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CHAPTER 1 

INTRODUCTION 

 

Rationale 

 Giacomo Meyerbeer (September 5, 1791-May 2, 1864) was one of the most 

celebrated composers in the 19th century and the leading exponent of French grand 

opera.
1
  Meyerbeer's operas were immensely popular; for example, his opera Robert le 

diable was performed 100 times in Paris alone and was featured on the programs of 77 

theatres in ten countries, all within three years of its première.
2 

 Meyerbeer's collaboration 

with Eugène Scribe, who was the most famous librettist of the century, began with Robert 

le diable (1831) and their partnership continued for the creation of Les Huguenots (1836), 

Le prophète (1849), and L'Africaine (1865).  Meyerbeer's larger-than-life operas defined 

the genre of French grand opera.  Despite enjoying an enormous success during his time, 

Meyerbeer was not treated with the same kindness and reverence after his death.  In 1876, 

not too long after his passing in 1864, Meyerbeer’s name was sometimes used to describe 

bad taste in art, as seen in the book Daniel Deronda by the popular novelist, George Eliot.  

In her novel, Eliot sneered at Mr. Lush, a pompous man, and mocked his terrible musical 

taste: “an amateur I have seen in town: Lush, a Mr Lush---too fond of Meyerbeer and 

Scribe---too fond of the mechanical dramatic” (vol. 2, ch. 11).
3
  The fact that Meyerbeer 

was a wealthy and successful Jewish composer might have caused his jealous rivals to 

                                                
1
  Steen.  Great Composers. p. 275.  

2
  Steen.  Great Composers. p. 275.  

3
  Letellier.  Meyerbeer Studies. p. 20.  
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treat his music and reputation with unfairness and disrespect. 

Despite Meyerbeer's enormous success and long-lasting influence in the 19
th

-century 

operatic world, his name is not familiar to most modern day American audiences.  There 

are several reasons for this:  

First, the anti-Meyerbeer propaganda by famous musicians and writers including Richard 

Wagner, Robert Schumann, and Heinrich Heine successfully tarnished Meyerbeer's 

reputation and importance in the nineteenth-century opera world.  Meyerbeer's tendency 

to write operas for international stages did not help his reputation either.  Meyerbeer 

composed operas with a plan for them to be performed in many countries, and this 

supranational European style did not sit well with rising nationalism, nor with increasing 

anti-Semitism.  After his death, Meyerbeer's operas were banished from German stages 

by the Nazis for being 'non-Aryan.'
4
 

Second, recent revivals of Meyerbeer’s operas have not been received well.  For example, 

a two-star review by Rupert Christiansen (a powerful opera critic) on the Royal Opera’s 

revival of Meyerbeer’s Robert le Diable in 2012 would not encourage other major opera 

houses to revive Meyerbeer’s operas any time soon.  In the review, Christiansen said: 

“…with this new production of Robert le Diable, unstaged in London since 1890, the 

powers-that-be have decided to give it another whirl—and now I distinctly hear the 

thump of a last nail being driven irrevocably into a musical coffin…The first three acts 

(over two hours) are so deathly uneventful and soporific that the audience slowly froze 

with tedium…. there’s a red-blooded romantic duet and a rousing trio which must have 

inspired a similar number in Gounod’s Faust.  But they’re not enough to save Robert 

from being consigned into my personal hell of eternal damnation…. Chantal Thomas’s 

designs seem determined to evoke Spamalot and Day-Glo Legoland rather than Pollock’s 

Toy Theatres and illuminated manuscripts.  The much-vaunted orgy of dead nuns proved 

a non-event.”
5
 

                                                
4
  Letellier. Meyerbeer Studies.  pp. 25-26. 

5
  Christiansen.  “Royal Opera’s revival of Meyerbeer’s Robert le Diable.” Telegraph.co.uk 
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French grand operas are already difficult and expensive to produce with 5 acts, 

extravagant sets, costumes, a huge chorus, and special effects, and an unflattering 

review by a well-known critic would discourage other large opera houses to take a 

chance on Meyerbeer’s operas.  Today’s opera houses must cater to the audience's 

ever changing tastes in order to survive. An examination of the 2015-2016 season 

calendars of the major American opera houses (The Metropolitan, Chicago Lyric, 

Houston Grand, and San Francisco) reveals that operas by the most famous 

composers such as Mozart, Verdi, Strauss, Wagner, Bizet, Rossini, Donizetti, and 

Puccini dominate the calendars, but none of these has a Meyerbeer opera 

scheduled.  Meyerbeer's grand operas usually feature several main roles that are 

given lengthy, dramatic, extremely vocally challenging, and virtuosic music, and 

hiring multiple star singers would be a financial gamble for most opera houses.  

Third, Meyerbeer’s operas are not being performed frequently in the 21
st
 century, 

therefore, modern day audiences do not have many opportunities to listen to his music.  

However, many famous composers and virtuosos were under the spell of Meyerbeer's 

music and wrote arrangements for piano and other instruments.  It is more likely that the 

audiences have heard of Meyerbeer's music through these arrangements by the following 

masters: Adolphe Adam, Frederick Chopin, Carl Czerny, Anton Diabelli, Henri Herz, 

Friedrich Kalkbrenner, Joseph Lanner, Johann Strauss, Gioacchino Rossini, and Franz 

Liszt.
6
  

Fourth, Meyerbeer's arias and songs are infrequently performed on recitals.  Some of his 

                                                
6
  Becker.  Giacomo Meyerbeer: A Life in Letters.  p. 139.  
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arias were recorded by famous singers such as Anna Moffo, Jussi Björling, Richard 

Tucker, Siegfried Jerusalem, Maria Callas and Plácido Domingo.
7 

However, I found only 

a handful of recordings of Meyerbeer's songs and I've never heard them in recitals. These 

wonderful, yet rarely heard songs have originality, beauty, intensity, and theatricality and 

are worthy to be explored, performed, and cherished.  I was pleasantly surprised when I 

first came across Meyerbeer's songs and was instantly drawn to their elegance and 

passion.  That is why I decided to familiarize myself with his music.  

Meyerbeer was a serious, dedicated composer who composed mostly for the stage, but he 

also wrote sacred music, choral music, instrumental music, and songs.  Meyerbeer 

composed over 50 songs, mostly mélodies and lieder that were translated and published 

in both German and French.  He also composed some Italian canzonette.  His operas 

featured unconventional and sensational scenes, tragic love stories set in the middle of the 

whirlwind of political and religious clash, and bigger-than-life sets to transport his 

audience to exotic, faraway places.  Did Meyerbeer lend the same magical touch to his 

songs? Was he able to create the same story line of epic portion as he did in his grand 

operas? My goal is to provide an introduction to the Meyerbeer song repertoire, which as 

a result will encourage more voice teachers, students, and professional performers to 

incorporate Meyerbeer's outstanding, yet rarely performed songs into their recital 

programs. 

