the colors and their combinations might be emulated. On every other page, however, is a printed 

reminder that the colors of the costumes may be chosen arbitrarily. One might imagine that an 

uninformed approach to color would create significantly more variety at the festival.  

The figures represented in Camphausen’s book range from general to extremely specific. 

The first two pages of the publication display both male and female figures dressed in what 

Camphausen simply labeled “medieval costumes” (see fig. 4.12).  

 
 

 

 

Figure 4.12 Wilhelm Camphausen, “Mittelalterchen Costüme,” in Costume Studies for 
Aschenbrödels Hochzeit, 1852, chromolithograph, 26 x 41 cm.412 
   
 
The clothing is primarily noble in fashion, with ornate designs and fabrics. The following pages, 

however, are more explicit and feature individual character types from specific time frames. For 

example, the third page presents only female costumes and each is labeled – some only by year 

(e.g., 1700), and others by social class and year (e.g., “Bürgerin, 1500”; “Edelfräulein, 1600”). 
                                                 

412 Wilhelm Camphausen, [Costüme aus dem 16. und 17. Jahrhundert, sowie aus dem Mittelalter: zum 
Künstlerfest des Malkasten zu Düsseldorf am 14. Februar 1852; Aschenbrödels Hochzeit]. Düsseldorf: Arnz, 
[1852], 2. Digitized edition, Düsseldorf: Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-35442. 
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The central figure of the page is more detailed, labeled as a middle-class bride from Nuremberg, 

and dated an exact year, 1520 (“Nürnberger bürgerl. Braut, 1520”). Still more specific are the 

two figures who represent precise historical figures, Jeanne d’Albret (subtitled “Reine de 

Navarre, Mère d’Henry IV, 1500”) and Elisabeth de France (subtitled “Fille de Henry II, 15-

1600”).  

There are also pages in the costume book dedicated to male clothing. For instance, page 6 

has the general label “Cavaliers und Soldaten a. d. 17 Jahrhundert” (“Horsemen and Soldiers in 

the 17th Century”) for all the models (see. fig 4.13).  

 
 

 

 
Figure 4.13 Wilhelm Camphausen, “Cavaliere und Soldaten a.d. 17 Jahrhundert,” in Costume 
Studies for Aschenbrödels Hochzeit, 1852, chromolithograph, 26 x 41 cm.413 
 
 
These costumes, however, are very different from one another and seem to warrant further 

differentiation. An interesting facet of this group is that the costumes require more than attire and 

accessories, including military props (e.g., rifles, swords).   

The costuming, or “masking,” for a Malkasten Redoute was not only part of the fun, it 

was “essential to the artistic context and success of the event” because it transformed the role of 

                                                 
413 Camphausen, 6.  
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the spectator into that of participant.414 The Redoute, as a form of performance art, therefore 

depended not only on a set of fixed elements established by the Malkasten but also on a set of 

chance elements determined by the festival attendees. In turn, unlike any other musico-theatrical 

performance genre employed by the Malkasten, Redouten have no audience in the traditional 

sense. 

Schroyen, who has written extensively on the practice of Redouten, has noted the 

“Kaiserfest” (“Festival of the Emperor”) of 1877 as a high point in the club’s festival history. 

The event celebrated the visit of Emperor Wilhelm I, who was traveling throughout the 

Rhineland that fall. It was the first time that the Malkasten hosted the monarch. On the evening 

of September 6 the Emperor arrived with a number of other invited guests at the Malkasten 

clubhouse, which had been decorated with heavy carpets and flowers, as well as with ceremonial 

dishes for the feast.415 His reception, followed by a buffet-style dinner, was the first segment of a 

three-part program that involved the Kaiser in each step.416 The second part was an elaborate 

Festspiel by Malkastener Carl Hoff (1838-1890) that featured original music by Julius Tausch, 

and the conclusion was a play (Schauspiel) and outdoor spectacle at the Venus Pond in the 

Jacobi gardens.  

The Malkasten published a book the following year commemorating the Kaiserfest, 

which allows for an in-depth examination of this landmark Redoute.417 The eighty-seven page 

book, by archivist Bernhard Endrulat (1828-1886), first describes in lofty narrative the history of 

the Jacobi house and gardens and then the foundation of the club. The second section of the text 

explains the planning of the event, which took nearly six months.418 The text primarily discusses 

the festival committee’s meetings, but it also explains how the sets and scenery were built and 

who the significant Malkasteners were who created them. Endrulat also determines that, based 

on the size of all the spaces used throughout the grounds, the festival had “no more than 2,500 

                                                 
414 Schroyen, Bildquellen, 16.  
 
415 Ibid., 24. 
 
416 Ibid.   
 
417 Bernhard Endrulat, Ein Kaiserfest im Malkasten zu Düsseldorf (Düsseldorf: Voß, 1878). Digitized 

edition, Düsseldorf: Universitäts- und Landesbibliothek, 2010; urn:nbn:de:hbz:061:2-164.  
 