 

 

  

                                                
7
  Available on Naxos Music Library.  
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Meyerbeer Scholarship 

 It was Giacomo Meyerbeer's wish that his estate remains closed and his heirs 

were respectful of his wish to protect Meyerbeer's image and reputation.  However in 

1952, his heirs decided that a reliable representation of Meyerbeer's life was possible and 

opened his document estate.
8
  Young Heinz Becker, a German operatic researcher, was 

given permission by Meyerbeer's aged grandson to sort and edit Giacomo Meyerbeer's 

documents.
9
 Large portions of Meyerbeer's extensive correspondence have been given to 

or purchased by large libraries including the Bibliothèque Nationale and the Bibliothèque 

de l'Opéra in Paris, the National Library in Berlin, the Vienna Public Library, and the 

Washington Library in the USA.
10

 

 Heinz Becker and his wife Gudrun, edited Meyerbeer's letters and diaries 

(Briefwechsel und Tagebücher) and this edition helped to build Meyerbeer scholarship 

and to acknowledge the composer's importance in the 19
th

-century musical world.  

Because of Beckers’ work, Meyerbeer is recognized as an important composer, if not one 

of the most influential and great composers, of the 19
th

 century.  Becker's editions of 

Meyerbeer's letters and diaries became the standards for scholarship of the 20
th

 century.
11 

 

Becker's research is being continued by the German musicologist and opera researcher, 

Dr. Sabine Henze-Döhring (1953-present) who is a musicology professor at Philipps-

                                                
8
 Becker. Giacomo Meyerbeer: A life in letters. p. 16.  

9
 Letellier. “Review of Giacomo Meyerbeer's Briefwechsel und Tagebücher Vol. 5. Ed. by Sabine Henze-

Döhring with the collaboration of Hans Moeller (Berlin: De Gruyter, 1998),” Cambridge University 

Press. http://www.jstor.org/stable/823613 
10

 Becker. Giacomo Meyerbeer: A life in letters. p. 16.  
11

  Brzoska. “Meyerbeer.” Grove. 
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Universität Marburg (Marburg, Germany).
12

 

Heinz Becker edited Meyerbeer's correspondence, personal journals and pocket diaries 

and published them under the title Giacomo Meyerbeer: Briefwechsel und Tagebücher 

through the Walter de Gruyter Publishing Company.  For volumes 1 and 2, Heinz Becker 

is the sole editor, and starting with volumes 3 and 4, his wife Gudrun's name appears as 

an editor alongside his. Starting with volume 5, Sabine Henze-Döhring is the editor for 

the collection. There are 8 volumes in total.  

The following list provides the editors, the particular period of Meyerbeer's life and 

career covered in each volume, and the year of publication.  

 

Meyerbeer, Giacomo. Briefwechsel und Tagebücher. Berlin: De Gruyter, 1960, 1970,  

 1975, 1985, 1998, 2002, 2004, 2006. 

 Vol. 1 (up to 1824). Ed. Heinz Becker (1960). 

 Vol. 2 (1825-1836). Ed. Heinz Becker (1970). 

 Vol. 3 (1837-1845). Ed. Heinz Becker and Gudrun Becker (1975). 

 Vol. 4 (1846-1849). Ed. Heinz Becker and Gudrun Becker (1985). 

 Vol. 5 (1849-1852). Ed. Sabine Henze-Döhring (with Hans Moeller) (1998). 

 Vol. 6 (1853-1855). Ed. Sabine Henze-Döhring (with Hans Moeller) (2002). 

 Vol. 7 (1856-1859). Ed. Sabine Henze-Döhring (2004).  

 Vol. 8 (1860-1864). Ed. Sabine Henze-Döhring (2006).  
  
 

Meyerbeer left behind diaries in which he wrote the smallest details of his 

personal and professional life.  For example, the diary entry for December 1, 1847 shows 

a typical day for Meyerbeer, who had many duties to fulfill as a composer, a businessman, 

                                                
12

  “Prof. Dr. Sabine Henze-Döhring”  https://www.uni-

marburg.de/fb09/musikwissenschaft/institut/mitarbeiter/henze_doehring.html 
According to the school's website, Dr. Sabine Henze-Döhring's primary research topics are: Music 

history of the 18th and 19th centuries; Opera from the 18th to the mid-20th century; Hofmusikkultur 

(Margravine Wilhelmine of Bayreuth, Frederick the Great); Wolfgang Amadeus Mozart; Gioachino 

Rossini; Giacomo Meyerbeer; Giuseppe Verdi. 
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and an important member of the society: 

 Unfortunately, I have not composed a single note during the whole month of my stay in  
 Paris. I therefore begin this month with a resolution to serious diligence. 
 Called on Habeneck. Accepted out ambassador's invitation for Tuesday.  
 Called on Herr and Madame James von Rothschild, Salomon von Rothschild, Koreff.  
 Stayed at home in the evening and corrected four romances by the young Gouin.  
 Improvised. Kept to my resolutions very badly today. Read Gozzi's Turandot; it contains  
 lovely situations and could provide a good opera semiseria in the hands of a skilled  

 French librettist. 
13

 

 

Meyerbeer's diaries offer intimate details on his daily life, which is informative as well as 

fascinating.  Meyerbeer is concise and brief in his diary entries, which are quite different 

from his elegant and elaborate correspondence.  Meyerbeer's diaries are translated, edited, 

and annotated by Dr. Robert Ignatius Letellier who lectures at University of Cambridge.
14

  

Here is the information on Letellier's edition of Meyerbeer's diaries: 

Meyerbeer, Giacomo.  The Diaries of Giacomo Meyerbeer. Translated, edited, and 

 annotated by Robert Ignatius Letellier. Madison and Teaneck [NJ]: Fairleigh 

 Dickinson University Press, 1999-2003. 

 Vol. 1: The Early Years and Italy (1791-1826) and The Parisian Triumphs 

 (1827-1839) (1999). 

 Vol. 2: The Prussian Years and “Le Prophète” (1840-1849) (2000). 

 Vol. 3: The Years of Celebrity (1850-1856) (2002). 

 Vol 4: The Last Years (1857-1864) (2003).  
 
 

I found a limited amount resource on Meyerbeer’s songs.  It is possible that they are 

overshadowed and overlooked by his operas.  Compiled by Robert Ignatius Letellier and 

Richard Arsenty, Giacomo Meyerbeer: The Non-Operatic Texts provides illustrations and 

                                                
13

  Letellier. The Diaries of Giacomo Meyerbeer.  p. 258.  
14

  “Dr Robert Letellier: Lecturer and Author” 

http://www.ice.cam.ac.uk/components/tutors/?view=tutor&id=852 
According to the school's website, Dr. Letellier published over 70 books and articles on late-

seventeenth-, eighteenth- and early nineteenth-century novels (especially the Gothic Novel and Sir 

Walter Scott), the Bible, and European culture. His main focus is the Romantic opera, especially the 

work of Giacomo Meyerbeer.  Dr. Letellier wrote a four-volume English edition of Meyerbeer's diaries, 

critical studies, and two analyses of the operas. 
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translations of Meyerbeer’s cantatas, sacred music, choral works, and songs.
15

 

Graham Johnson and Richard Stokes’ book A French Song Companion includes a brief 

section on Meyerbeer’s career, his songs, and the translation of “La chanson de maître 

Floh.
16

” 

 There is a website called “The Meyerbeer Fan Club” at http://www.meyerbeer.com. 

According to the website, the mission of the Meyerbeer Fan Club is to educate the public 

about, and stimulate interest in the works of Giacomo Meyerbeer and other worthy but 

lesser known composers. The website features information on upcoming Meyerbeer 

opera productions, articles on Meyerbeer, performance reviews, and sells books on 

Meyerbeer, and even a bust of Meyerbeer created by the famous Jerusalem sculptor 

Baruch Maayan is available for purchase through the website.
17

  The website does not 

seem to be updated regularly and is not a scholarly source, but it is an endearing tribute to 

Meyerbeer by his fans. 

 

 
 
 

 

 

                                                
15  Letellier, Robert Ignatius and Richard Arsenty, compilers. Trans. by Richard Arsenty.  

Giacomo Meyerbeer: The Non-Operatic Texts.  New Castle [UK]: Cambridge Scholars Publishing, 

2007. 
16

  Johnson and Stokes.  A French Song Companion. pp. 321-23. 
17

 “The Meyerbeer Fan Club” www.meyerbeer.com 
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Brief Overview of the Major 19
th

-Century Opera Composers  

 and Their Songs 

 

 The 19
th

 century was a time of major changes for composers.  Having full 

patronage and financial support, as many of the 18
th

 -century composers did, was no 

longer the way of life for composers in the 19
th

 century.  They had to earn a living 

through teaching, selling copies of their piano, instrumental, and vocal scores; conducting, 

writing for magazines, and selling the printing rights to their music in other countries.   

Nineteenth-century composers often provided literary materials along with their music to 

explain their creative process, the meaning of their works, and promoted their music in 

any way possible in order to survive in the changing world.  Writing songs was one of the 

ways to connect to their moneyed, middle-upper class audience members who wanted to 

gather around the piano in their fashionable salons at home and perform music for 

pleasure.  People went to the theater to see operas and when they saw songs written by 

their favorite composers in the stores, people bought the scores for domestic music 

making.  Many famous composers whose primary output was opera tried their hands at 

writing songs including Puccini, Verdi, Massenet, Gounod, Rossini, Bellini, Donizetti, 

and Wagner.  Richard Strauss, Berlioz, Debussy, and Poulenc were known for their 

operas, as well as their orchestral, instrumental, and choral works, and they also left their 

distinctive marks on 19
th

 -century song repertoire. Meyerbeer, like other successful opera 

composers of his time, composed songs to stay connected to his audience in a more 

intimate scale and setting.  His songs were often performed by the famous opera singers 
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who sang in his grand operas. 
18

  From an examination of his diaries and letters, it is clear 

that Meyerbeer had favorite singers that he hired repeatedly for his operatic stages.  

Meyerbeer exchanged many letters with the singers to secure them for the premieres of 

his operas.  It is most likely that those star singers performed Meyerbeer’s songs in the 

fashionable salons in Paris.  Meyerbeer’s favorite singers included Adolphe Nourrit 

(tenor), Nicolas Levasseur (bass), Maria Malibran (mezzo-soprano), Pauline Viardot 

(mezzo-soprano), Louis Guéymard (tenor), and Cornélie Falcon (soprano).  

                                                
18

 Letellier. Giacomo Meyerbeer: The Non-Operatic Texts. p. xiv.  
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CHAPTER 2 

 LIFE AND WORK OF GIACOMO MEYERBEER 

 

Meyerbeer’s Family Background 

 Meyerbeer was a fascinating character.  He was not only a hugely popular 

composer, but also a loving son, devoted husband, and a caring father.  Meyerbeer's life 

is well documented through his numerous letters and correspondence with family 

members, artistic collaborators, famous singers and composers, members of the royal 

family, directors of opera houses, and publishers.  Meyerbeer was born to an affluent 

family from Jewish society in Berlin and had a privileged childhood.  His father Juda 

Herz Beer (1769-1825) was an industrialist and contractor to the Prussian army, and his 

mother Amalia Meyer Wulff (1767-1854) came from a wealthy banking family.  Proud of 

his Jewish heritage, Meyerbeer's father had a private synagogue in his house and was a 

leader of the Berlin Jewish community.
19

  Meyerbeer's birth name was Jacob Liebmann 

Beer, but he began to combine his maternal family name Meyer with his paternal 

surname Beer in 1810.
20

  Meyerbeer was close to his family and relied on them for 

emotional and practical support.  He was especially close to his mother and asked for her 

blessing on every important occasion.  Meyerbeer was an anxious and vulnerable person 

despite being a successful artist and having inherited enormous wealth.  His sensitive 

personality could have been the result of witnessing the premature deaths of people close 

to him: his brother Michael Beer died in 1833, his father in 1825, and his friend Weber in 

                                                
19

   Conway.  "Meyerbeer Re-evaluated" Jewish Renaissance.  pp. 156-7.  
20

   Brzoska. “Meyerbeer.” Grove.  
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1826.  Throughout his life, Meyerbeer depended on his deep Jewish faith and the strong 

support of his family.    
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Meyerbeer, the French Grand Opera Composer 

 French grand opera features many spectacular events such as the skating ballet on 

an ice covered lake (Le prophète), the ballet of the dead nuns (Robert le diable), and 

extremely large forces in both chorus and orchestra, but the subjects of Meyerbeer's 

operas were serious and dealt with large scale struggles.  In Robert le diable, the 

protagonist must make a choice between the Heavenly and Demonic powers, and in Les 

Huguenots, based on the St. Bartholomew's Day Massacre of 1572, the star-crossed 

lovers are doomed because of their different religious backgrounds (Catholic and 

Protestant).  In Le prophète, which is based on the historical figure John of Leiden, the 

love interest of the protagonist kills herself after she realizes that she had mistakenly 

killed the protagonist; in L'Africaine, which is based on the explorer Vasco da Gama, the 

hero and heroine's love story is told against the backdrop of the European colonization of 

the new land.   

 From a young age, Meyerbeer took piano lessons with Franz Lauska and Abbé   

Vogler (at Darmstadt) and composition lessons with Carl Friedrich Zelter (from 1805 to 

1807) and Bernhard Anselm Weber (from 1807 to 1810).  Young Meyerbeer was known 

as a phenomenal pianist, and Weber praised him in 1815 as 'one of the best pianists, if not 

the best pianist of our time (Sämtliche Schriften, Berlin, 1908, p.308).' 
21 

   

Meyerbeer was a piano virtuoso as a young man and even moved to Vienna in 1813 to 

launch a career. But his desire to learn about the stage and operas guided him to the 

composer Salieri, who advised young Meyerbeer to visit Italy to study the human voice 

                                                
21

  Brzoska. “Meyerbeer.” Grove.  
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and the bel canto tradition.  Salieri’s advice inspired young Meyerbeer to begin a study 

tour that took him to several countries.   

Meyerbeer’s study tour began with Paris in 1814-1815.  The city made a lasting 

impression on him and he remembered it as 'the principal and most important place for 

my education in music drama' (Briefwechsel, i, 248).  He was fascinated by Paris' 

theatrical life, art treasures, and the city itself.  He also went to London from 1815-1816.  