418 Ibid., 19. The Malkasten first learned of the Emperor’s visit in April 1877. 
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people” in attendance.419 He overestimated this figure considerably, however. Schroyen has 

noted the initial ticket sales were for 880 people, but due to the overwhelming interest of the 

community, there were 1,200 more sold; in addition, not all tickets granted complete access to 

the festival.420 The second part of the book also offers an overview of how the three-part 

program unfolded chronologically, focusing on highlights of the evening. The remaining sections 

of the book include the text of all the theatrical dialogue, poems, and songs of the entire 

performance. The publication also contains eleven original woodcuts of Malkastener drawings 

based on sketches for the scenery and décor, as well as renderings of individual scenes from the 

theatrical presentations.  

Endrulat was so specific in his retelling of the event that he gave a detailed description of 

the day of the Redoute even before the festivities began. He explained that people gathered in the 

gardens hours in advance to celebrate the Kaiser’s arrival. He continued his description by 

elaborating on the interior décor of the clubhouse, which was modeled after the Renaissance 

style (see ch. 1), and the decorations that were made especially for the event, including wreaths 

of artificial fruit and flower garlands that hung from the walls and chandeliers.421 Of particular 

note was a set of busts made to honor the Emperor and his wife; the first is pictured in the 

allegorical frontispiece of the book, flanked by two main female characters from Hoff’s 

Festspiel, Legend (mother of art and poetry) and Germania. Two male figures representing the 

Malkasten are posed in front; one kneels down to place a wreath with the Malkasten crest at the 

foot of the bust, while the other stands engraving the Emperor’s name on the supporting column 

(see fig. 4.14). Endrulat even went so far as to describe the favorable weather – apparently, it 

was a sunny day with blue skies overhead, as if it were still summertime – as a sign of heavenly 

beneficence.422     

 
 

                                                 
419 Ibid., 33.  
 
420 Schroyen, Bildquellen, 26. Schroyen also explains that there were “rules” for the attendees, who were 

primarily allowed in the garden and not anywhere near to the Emperor. 
 
421 There is a drawing of the decorated Festsaal by Malkastener Carl Maria Seyppel in Schroyen, 321. 

 
422 Endrulat, 35.  
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Figure 4.14 Wilhelm Camphausen, frontispiece of Ein Kaiserfest im Malkasten zu Düsseldorf, 
1878, woodcut, 16 x 23 cm.423 
 
 

The theatrical portion of the program began on the small stage of the Malkasten 

clubhouse, and only an elite group of the festival attendees (about 90 people) were invited to 

witness it. It started with a prelude and prologue to Hoff’s Festspiel, delivered by Wilhelm  

Camphausen. An overture composed and directed by Tausch was next, although there are no 

indications in the book as to what the music sounded like. There are, however, brief musical 

indications for trumpet calls and melodrama in the allegorical opening that followed, during 

which the figures of Germania, Legend, History, Art, and Poetry are introduced. United, these 

figures represented the main portion of the Festspiel, five elaborate scenes from German history 

paintings, all featuring the Rhineland, which were portrayed in costumed procession with 

accompanying music and poetry. As the author of the program book explained, these “Zügen” 

were not merely processions or tableaux vivants; they were a complex mix of the two.424  

                                                 
423 Ibid., 4v. The front matter of the book is not numbered, although the pages with text are marked 

beginning with page 9.  
 
424 Ibid., 43. “Es ist vielmehr zu bezeichnen als ein in der Verbindung des Hauptformen des Zuges und 

lebende Bilder sich darstellendes Zeit- und Geschichtsgemälde.” 
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The processions were all held in the Jacobi gardens, which had been intricately 

decorated; a stage was even built for the occasion. The Emperor and his entourage were able to 

enjoy this portion of the program while seated in a special box on the patio of the clubhouse. The 

five Zügen were dedicated to “the victorious restorer of the German Empire”425 and were titled 

Germanzug (German Procession), Mittelalterzug (Medieval Procession), Jagdzug (Hunting 

Procession; see fig. 4.15), Zug Befreiungskreig (Procession of the War of Liberation), and 

Friedensbild, Gegenwart  (Image of Peace, Present Day). A photograph by Malkastener Gustav 

Overbeck (b. 1827) shows a Zug in process, with participants dressed in costume walking in line 

outside in the garden (see fig. 4.16). After this part of the program was a short intermission, 

about one half hour, during which the Kaiser and the other esteemed guests toured the Malkasten 

clubhouse and enjoyed some food and wine in the billiards room. 