In 1816, Meyerbeer visited Italy which turned into nine years with short interruptions, 

and his time in Italy shaped his identity as an opera composer.  In 1816, Meyerbeer heard 

Rossini's Tancredi in Venice and this experience inspired him to start composing Italian 

operas.
22

 Rossini's melodies, vocalism and the lyrical and melodious bel canto style of 

singing captured Meyerbeer's imagination, and Meyerbeer's love of the human voice 

served him well throughout his operatic career.  It was in Italy that Meyerbeer truly 

became a composer, and he began to use the Italian form of his first name, Giacomo, to 

show his love and gratitude for the country.  In 1817, the earliest use of Meyerbeer's 

adopted first name 'Giacomo' is recorded in a birthday greeting from the famous librettist 

Gaetano Rossi's wife.
23 

  

 Emma di Resburgo, which was Meyerbeer's first commission in Venice, 

premiered in June 26, 1819, is set in Scotland with plenty of Romantic elements such as a 

castle, a knightly hall, and a graveyard.  The critics praised Meyerbeer for his talents in 

depicting characters and scenic background, and the opera was staged in many places 

including Dresden, Berlin, Vienna, Budapest, Brno and Warsaw.  Meyerbeer made his La 

                                                
22

  Letellier. Meyerbeer Studies. p. 22. 
23

  Meyerbeer, Giacomo.  Briefwechsel und Tagebücher Vol. 1. p. 323. His birth name was Jacob.  
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Scala debut on November 14, 1820 with Margherita d'Anjou, and with this success 

Meyerbeer's international career began.  The opera is based on the French drama 

Marguerite d'Anjou by Guilbert de Pixérécourt (1810), and is about the wars between 

England and France in 1462.    

Meyerbeer's reputation as a respectable opera composer was secured with Il 

crociato in Egitto (The Crusader in Egypt), which was premiered on March 7, 1824 in 

Venice.  The opera's leading role was one of the last castrato roles, written for Giovanni 

Velluti
24

, and Meyerbeer employed many neo-Baroque references in the score to 

highlight the archaic nature of the castrato singers. Meyerbeer's talent for depicting a 

specific country was in full force: he chose percussion, five clarinets in C, a piccolo flute, 

a piccolo clarinet in F, a trombone and two bassoons to depict Egyptian Janissary music, 

which was a bold and refreshing choice.
25  

Meyerbeer's artistic vision to combine German 

orchestration and harmony, the Italian vocal line, and contemporary theatrical techniques 

were exhibited in Il crociato in Egitto and further developed in his later operas.
26 

Meyerbeer made bold and avant-garde orchestration choices to create large scale scenes 

and to reveal the true nature of the characters.   

For example, in Il crociato, there are two on-stage military bands in the final act, and in 

Robert le diable, the three spheres (the chivalrous world of courtiers and knights, the 

Demonic world of Bertram, and the Heavenly powers) are portrayed with specific 

                                                
24

  Forbes. “Giovanni Battista Velluti.” Grove.  

Velluti (28 January 1780-22 January 1861) was a celebrated Italian soprano castrato.  He performed in 

Rome, Naples, Venice, Vienna, Munich, Milan, St. Petersburg, and in London.  He is the last of the 

great castrato singers and was considered peerless during the prime of his career.  
25

   Brzoska. “Meyerbeer.” Grove.  
26

   Conway. Jewry.  pp. 248-9.  
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orchestral colors.  For example, Meyerbeer used timpani, bassoons and brass in the lower 

register to depict the Demonic world of Bertram, and added an offstage Demonic chorus 

singing through megaphones in Act 3, no. 10 to create a dramatic and chilling effect.
27  

In 

Act 5, no. 23 of Robert le diable, Meyerbeer created the 'suspense effect' that modern 

audiences often see in 20
th

 -century cinematic thrillers: when the moment of a decision 

comes, the action suddenly freezes.  Robert is unable to decide between the Demonic and 

Heavenly powers.  When midnight comes Bertram falls into hell and the decision has 

been made for Robert, ending the opera on a happy note.  

 Thanks to his growing fame from his operas, Meyerbeer was approached by the 

director of the Paris Opéra in 1823 and eventually signed his first contract with the opera 

house on December 29, 1829.  French opera was going through a reform movement led 

by Joseph d'Ortigue, who was the leading representative of a school of music criticism 

that focuses on philosophy and history.  His goal was to combine German instrumental 

music (his model was Beethoven), the bel canto music of Rossini and all the resources of 

contemporary theatre, to create a total art work.  Later, Wagner developed this idea 

further and created a term for his art: Gesamtkunstwerk.
28 

  

Rossini's French opera Guillaume Tell (1829) was considered to be an important step 

towards the fundamental reform that d'Ortigue was envisioning.  But it is with 

Meyerbeer's first grand opera, Robert le diable (1831) that d'Ortigue's vision of the 

modern work of art was materialized.  d'Ortigue praised Robert le diable as following:  

'The union that the author of this article prides himself on having proclaimed is now 

                                                
27

  Brzoska. “Meyerbeer.” Grove.  
28

  Brzoska. “Meyerbeer.” Grove.  
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realized: that of the vocal genre created by Rossini and the instrumental genre developed 

by Beethoven and applied by Weber to dramatic music. '
29

  d'Ortigue also described 

Meyerbeer's musical language as 'colorful,' 'picturesque,' and 'brilliant.'
30 

 

 

 

                                                
29

  d'Ortigue.  balcon.  pp. 122-3.   
30

  d'Ortigue.  balcon.  p. 122.  
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Meyerbeer, the Businessman 

  Despite his many successes, Meyerbeer had his share of struggles.  A brilliant 

businessman as well as one of the most celebrated composers of his time, Meyerbeer was 

often the object of jealousy and envy by his fellow composers who did not have the 

family wealth to support themselves as Meyerbeer did.  As a devout Jewish man, 

Meyerbeer faced the anti-Semitism of his contemporaries, including that of his fellow 

composers Robert Schumann and Richard Wagner.  Schumann criticized Meyerbeer’s 

Les Huguenots as following:  

 Time and time again we had to turn away in disgust...one may search in vain for a  
 sustained pure thought, a truly Christian sentiment...It is all contrived, all make believe  
 and hypocrisy!..The shrewdest of composers rubs his hands with glee.

31 

 

Richard Wagner was envious of Meyerbeer's wealth and his great success, and 

campaigned against Meyerbeer's operas after his death. Wagner's attack on Meyerbeer 

was especially distasteful, as Meyerbeer had helped the young Wagner financially by 

lending him money and also professionally by helping him to premiere Rienzi and The 

Flying Dutchman at Dresden.
32 

 Wagner was greatly influenced by Meyerbeer's music, as 

Hans Bülow jokingly called Wagner's Rienzi (1842) 'Meyerbeer's best opera.'
33 

 Despite 

all of Meyerbeer's well wishes for Wagner, Wagner belittled Meyerbeer's music and 

criticized it for being superficial, musically incoherent, and 'effects without causes.'
34 

 

Wagner's jealousy for Meyerbeer's wealth and his anti-Semitic attitude is evident in the 

following comments: “[Rossini] never could have dreamt that it would someday occur to 

                                                
31

   Schumann. The Musical World of Robert Schumann. pp. 137-8.  
32

   Newman. Wagner, volume I, 385-6.  
33

   Newman. Wagner, volume I, p. 212.  
34

   Wagner.  Opera and Drama.  pp. 95-6.  
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the Bankers, for whom he had always made their music, to make it for themselves”
35

.      

But not all of Meyerbeer's contemporaries disliked him, as a matter of fact, Meyerbeer 

greatly influenced his contemporaries and the generation of composers after him such as 

Fromental Halévy, Gaetano Donizetti, and Giuseppe Verdi.  Verdi wrote in a letter to 

Scribe on July 26, 1852:  

 I need a grandiose subject, impassioned, original; an imposing, dazzling mise en scène.  
 I always have several in front of me … among others the coronation scene from  

 Le prophète! In this scene no other composer could have done better than Meyerbeer.
36

   
 

Meyerbeer was also admired by many from the literary circle.  The famous German 

writer Johann Wolfgang von Goethe (1749-1832) considered Meyerbeer to be Mozart's 

only successor and wrote the following on February 12, 1829: “Mozart would have been 

bound to compose Faust. Meyerbeer might be capable of it, but will not embark on such 

a venture.”
37

.   

 What made Meyerbeer's operas groundbreaking? What made his name 

synonymous with grand opera?  There are several reasons.  Meyerbeer changed the 

practice of composers writing an opera in a few weeks, meaning that the libretto did not 

receive the respect that it deserved.  His contemporary composer, Rossini was known to 

compose at a feverish pace and composed six operas in 15 months.  Due to Meyerbeer’s 

influence, the setting of the libretto became a serious collaboration between the 

composers and librettists that often lasted years, sometimes even decades.  Composers 

invested time and effort to create new compositional techniques for each work to fit the 

                                                
35

   Wagner.  Opera and Drama.  p. 47.  
36

   Brzoska. “Meyerbeer.” Grove.  
37

   Brzoska. “Meyerbeer.” Grove. (J.P. Eckermann: Gespräche mit Goethe in den letzten Jahren seines 

Lebens, Leipzig, 1837–48/R) 
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dramatic needs of the opera, which helped in producing works of higher quality.  

Extensive historical and technical research by the specialists took place before the opera 

was staged, and the results were documented in a production manual, or livret de mise en 

scène.
38 

  

 

                                                
38

   Brzoska. “Meyerbeer.” Grove.  
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CHAPTER 3 
 OVERVIEW OF CANZONETTE, LIEDER, AND MÉLODIES OF MEYERBEER 

 

 Meyerbeer's songs rarely appear on recital programs, however, they are perfectly 

approachable and worthy to be explored, cherished, and performed.  There are a handful 

of commercial recordings with some of the Meyerbeer songs with wonderful singers 

including Thomas Hampson, Andrea Chudak, Ning Liang, Sivan Rotem, and Anne Sofie 

von Otter. 

 As Meyerbeer enjoyed immense success in Italy, France, and Germany, it is only 

natural that many of his songs were translated into the languages of these countries.  

Meyerbeer's French songs often have German translations and vice versa.  Most of his 

songs were composed between 1828 and 1860, when he was at the height of his fame and 

success as an opera composer. The topics for his songs embody the Romantic struggles: 

unrequited love, forbidden love, stories from distant lands and times, getting caught 

between duty and desire, the beauty of nature, and reminiscing about simpler yet happier 

times.  The majorities of Meyerbeer’s songs are vocally challenging, stylistically grander 

than typical nineteenth-century songs, and have detailed directions for dynamics, 

expression, tempi, and moods.  He also wrote many short pieces that were often 

composed in a hurry, but they also hold a higher standard compared to the typical parlor 

songs that were overly sentimental without much substance, but were incredibly popular 
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throughout the nineteenth century.
39

   

 Meyerbeer's songs showcase his deep and extensive knowledge of popular genres 

of songs: simple Italian ariettas (the anonymous “Soave instante,” 1833) and grand 

scenas (Rossi's “Le ricordanze,” 1833); typically strophic German Lied settings (Heine's 

“Komm, du schönes Fischermädchen,” 1837, and Lua's “Frühling im Versteck,” 1847); 

simple French romance lyrics (Joseph Naudet's “La barque légère,” 1829), extended 

small theatrical scenes (Millevoye's “Le Poète mourant,” 1836) and dramatic ballads 

(Méry's “Le Revenant du vieux Chateau de Bade,” 1858).
40

  

Meyerbeer was known as a successful opera composer, but he also wrote songs to keep 

his name in the public eye after his great operatic successes such as Robert le Diable 

(1831) and Les Huguenots (1836).
41

  Meyerbeer had a wide social circle and his unusual 

choice of poems proves it.  Famous composers often selected poems by celebrated poets 

of their day or from the past, and tried to set them to songs better than anyone else, which 

is why there are multiple settings of famous poems such as “Mignon,” “Erlkönig,” and 

“Clair de lune.” Meyerbeer did set the words of great poets like Goethe and Heine, but 

also the words of lesser known poets including Charles-Hubert Millevoye and Michael 

Beer (Meyerbeer's brother).  However, the majority of the poems Meyerbeer chose to set 

were by various people in his social circles.  Meyerbeer was an illustrious opera 

composer who moved freely between different social circles, which included journalists, 

fellow composers, lawyers, singers, bankers, poets, librettists, and even the royal family 

                                                
39
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40
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in Berlin who were big supporters and fans of Meyerbeer's music. Because of his wide 

social circles, the poems for his songs were written by opera librettists (Gaetano Rossi, 

Eugène Scribe, Michel Carré, François-Joseph Méry), lawyers (Astolphe de Custine), 

journalists (Henri Blaze de Bury), singers (Gustave Roger) and school teachers (August 

Ludwig Lua).
42

 

My primary goal of presenting these charts is to provide an overview of 

Meyerbeer songs that are easily accessible to singers and voice teachers. The best 

resource of Meyerbeer songs I came across was the collection of forty pieces published in 

1849, 40 Mélodies for Voice or Several Voices and Piano, which includes a wide variety 

of songs that Meyerbeer consolidated and called mélodies.  Most of the songs from this 

score are available on imslp.org.
43

    

 The types of songs in the 40 Mélodies for Voice or Several Voices and Piano are: 

dramatic and lyric scènes (“Le moine,” “Le poète chantait,” “Le voeu pendant l'orage,” 

and “Rachel è Nephtali”);  chansonettes (“Mère grand,” “La chanson du Maitre Floh,” 

“Fantaisie,” “Nella”); canzonette  (“La ricordanza,” “De' miei giorni (canzona)”); hymns 

and true religious songs (“Le baptême,” “Sonntagslied,” “Luft von Morgen,” and 

“Cantique du Trappiste”); songs inspired by folk elements (“Lied des venezianischen 

Gondoliers,” “Chant des moissonneurs”); mélodies (“Suleika,” “La marguerite du 

Poète”); and Lieder (“Hör ich das Liedchen klingen,” “Die Rose, die Lilie, die Taube,” 

                                                
42
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and “Komm, du schönes Fischermädchen”).
44

  

Another score of Meyerbeer songs that I was able to attain is
45

: 

Meyerbeer, Giacomo.  Meyerbeer Lieder/Melodies/Songs Vol. 1.  Edited by Reiner 

 Zimmermann.  Leipzig: Edition Peters (Nr. 9783a), 1982. 
 

 The score was published in 1982, and includes 30 songs, most of which are found in 40 

Mélodies for Voice or Several Voices and Piano.  There are, however, a few songs that 

are exclusively featured in this score: the charming canzonette on Pietro Metastasio's 

words (“Sei Canzonette italiane: a song cycle with 6 songs”).   