 

Figure 4.15 Wilhelm Simmler, Jagdzug aus dem XVII Jahrhundert, 1878, woodcut, 22 x 16 
cm.426 
 

                                                 
425 Ibid., 16. “… dem siegreichen Wiederhersteller des deutschen Reiches ...” 
 
426 Ibid., 44. 
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Figure 4.16 Gustav Overbeck, Procession from Kaiserfest, 1877, photograph.427 
 
 

The Malkasten’s program continued deeper within the Jacobi gardens at the Venus Pond, 

so-called for a statue of Venus that stood at its center.428 The Emperor and his entourage were 

escorted down colorfully lit paths with thick rugs underfoot, mimicking a Romantic cathedral, to 

their places by the pond. This was actually the first part of the Schauspiel – a kingly procession, 

featuring the honored guest. The stage by the pond was no ordinary platform; it featured two 

enormous artificial rock formations flanking the Venus Pond, creating a grotto. Amid this 

glorious natural setting of tall elm trees, electric lamps and Bengal lights429 illuminated the 

darkness and the stage. 

 This segment of the program was dedicated to the Empress and featured Zügen, 

transparencies (illuminated paintings), and lebende Bilder on the topic of Rhine legends and 

poetry. The culmination of this spectacle was signaled by the sound of an organ, which initiated 

a dramatic musical sequence. As the organ played, women dressed in flowing white gowns 
                                                 

427 Gustav Overbeck, Photo of the Festival of the “Malkasten Düsseldorf” to commemorate the visit of 
Emperor Wilhelm I., directed by Carl Hoff (1838-1890), Wikimedia Commons, https://commons.wikimedia.org 
/wiki/File:Tableau_Vivant _Kaiserfest_Malkasten_D%C3%BCsseldorf ,_Sept_6,1877_c_03.JPG (accessed 20 
September 2015). Photograph in the public domain. The source has no size information regarding the photo, 
although it does state that the subject is from a tableau vivant. I disagree based on the location and positioning of the 
participants; this appears to be a procession (Zug).  

 
428 The Venus statue was tragically destroyed during World War II and was not replaced. 
  
429 Bengal lights are bright blue flares designed for signaling at sea; they are frequently used in firework 

displays.    
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began to arrange themselves on the rock formations of the pond. Costumed as nymphs of the 

Rhine, they sang a short cantata, including parts for three soloists, small group, and a forty-voice 

chorus (see fig. 4.17).430 As they did so, multi-colored lights were cast upon the rocks and the 

water, creating an other-worldly atmosphere. At the conclusion of the “Gesang der Nixen,” a 

small boat made to look like swans emerged from the grotto with two nymphs aboard.431 They 

carried with them a wreath to bestow upon the Empress, who sat toward the middle of the pond’s 

embankment.432 

 

Figure 4.17 Carl Hoff, Scene auf dem Nixenteich, 1878, woodcut, 22.5 x 16 cm. 433   

 
 

                                                 
430 Tausch specifically composed the solo parts for Fräulein Fides Keller, Frau Else Sohn, and Fräulein 

Schauseil. Endrulat, 77. 
 
431 The boat was reused for the Cornelius-Feier Redoute in 1879, as seen in Wilhelm Gause’s drawing 

“Festzug im Malkastengarten zur Cornelius-Feier” (1897). Schroyen, Bildquellen, 397. 
 
432 A beautiful photograph of this scene is extant at the Malkasten archive (Inv. F-KVM 1877-1544) and is 

reprinted in Schroyen, Bildquellen, 25.   
 
433 Endrulat, 74. 
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While the Nixen chorus is based on the same Rhine legend as the Venusberg Grotto 

scene in Wagner’s Tannhäuser, which was a favorite opera of the Malkasten (see subsection 

4.4), it has none of the eroticism. The women, dressed in all-white vestments, were portrayed as 

virginal and pure, the opposite of those in Wagner’s tale. Rather than draw strength from their 

sexuality, the power of the nymphs’ song came from their historical status as legends of the 

Rhine.  As such, they sang of the river’s beauty and praised the German Emperor who restored 

glory to its kingdom.      

 
 

Die Drei Nixen.    The Three Nymphs 
 

Da zieht es heran im Fackelschein,  Here it moves in the torchlight, 
Da braust es über den deutschen Rhein there it roars through the German Rhine 
Das Lied von Kaiser und Reich.  the song of the Emperor and Empire. 
Er steigt herauf der alte Glanz,  It rises up, the old splendor, 
Es blüht wieder auf der Sagenkranz,  it blooms again in the wreath of legends, 
Um unsern Kaiser das Reich!   the realm around our Emperor! 
 

Die Drei Nixen und Chor.   The Three Nymphs and Chorus. 
 