 In the charts, Meyerbeer's songs are organized by three language groups: Italian, 

French, and German, and are organized alphabetically by title within each language 

group.  Each chart has eight columns: number; song title; lyricist; year of composition; 

range; additional available singing translations; difficulty level; and comments.   

The difficulty level has been determined by the level of technical facility that a singer 

needs to have in order to perform the song artistically and with relative ease.  The songs 

that are categorized as “easy” feature vocal lines that mostly move in step-wise motion 

and with small leaps, and the vocal ranges of these songs rarely exceed an octave plus 

two or three notes.  Those “easy” songs would be appropriate for undergraduate level 

students.  The songs that are categorized as “medium” level difficulty present challenges 

including larger leaps, sustained high notes for two or more beats, and singing in the 

passaggio over a few measures. The “medium” level songs would be suitable for upper 

class undergraduate students who are advanced enough to learn easier operatic arias and 

                                                
44
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for graduate level students.   As Meyerbeer composed many of his songs for operatic 

stars, the majority of the songs included in the monograph are classified as “medium” and 

“advanced” levels.  The songs that are categorized as “advanced” level display technical 

difficulties typically found in operatic arias such as frequent wide leaps, dramatic high 

notes that are sustained for multiple measures and appear several times throughout the 

song, and rapid fiorature.  The “advanced “level songs would be recommendable for 

advanced graduate level students and professional singers.  

The comments section provides information on form, structure, dynamic markings, 

challenges, piano and vocal writings, and summary of the poem.  There are total of 56 

songs in the tables below: 10 Canzonette; 20 Lieder; 26 Mélodies. 
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Part A: Canzonette 

 

Table 1 
 
Canzonette 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

1 A Venezia  

Barcarolle 

(To Venice 

Barcarole) 

Posthumo

us verses 

by Pietro  

Beltrame 

1856 N/A N/A N/A ● In 4 verses 

● The protagonist praises 

Venice as a lovely bride of the 

Adriatic, a jewel of Italy. 

 

2 De’ miei 

giorni 
(At the 

Dawn of 

Each Day)  
 

F.N. dei 

Santo-

Mango  
 

1840  
 

Eb 3 to  
A 5 

French Medium 
 

● The piano part provides an 

insight to the protagonist's inner 

dialogue. At the beginning of 

the song, the piano part moves 

slowly with quarter notes and 

8
th

 notes indicating the 

melancholy mood, then in the 

second verse, the piano part 

becomes animated with 16
th

 

notes, grace notes, and rhythmic 

varieties indicating the 

optimistic outlook of the 

protagonist. 
● Passionate ballad in 2 verses. 

In each verse, a sorrowful 

larghetto first section turns into 

a molto dolce second section 

that is lively and more rhythm 

driven.  ad lib ending for the 

first verse provides a chance for 

virtuosic vocal display. 
● The protagonist languishes 

and mourns for the cruel man 

who left her. She hopes for his 

return. 

 

3 Il nascere 

e il fiorire 

d’una rosa  

(The birth 

and 

flowering 

of a rose) 

 

Poet 

unknown 

1823 N/A N/A N/A ● In 2 verses 

● The protagonist sees a pretty 

rose a-budding, all purple in 

dawn’s light. It’s still wrapped 

tightly in its mantle.  Later he 

sees that rose again, its breast is 

fully blown, and its beauty 

outshines all others.  
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Canzonette (continued) 

No. Song title Lyricist Year 

of 

comp

ositio

n  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

4 La 

Ricordanza 
(Memories) 

Gaëtano 

Rossi 
(1774–

1855)  
 

1833 Bb 3 to 

F 5 
 French  
(M.Bourges); 

German  
(B. Böhmel) 

Medium ● 2 verses, through 

composed 
● Expressive and lyrical 

first section turns into a 

spirited, con grazia 

second part. 
● In the first verse, the 

piano part consists of 

consecutive 16
th

 notes in 

the right hand, and dotted 

rhythms in the left hand. 

The effect is fluid and 

warm, which provides a 

cushion of sound for the 

voice.  
● The interlude before 

the second verse 

announces a change in the 

protagonist's emotional 

state by using several 

dotted rhythms and 

staccatos. The vocal line 

also reflects this change 

and utilizes more accents, 

dotted rhythms, and 

accidentals. 
● The protagonist is 

heartbroken because of 

her lover's absence, 

reminiscing the happier 

time with him, and is 

filled with hope that one 

day he will return to her. 

The vocal line also 

reflects this change and 

utilizes more dissonances.  
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Canzonette (continued) 

No. Song title Lyricist Year 

of 

comp

ositio

n  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

5 Sei 

Canzonette 

italiane 
(6 Italian 

songs) 

Text by 

Pietro 

Metastas

io 

(1698– 
1782) 

1810  
 

 German  
(Bernd 

Böhmel) 

 Metasio’s text was revised  
by F.N. dei Santo-Mango in 

1840 

 1. Sceglier 

fra mille un 

core  
(To choose 

one heart 

among 

thousands) 
 

  C 4 to 

A 5  
 Medium/ 

Advanced 
● Rossini's influence on 

melisma, leaps, and light 

texture for the piano. 
●  Dolce, legato first 

section in a major key turns 

into the declamatory, 

stormy second section in a 

minor key. Nice musical 

contrast. 
● The protagonist 

complains that there is no 

worse pain than having 

suffered unfaithfulness. 
● Long postlude of 9 

measures. 

 

 2. Da voi, 

da voi, cari 

lumi  
(On you, on 

you, dear 

eyes) 

  D 4 to 

B 5 
 Advanced ● Many tempo changes: 

from Dolce to Allegro con 

fuoco to Dolce-più con moto 
● Features several 

challenges: Sudden leaps; 

rapid text repetitions; 

fioratura passages that 

range over an octave; 

several ossia endings for 

virtuosic vocal display 
● The protagonist praises 

her lover's eyes as her gods 

that can inspire passion or 

make her tremble. 
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Canzonette (continued) 

No. Song title Lyricist Year 

of 

comp

ositio

n  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

 3. Giura il 

nocchier  
(The sailor 

swears) 

  A 4 to 

A 5 
 Medium ● Text painting: Arpeggios 

in the right hand of the 

piano depict the waves of 

the sea. Rapid ascending 

16
th

 notes to describe the 

army.  
● Masculine vocal line: 

angular, dotted rhythm. 
● In Da Capo form.  
● A sailor and a soldier 

swear that they do not want 

to go back to the sea or to 

the battle field, but at the 

first chance, they go back  

 

 4. Bei labbri 

che amore 

(Beautiful 

lips that 

love) 
 
 

  C 4 to 

Ab 5 
 Medium/ 

Advanced 
● Several Ossia and ad lib 

options for aria-like, 

expressive moments 
● In Da Capo form 

(Major-Minor-Major) 
● The protagonist assures 

that as long as the lover 

returns the affection, 

everything is okay. But if 

that changes, all is doomed. 