So steig’ empor aus kühler Flut  So rises up from cooler tide 
Der Zauber, der versunken ruht  the magic, which rests sunken  
Im Rhein seit alter Zeit.   in the Rhine since ancient times. 
Du Traum des Glücks von Lieb’ und Lust, You happy dream of love and joy, 
Du reichster Schatz in deutscher Brust, you treasure richest in the German breast, 
Dem Kaiser sei geweiht!    may you be consecrated to the Emperor!434   
 
 

And with those words, the Schauspiel came to a close. A final procession back to the main 

building followed, after which the four-hour festival finally finished.   

The immense creativity and coordination of the Malkasten is unquestionable in this 

endeavor. The Kaiserfest was a massive, multi-media extravaganza that involved approximately 

two thousand participants. These included artists, musicians, actors, and attendees of varying 

ages and social stations. It was truly an event that brought people together, not only from 

Düsseldorf but from the entire Rhine region. The esteem of the Malkasten reached a high-point 

after this event’s success, and their influence on the community could not have been greater – 

socially, politically, and artistically.     

                                                 
434 Ibid., 76. Final two stanzas of “Gesang der Nixen.” 
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 The Malkasten was constantly at the forefront of art and politics in both their own visual 

artworks and in their live performances. As already discussed, they were also extremely fond of 

costume-play and inhabiting the lives of other people from different times and places. Thus, 

when Germany began colonizing areas of West Africa in July 1884,435 the Malkasten 

immediately took an interest in the unknown land and culture. This interest was apparently 

strong enough to lead to the use of Africa as the theme for the yearly Redoute only seven months 

later, in February 1885.  

Although the extent to which the Malkasteners actually knew about Africa and African 

culture in general is unknown, the evidence from Malkastenkolonie am Kongo (Paintbox Colony 

in the Congo) suggests that it was quite little. This is indicated immediately by the Redoute’s 

inappropriate title – the area known as the Congo never belonged to Germany, despite 

Germany’s initial interests in the land. It had been under the control of Portugal for quite some 

time and remained so throughout Germany’s colonization of Africa.  

Other inaccuracies appear in the single extant song from the event, Kamerun-Lied (Song 

of Cameroon), composed and printed for the occasion by club member Wilhelm Degode (1862-

1931). He had only become a member of the Malkasten in 1885, and this was his first Redoute 

with the club. Primarily known for his landscape paintings and photography, Degode was not a 

professional musician or composer. His brief song reflects his amateur skill (see ex. 4.10); there 

is an instance of an extra beat in one measure (m. 10) and there are no repeat signs where some 

are needed. Instead, he used three barlines to separate the refrain from the verse. At the close, he 

also only wrote “bis Fine,” rather than indicating that the music must start from the beginning 

after the refrain to accommodate the remaining stanzas.  Despite these structural inconsistencies, 

the melody and rhythm work together to create a distinct picture of how Degode imagined 

African music: chant-like with strong drum-style beats on the first and third beat of the measure. 

While Germany’s primary colony in Africa was in fact Cameroon, the government never 

considered it suitable for settlement.436 Consequently, it is highly unlikely that Degode ever 

traveled there. This is strongly supported by the fact that the text appears to be gibberish;  

                                                 
435 For more information on German colonization in Africa, see Sebastian Conrad, German Colonialism: A 

Short History (New York: Cambridge University Press, 2012). 
 
436 Ibid., 44. 
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Example 4.10 Wilhelm Degode, Kamerun-Lied, Düsseldorf, 1885.437 
 
 
furthermore, the most recognizable part of the text is “little popo,” which refers to a village in 

Togo and not Cameroon.438 At the time this song was written Little Popo was famously chosen 

to be the first German capital of Togo. The remaining lines of text are nonsense words that sound 

more German than “African”; the occurrences of “sch” and “tsch” are especially noticeable in 

this regard.  
                                                 

437 Malkasten Archiv, Inv. 291. Schroyen and Langbrandtner, 161.  Photo by author. 
 
438 Little Popo is now known as Aného; it is situated in southeastern Togo.  
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1. Korroro fasi lo kei!  
Little popo Kamerun! 
Kar Baghena be letschur 
Ta demekat birogei! 

 
Refrain: Tschikaraka, tschikaraka 
Tschikaraka bum!  
Little little popo!   