 

 5. Se non ti 

moro allato  
(If I cannot 

die beside 

you) 
 

  B 3 to 

G# 5 
 Medium ● In 2 sections.  Allegro 

agitato-Andante cantabile 
● varied dynamics support 

the highly emotional 

situations (wanting to die 

for love) 
● Passionate and 

declamatory vocal line 
● The protagonist longs to 

die beside his/her lover and 

bids farewell to life. 
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Canzonette (continued) 

No. Song title Lyricist Year 

of 

comp

ositio

n  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

 6. Basta dir 

ch’io sono 

amante  
(It's enough 

to say that 

I'm a lover) 

  D 4 to 
G 5 

 Medium ● In 3 sections.  Major-

Minor-Major.  Frequent key 

change reveals the 

capricious and anxious heart 

of the protagonist. 
● Great text painting. For 

example, the middle section 

where the protagonist 

assumes the worst of the 

lover, the piano part fills up 

with consecutive 16
th

 notes 

to depict a barbarous and 

suspicious heart, and the 

vocal line goes through 

significant dynamic changes 

back to back (Forte to 

Piano). 
● The protagonist's heart is 

filled with suspicion and 

that is enough to say that the 

protagonist is a lover. 
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Part B: Lieder 

 

Table 2 
 
Lieder 

No. Song title Lyricist Year 

of 

com

posit

ion  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

1 Denkspruch 

(Epigram)  

Wolfgang 

Robert 

Griepenkerl 

1841 N/A N/A N/A ● The song is written for 

Griepenkerl’s novel  

The Music Festival, or  

The Beethoven Enthusiasts 

● The protagonist confesses 

that the past is a deep pit of 

memory, the present is the 

sun’s joyous greeting, and 

the future is hope gleaming 

red at daybreak! 
 

2 Frühling im 

Versteck 

(Springtime 

in Hiding) 

August 

Ludwig Lua 

(1819-1876)  

1847 G 4 
to 
G 5 

French 
(Émile 

Deschamps) 

Medium  ● 3 verses, strophic 
● Tempo: Allegretto scherzo 
● Direction for voice and 

piano: dolce e scherzando 
● The mood is playful, 

jubilant, and joyous.  The 

prelude, interludes, and 

postlude all feature rapidly 

ascending 16
th

 notes in the 

right hand that reveal the 

protagonist's excitement.  
● The vocal writing is light 

in texture with many 

staccatos.  There are a few 

held high notes, but the 

majority of the song is 

constantly in motion. 
● The protagonist refers to 

spring as “a wondrous 

youth” whom the winter 

keeps in hiding under a 

blanket.  But the winter 

cannot keep the spring, “this 

handsome son of the 

flowers,” locked up forever. 

The spring will mount his 

shining throne and summon 

his fresh greenery. 
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Lieder (continued) 

No. Song title Lyricist Year 

of 

com

posit

ion  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

3 Der Garten 

des Herzens 
(The 

Garden of 

the Heart) 

Wilhelm 

Müller 
(1794-1827) 

1839 D 4 to 
G 5 

French 
(Henri 

Blaze) 

Medium ● 3 verses, modified 

strophic.  
● Tempo: Allegretto 

scherzoso 
● Direction for the voice: 

Leggiero e staccato 
● The prelude and postlude 

consist of rapidly ascending 

16
th

 notes with staccatos, 

which are playful and 

lighthearted (direction for 

the piano: con leggerezza). 
●  The vocal line is 

charming and lively with 

many sudden turns and 

jumps. The text is set 

syllabically.  
● The protagonist confesses 

that a little garden is 

blooming in her heart, and 

her lover has the key to the 

little gate in that garden. She 

invites her lover to pick the 

prettiest flowers and the 

more he picks, the more the 

flowers sprout up again.  
 

4 Die helle 

Sonne 

leuchtet 

(The bright 

Sun is 

shining) 

Friedrich 

Martin von 

Bodenstedt 

1860 N/A N/A N/A ● The poem is based on a 

text of Mirza Shafi Vazeh 

● The bright sun is shining 

upon the bright sea, and all 

the waves are sparkling from 

its radiance.  The protagonist 

praises his beloved and 

compares her to the sun.  He 

declares that she is reflected 

in the mirror of his songs, 

and they all shine and 

sparkle from her radiance.  
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Lieder (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

5 Hirtenlied  
(Shepherd's 

song) 

Ludwig 

Rellstab 

(1799 - 

1860)  

1842 E 4  
to 
Bb 5 

N/A Advanced ● Written for Tenor, Bb 

Clarinet, and Piano 
● 3 verses: first and second 

verses are identical 
● Tempo: Andantino con 

moto 
● The song starts with a 9 

measures long clarinet solo 

with the piano 

accompaniment. The vocal 

entrance is a lonely one, 

without the piano or the 

clarinet. Throughout the 

song, the clarinet and the 

vocal parts imitate each other 

and are equally challenging. 

Both parts require long 

breaths, flexibility, wide 

leaps, and ability to float high 

notes quietly. The piano 

writing uses arpeggios, 

colorful chords, and rhythmic 

variety to reflect the 

protagonist's rapidly 

changing moods.  
● The protagonist is resting 

by himself in the flowery 

meadow high above. His only 

companions are the lambs 

that he is in charge of, and 

the air is filled with the sound 

of a reed pipe from far away. 

He is separated from all the 

troubles of the world. He 

wants to stay away from 

sorrow, pain and discontent 

that one experiences through 

people.  
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Lieder (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

6 Hör ich das 

Liedchen 

klingen  
(When I 

Hear the 

Sound of the 

Song) 

Heinrich 

Heine 

(1797– 
1856) 

1837 D 4  
to  
G 5 

French  
(Émile 

Deschamps) 

Easy ● 2 verses, through 

composed 
● Tempo: Allegretto 
● Character of the song: 

doloroso  
● In 6/8.  The right hand of 

the piano part has identical 

rhythm from the beginning to 

the end:  a quarter note tied to 

a 16
th

 note, which is followed 

by another 16
th

 note, creating 

a sobbing-like musical 

expression. The left hand also 

features an identical rhythm 

throughout.  A 16
th

 rest 

followed by three 16
th

 notes 

and an 8
th

 note with staccato.  
● In g minor. Harmonically, 

the accompaniment stays 

mostly in i or V. 
● In the first verse, the 

protagonist experiences 

intense grief when he hears 

the song that his beloved 

once sang. In the second 

verse, the protagonist runs up 

the hilltops to relieve his 

grief in tears. 
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Lieder (continued)  

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

7 Komm, du 

schönes 

Fischermädc

hen 
(Come, you 

pretty fisher 

maiden!) 