 
2. Putaschallo kaduba 
Little popo – Kamerun! 
Tisarkaffa bakumkam 
Calabongo kunduga. (ref) 

 
3. Baritissan damerghu 
Little popo – Kamerun! 
Tadschermetta tscheggaban 
Korongora lamifu! (ref) 

 
 

Even though famed German explorer Heinrich Barth (1821-1865) published three 

volumes of Central African vocabularies in the 1860s, it is highly improbable that Degode based 

his text on actual African words.439 Instead, he may have used sources such as Barth’s 

dictionaries as the basis for his fabricated text. Although Degode seems to have mainly invented 

the words, it is also possible that some actual words were included by pure coincidence. This 

would not be impossible, considering that Cameroon alone has over 200 native languages. For 

example, in the final line of the second stanza is the phrase “Calabongo kunduga.” Calabongo 

was an area of Brazil known in Germany via travel journals,440 and “kunduga” means “cotton” in 

Budduma (a Bornu language). Despite being actual words, they lack any contextual meaning 

when placed together. It is highly probable that Degode simply used these words, as well as ones 

he created, for their sonic value.  

It goes without saying that Degode’s piece manifests troubling markers of colonialism 

and imperialism. The exploitation of African people and land for the furthering of Germany’s 

                                                 
439 The only concordance between Degode’s text and any of Barth’s vocabularies is the word “kórróro,” for 

which Barth wrote that he was unsure of its meaning. Heinrich Barth, Sammlung und Bearbeitung Central-
Afrikanischer Vokabularien, vol. 1 (Gotha, Germany: Perthes, 1862), 190. Digitized edition, Münchener 
DigitalierungsZentrum Digitale Bibliothek (MDZ); urn:nbn:de:bvb:12-bsb10524251-5. 

 
440 For example, Johann Baptist von Spix and Karl Friedrich Phillip von Martius, Reise in Brazilien in den 

Jahren 1817-1820, vol. 1 (Leipzig: F. A. Brockhaus, Abt. Antiquarium, 1966). 
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political and economic growth may not be evident in the musical or lyrical content, but the 

appropriation and seeming ownership of their culture certainly is. The humorous lilt of the initial 

melody, as well as the overzealous repetition of “little popo” mocks African musics and customs 

rather than attempting to emulate them. While the Redouten were always foolish and often 

contained satires due to their association with Carnival, Degode’s lied does not contain any 

critical thought about colonialist ideology and appears to function purely as entertainment. To 

imagine a group of attendees singing this piece in costume, complete with painted skin, is 

especially disturbing given its uncomfortable suggestion of American blackface minstrelsy.441  

As with Aschenbrödels Hochzeit, there were costume studies for the attendee-participants 

of Malkastenkolonie am Kongo. Three separate collections are extant in the Malkasten archive; 

they are signed and contain multiple designs: one set by Carl Gehrts (1853-1898) and two sets by 

Hans Richard Volkmann (1860-1927).442 The Gehrts collection is quite beautiful with its designs 

of pencil and watercolor, despite the ridiculous content of the drawings. For example, in one 

study of a white-skinned female,443 she wears a dress that echoes the shapes of nineteenth-

century European attire but with a leopard-skin draped over the skirt and a grass-like border at 

the bust instead of lace. She is also draped in large jewelry, including sizeable bangles on her 

forearm. A parrot rests on her shoulder, and a turtle appears in the lower-right foreground for 

decoration. However, none of this stereotypical “jungle” motif is as egregious as the grinning 

monkey dressed in a red suit jacket and top hat, carrying the train of her dress as a valet would. 

Gehrts also created an image that is essentially the reverse of this one – a black-skinned woman 

in an elegant pink-colored western dress, standing with a matching pink umbrella to shade her. In 

her hands are a painter’s palette, and on the floor by her feet is a paintbox; she uses them in 

conjunction with the easel in front of her. This picture shows a different side of the colonialist 

endeavor, transformation and assimilation of a foreign culture. Volkmann’s work is similar to 

Gehrts’s, with images of Africans in European clothing, including military uniforms.444 He also 

                                                 
441 A photo by Laura Lasinsky (1844-1918) of a large group in their costumes for the Malkastenkolonie am 

Kongo Redoute, taken in front of a painted desert backdrop, is printed in Schroyen, Bildquellen, 481. Malkasten 
Archiv, Inv. F-KVM 1885-3561. 

 
442 Schroyen, Bildquellen, 400.  
 
443 Malkasten Archiv, Inv. Z-G 50-4044. A black-and-white reproduction is printed in Schroyen, 

Bildquellen, 399.  
 
444 Schroyen, Bildquellen, 400. 
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created a hybrid, Afro-German pair of characters that he called “Congotyrolers” (a blend of 

Congo and Tyrol) – essentially, Africans in Alpine dress.445 Volkmann also included a specific 

costume to represent König Bell (King Bell; originally Ndumbé Lobé Bell), the ruler of the 

Duala tribe in Cameroon that assisted in the facilitation of Germany’s colonization of the area. 

He depicted the costumed model comically in blackface, wearing a top hat and suit. While the 

makeup is ridiculous, the costume was actually accurate – Bell had been photographed wearing 

this style of western attire before and after German occupation.446  

The Malkasten’s fascination with Africa did not wane after the Redoute of 1885. At least 

three further events prominently featured African subject matter and characters: a comedy, Knall 

und Fall! oder So musset komme (March 1885);  a cabaret-style evening of dinner, music, and 

dance, generically titled Tingel-Tangel (lit., “side-show”; December 1886); and another comedy, 

Die Afrikanerin in Kalau (January 1893). Cartoons of African characters and landscapes were 

also the focus of each production’s program and poster art (see figs. 4.18., 4.19, and 4.20). The 

negative imagery and other associated materials apparent in these sources suggest that the 

Redoute Malkastenkolonie am Kongo contained similarly racist programming of the sort that 

references earlier and contemporary American cultural history. 

The poster and program for Knall und Fall! oder So musset komme (Bang and Fall! or As 

You Must Come; see fig 4.20), unlike its counterparts, does seem to suggest satirical treatment. 

Volkmann’s full-color drawing clearly appears to criticize overly exotic characterizations of 

Africa with monstrously large animals, tribesmen dancing with spears and swords, and a 

priestess with an enormous headdress. In the left background, a white man dressed in safari attire 

looks at the action through a telescope. Above the play’s title, black-skinned cherubs carry a 

German-flag-printed banner. If these images were not convincing enough, the subtitle of the 

work should suffice: “komisch-lakonish, dramatisch-plastisch, genial-kohnial- u. sozial-

politische Zukunfts-Schicksals-Komm-mädche in 5 Katarrh-Acten” (“comic-laconic, 

dramatically-plastically, awesome-colonial and social-political future-destiny-come-maid-y in 5  

 

                                                 
445 Ibid. 
 
446 For photographs of Bell, see Engelbert Mveng, Histoire du Cameroun, vol. 2 (Paris: Préscence 

Africaine, 1963). 
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Figure 4.18 Hermann Emil Pohle, Tingel-Tangel, 1886, lithograph, 55 x 46 cm.447   

   
 

 
 

Figure 4.19 Hugo Zieger, Die Afrikanerin in Kalau, 1893, 52 x 40 cm.448  

                                                 
447 Künstler-Verein Malkasten, Tingel-Tangel (Düsseldorf: Bagel, 1886). Digitized edition, Düsseldorf: 

Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-35293. 
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Figure 4.20 Hans Richard Volkmann, Knall und Fall!, 1885, chromolithograph, 52 x 41 cm.449 
 
 
catarrh-acts”).450 Despite this poster, however, the content of the work likely exploited common 

stereotypes regarding African culture.         

While these productions are unsettling, they remain part of the Malkasten’s performance 

history and, and distasteful as they are today, still fall within the context of their social, 

humorous culture. The Redoute also specifically allowed the members to inhabit African culture, 

albeit an imaginary and parodied version. Although part of the charm of the Redoute genre was 

its masquerading guests, the costuming for this event went beyond the norm of dressing in 

historical attire. In Malkastenkolonie am Kongo, the participants attempted to wholly embody 

another culture. This type of cultural appropriation, falls into the category that James O. Young 

has called subject (or voice) appropriation.451 The Malkastenkolonie am Kongo Redoute took 

                                                                                                                                                             
448 Künstler-Verein Malkasten, Die Afrikanerin in Kalau ([Düsseldorf], 1893). Digitized edition, 

Düsseldorf: Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-35354. 
 
449 Künstler-Verein Malkasten, Knall und Fall! (Düsseldorf: Bagel, 1885). Digitized edition, Düsseldorf: 

Universitäts- und Landesbibliothek, 2011; urn:nbn:de:hbz:061:2-35269.  
 
450 Catarrh is a medical condition in which airways become filled with mucus.   
 
451 James O. Young, Cultural Appropriation and the Arts (West Sussex, UK: Wiley-Blackwell, 2010), 7.  
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African culture as its inspiration, using the subject matter of Africa and Africans to create their 

own art rather than appropriate the products or art of that culture. The members were fascinated 

by the people and customs of Africa, although they had little knowledge about them. 

Nevertheless, they attempted to dress and behave in the manner that they believed to be African. 

Young argues that although works of art may represent a culture to an audience, “representing a 

culture is not an act of taking from it.”452 Despite Young’s constructive evaluation of subject 

appropriation, the concept itself suggests superiority.  

The racist viewpoint presented in the Malkasten Redoute also foreshadowed the negative 

attitudes towards minorities encouraged by the Third Reich in the twentieth century. Düsseldorf 

was also one of the first cities in Germany where the Nazis held an exhibition on degenerate art 

and music, which used propagandist themes of discrimination and racism to denounce works by 

minority cultures – specifically Jews and blacks. The Malkasten itself, however, was also a target 

of the Nazi party due to its historically progressive stance on art.453 Indeed, this Redoute would 

doubtless have been considered “degenerate” by the Nazi regime had it occurred during their 

time in power. 

 To conclude, Redouten were important to the Malkasten for numerous reasons. 

Financially, because these events were so popular and attracted attendees from all over the 

Rhineland, and the ticket prices were quite high. Consequently, the money generated by the 

yearly Redoute created a net profit for the club to use for other purposes. Artistically, the club 

members were given the opportunity to create a massive interdisciplinary Gesamtkunstwerk.  

Socially, Redouten provided an outlet for members to interact with one another and thousands of 

other citizens from across the Rhineland. Reciprocally, the festivals provided citizens a chance to 

escape from the reality of everyday life into the Malkasten’s fantasy world. Redouten also held 

significant socio-political connotations, which, according to Schroyen, might be understood as “a 

collective self-portrait of the Wilhelminian bourgeoisie” and “considered a representative form 

of his public ministry.”454 This was made manifest in the historical themes and plays of the 

Redouten, which allowed the bourgeoisie to acknowledge the progression of German history and 

                                                 
452 Ibid., 8. 
 
453 For more on the Malkasten during the Third Reich, see ch. 5. 
 
454 Schroyen, Bildquellen, 24. 
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contextualize their own existence as the prosperous result of the country’s development, as well 

as the founding of the Empire.455  

 Regarding music, the most intriguing aspect of Redouten is their variety. Each festival 

included individual performances that might present a wide array of genres and styles. The most 

common types of performance were Zügen, lebende Bilder, concerts, Liederabends, and 

theatrical genres (e.g., operettas, Schauspiele). The performers were also extremely diverse, 

varying in levels of skill and areas of specialty. At the very least, each festival required 

composers, directors, instrumentalists, and singers. Finally, since Redouten were so musically 

flexible, they were ideal for the Malkasten to entertain the enormous crowds. Simply put, there 

was something for everyone to enjoy. 

 
*** 

 
The members of the Malkasten loved music. This is made clear in the five categories of 

musical performances that were most common for the club. The posters and programs for these 

events reveal much about the values of the club, including the members’ sense of humor, their 

love of country, and their sense of community, not only with one another, but with Rhinelanders 

in general. Furthermore, the frequency of these performances shows that musical events were 

among the club’s main methods of engaging with the local public. Through these performances, 

the Malkasten exerted a strong influence upon musical taste in Düsseldorf. 

Although the Malkasten’s musical performances were for entertainment purposes, they 

also served other functions. Most prominently, music acted as a tool for honoring special people 

and occasions, from simple cavalrymen to the Emperor himself. More typically, however, music 

assisted club members in honoring one another.  

Perhaps the most interesting aspect of the extant programs from musical performances at 

the Malkasten is the participation of its members in music-making. Whether they wrote song 

texts, composed music, participated in Liederabends, sang as part of the Künstler-Liedertafel, or 

performed onstage in a specific role, the Malkasteners were constantly acting as musicians in 

addition to being artists. The performances provided the members with the chance to create art 

together in a way that was not always available to them in their own medium. Furthermore, the 

coordination required to make music fostered their brotherhood even more.  
                                                 

455 Ibid.  
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CHAPTER 5 
 

“ICH KOMM’ DOCH DURCH KOMM’ ICH DOCH”: EPILOGUE 
 
 

As it was for much of the world, the Malkasten’s transition into the twentieth century was 

complex. Despite a period of extreme change in art (visual and musical) and politics, the union’s 

role as a significant culture bearer in Düsseldorf remained intact. This was at least partially due 

to the group’s consistency in programming festivities that the community could enjoy and, in 

some ways, depend upon. The membership of the club had also remained healthy, bringing in 

new artists as others either passed away or moved away from the city. Still, the changes brought 

about by the new century began to create tension within the fraternity. Following the devastation 

of the two world wars, the divided Malkasten was barely able to survive.  In the late 1950s their 

productions began to dwindle, and by 1960 programming had become nonexistent. Ultimately 

landing in financial crisis, the club faced virtual disintegration in the late twentieth century. 

The difficulties that faced the Paintbox were not caused by holding onto the past; rather 

than shun new styles and mediums that became popular in the twentieth century, the club made 

significant efforts to include them. The most considerable of artistic changes to affect the group 

was the widespread use of photography. As early as the late nineteenth century photographers 

were being inducted into the club’s membership. The impact of these members is strongly 

represented in histories of the Malkasten that date from the twentieth century, not only in written 

content, but also images of the group and clubhouse – photographs wholly replaced the familiar 

portraits and landscapes created by paint and pencil. Today the remaining photos in the 

Malkasten archive offer  present-day artists and scholars the opportunity to see exactly what the 

members looked like, witness their participation in festivals and parties, and visualize the beauty 

of the Jacobi house and gardens as they were before (and after) the world wars. 

Musical tastes in Germany changed dramatically, as well. The popularity of opera and 

Lieder was replaced by the attractions of cabaret and jazz in the early twentieth century. As with 

visual art, the Malkasten attempted to incorporate new musical forms into their oeuvre. When the 

Nazis came to power, however, both cabaret and jazz were repressed and labeled as degenerate 

music: the former for its specifically political criticism, and the latter for its African-American 

roots. Considering the club’s progressive artistic tendencies, it seems odd to see so little of newer 
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styles represented in their roster from that era; they were likely instructed by the Third Reich to 

remain faithful to their approved nineteenth-century styles. 

Based on the extant archival material of the club, anti-Semitism was not part of their 

culture, which was one of inclusion rather than exclusion. In the copious song texts and visual 

images present in the collection, there is a distinct absence of anti-Semitic rhetoric or cartoon 

propaganda. This is, however, tempered by a strong pan-German sentiment in the materials 

dating from the last decades of the nineteenth century. The Malkasten also prominently featured 

works by Jewish musicians and poets, including Rudolf Bial (Der Herr von Papillon, see ch. 4) 

and Julius Rodenberg (“Lenzmusik,” November-Fest 1893, see ch. 4). At the very least this 

suggests that there was not a universal bias within the club, regardless of individual members 

who might have sympathized with Nazi prejudices.    

The rise of the Nazi regime was ultimately catastrophic to the Malkasten. Many 

Düsseldorf artists were persecuted during the mid-1930s Gleichschaltung (roughly translated to 

“making the same”), a process in which the Nazis systematically took total control over 

Germany. As a non-Nazi organization with the power to influence the community at large, the 

Malkasten was specifically targeted for regulation. Pressure from outside forces, as well as from 

members within the group,456 resulted in an arrangement with the Nazi party to host events for 

their regime; the club even planted an oak tree in the garden in honor of Hitler.457 Despite their 

acquiescence to the Nazi party, they could not avoid the war to come – Düsseldorf was 

devastated by bombings during World War II, and the clubhouse and gardens were destroyed. 

The spirit of the organization was not broken, however, and the Malkasten survived the wars and 

emerged from the shadow of the Third Reich. In fact, one of the most powerful images in the 

Malkasten’s history is a photograph of couples dancing in the ruins of the clubhouse.458   

The Malkasten finished rebuilding the clubhouse in 1954 and found renewed vigor in 

programming numerous festivals and costumed Redouten. The new space also served as a 

gallery with changing exhibitions every month, showcasing its members’ works into the 1980s. 

                                                 
456 Due to a lack of records lost during World War II, it is impossible to know the extent of conflicts among 

members of the club. Schroyen, Bildquellen, 36.  
 
457 Ibid., 33. 
 
458 The photo, taken in 1948, is reproduced in Schroyen, Bildquellen, 39.  
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By the end of that decade, however, the club faced a “crisis that threatened its very existence.”459 

Sabine Schroyen has noted three main reasons for this predicament: increasing economic 

difficulties, poor structural integrity of the building, and lack of interest in the organization by 

younger generations.460     

In 1992 Klaus Rinke, professor at the Düsseldorf Academy of Art, developed a plan to 

consolidate the club economically, with the intent to sell part of the land and buildings. Despite 

an initiative to “Save the Paintbox,” which resulted in an agreement to preserve the look of the 

park and the original buildings, the space has now been converted for commercial use.461 What 

was once a place of great art and performance is now a restaurant and beer garden. Since then, 

the club has existed in name only. In July 2012, however, the city of Düsseldorf recognized the 

establishment of the Stiftung Malkasten (Malkasten Foundation) as a charitable organization. 

The intent of the foundation is to support the Malkasten and assist in the conservation of its 

landmark buildings and gardens, “and thus, to preserve its independence.”462 During the 

introductory press conference, chairman Robert Hartmann unveiled their plan “Aufbruchs in die 

Zukunft” (“Beginnings in the Future”), explaining that the organization seeks to reinvigorate the 

Malkasten based on the ethos of its original foundation in 1848, providing financing for the 

space to be used for exhibitions and other events that will “promote the KVM as a place of 

encounter, of discourse, and conviviality.”463 One hopes that within this plan is a place for 

making music, which was one of the society’s greatest means of social, cultural, and artistic 

experience for over one hundred years.   

 
 
 
 
 
 

 

                                                 
459 Ibid. 
 
460 Ibid.  
 
461 Ibid. 
 
462 “Stiftung Malkasten,” Malkasten, http://malkasten.org/stiftung-malkasten/ (accessed 5 September 2015). 
 
463 Ibid.  
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Permission to use photograph of Mirjams Lobgesang, rba_047072, © Rheinishces Bildarchiv. 
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