Heinrich 

Heine 

(1797– 
1856) 

1837 D 4 
to 
G 5 

French 
(Émile 

Deschamps) 

Medium ● 2 verses, strophic 
● Andantino grazioso. 
● Dynamic marking: 

leggeramente, con grazia 

(lightly, with grace) 
● The piano 

accompaniment is almost 

entirely made of alternating 

16
th

 notes shared equally 

between the right and the 

left hand.  As a result, the 

mood is suspenseful and 

tense, but not in a harsh 

way.  
● Vocal line is angular, 

rhythm driven, masculine 
● Word painting: A wave-

like vocal line that 

oscillates between C# and 

D is set on the word “Meer 

(sea)” 
● In the first verse, a 

young fisher maiden is 

being seduced by a silver-

tongued man who asks her 

to row her boat to the shore 

where they will hold hands 

and cuddle. He commends 

her for her bravery as she 

goes to the raging sea 

every day, and his stormy 

heart shouldn't scare her 

off.  
● In the second verse, the 

man invites the fisher 

maiden to his quiet cottage, 

perfect for those who seek 

seclusion. He ardently 

confesses that his wild 

spirit needs her gentle 

guidance to serenity.  
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Lieder (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

8 Luft von 

Morgen 
(Morning 

Breeze) 

Albert 

Knapp 
(1798- 
1864) 

1841 F# 4 to 
F# 5 

French 
(Maurice 

Bourges) 

Medium ● 3 verses, modified strophic 
● Tempo: Andantino con moto 
● The piano part is relatively 

simple and takes a supporting 

role for the voice. The majority 

of the piano part in the song 

consists of a quarter note rest 

and a quarter note over a half 

note which depicts someone 

walking. 
● The range for the voice part 

is rather small, just over an 

octave, but the song is not 

without some challenges.  The 

singer needs to deliver the 

subtle nuances and religious 

undertone of the poem, while 

keeping the integrity of the 

piece as Meyerbeer indicated.  

The poem explores the journey 

of the protagonist's dedication 

“to become a joy to my God” 

and desire for sanctification. 

The seriousness of the poem 

must be conveyed without 

slowing down too much. 
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Lieder (continued) 

No. Song title Lyricist Year of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

9 Meeresstille 
(Sea's Calm)  

Wilhelm 

Müller 
1839 G 4 

 to 
E 5 

French  
( Émile 

Deschamps) 

Easy ● 3 verses, strophic 
● Tempo: Andantino 

quasi Allegretto 
● Direction for the piano: 

dolce, con leggierezza 

(sweet with lightness) 
● Direction for the voice: 

zart und leicht (delicate and 

light) 
● The piano part is 

charming and sweet. 

Alternating 16
th

 note and 

16
th

 rest for both hands 

imitate the sea's gentle 

waves.  
● The voice part is is 

delightful and sweet, even 

though the range is quite 

small. Like the piano part, 

the voice part also utilizes 

the 16
th

 note and 16
th

 rest 

rhythmic pattern which 

sounds playful and lively. 
● The protagonist asks 

you to cast rose petals on 

the sea, then he will fish 

them out with his hat and 

kiss them. He also asks to 

scatter flowers on the sea 

and look into the water, 

then you'll see four little 

roses swimming.  
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Lieder (continued) 

No. Song title Lyricist Year 

of 

com

posit

ion  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

10 Menschenfeindlich 
(Misanthropic) 

Michael 

Beer 
(1800-

1833) 

1837 A 2  
to 
E 4 

French 
(Henri 

Blaze) 

Medium ● 2 verses, strophic 
● Tempo: Allegro molto 

agitato 
● Detailed directions 

for the voice: rudement 

(roughly), radoucissant 

la voix (softening the 

voice), d'une voix 

suffoquée (with a 

suffocated voice) 
● Wide dynamic 

markings for the voice, 

going from ppp to ff with 

tutta forza in 9 measures.  
●  The vocal writing 

reflects the protagonist’s 

emotional journey that 

goes from bitter, 

exasperated, and angry 

to grim, mournful, and 

depressed.  In the first 

part of each verse, the 

melody is speech-based, 

syllabically set with fast-

moving notes. In the 

second part of each 

verse, the word, “Allein! 

(Alone)” is repeated 9 

times, often 

unaccompanied or 

partially accompanied by 

piano to emphasize the 

protagonist’s 

desperation. 
● The protagonist 

laments that he hates 

himself, is 

misunderstood by all, 

shunned by many, and he 

sits by the moonlight’s 

confiding light, all alone. 
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Lieder (continued) 

No. Song title Lyricist Year of 

composit

ion  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

11  Mina: Lied des 

venezianischen 

Gondoliers 
(Mina: Song of 

the Venetian 

Gondolier) 
 

Michael 

Beer 
(1800- 
1833) 

1837 F# 4 to 
G 5 

French 
(Émile 

Deschamps) 
 

Medium ● 2 verses, strophic 
● Tempo: 

Allegretto Moderato 
● Direction for the 

piano: dolce e 

staccato 
● The piano part 

portrays the 

delightful waves of 

the Venetian canals 

with dotted rhythms 

in the right hand and 

staccatos in the left 

hand. 
● The vocal part is 

light and charming. 

Lots of staccatos, 

big leaps, and 

melismas in the 

vocal line create a 

carefree and 

flirtatious 

atmosphere. 
● The Venetian 

Gondolier is 

seducing his lover, 

calling her to join 

him on his gondola.  

He swears that his 

heart is true and 

reminds her that her 

mother is asleep. 

 

12 Die Ode Integer 

Vitae von 

Horaz 

(The Ode 

Integer Vitae by 

Horace) 

Quintus  

Horatius 

Flaccus 

1844 N/A N/A N/A ● 6 verses 
 
 



 

40 
 

 

 

 

Lieder (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

13 Die Rose, 

die Lilie, die 

Taube,  
die Sonne 
(The Rose, 

the Lily, the 

Dove, the 

Sun) 
 
 

Heinrich 

Heine 

(1797– 
1856) 

1838 C 4  
to 
G 5 

French  
(Émile 

Deschamps) 

Easy ● 2 verses, strophic 
● Tempo marking: 

Allegretto molto moderato 
● Dynamic marking: 

leggiero (lightly) 
● The piano 

accompaniment is simple 

and charming. 
● Each verse of the vocal 

line consists of repetition 

of a few patterns: 

staccatos, expressive high 

note followed by 8
th

 notes, 

lyrical section emphasizing 

the texts (such as “liebe” 

and “Wonne”).  
● In the first verse, the 

protagonist starts off by 

listing the things he used to 

love (the rose, the lily, the 

dove, the sun). Then he 

declares that he loves them 

no longer, now that he has 

met the woman of his 

dream. The vocal moves 

up to a higher register to 

capture the protagonist's 

infatuation. 
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Lieder (continued) 

No. Song title Lyricist Year of 

compos

ition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

14 Die 

Rosenblätter 
(The Rose 

Petals) 

Wilhelm 

Müller 

(1794- 
1827)  

1839 F# 4 to 
F# 5 
 
 

French 
(Émile 

Deschamps) 

Easy ● 3 verses, strophic 
● Tempo marking: 

Andantino quasi Allegretto 
● Directions for the piano 

and the voice: dolce e 

leggiero 
● The piano writing is 

delightfully light and 

sweet. Alternating 16
th

 note 

and 16
th

 rest for both 

hands, a musical gesture 

that is used abundantly 

throughout the song 

provides an effervescent 

and charming setting for 

the voice. 
● The vocal writing 

imitates the piano part and 

uses alternating 16
th

 notes 

and 16
th

 rests to create an 

intimate and exciting 

atmosphere. The range is 

relatively small for 

Meyerbeer: only one 

octave wide. There are a 

few held notes set on D 5, 

otherwise, there is hardly 

any legato writing.  
● The protagonist throws 

rose petals in the ocean, 

smooth as glass. He fishes 

the rose petals out of the 

water with his hat and 

kisses each one.  A girl is 

also throwing rose petals in 

the ocean. The protagonist 

seductively suggests that 

she swims towards him if 

she wants the big roses that 

are swimming towards 

him.  
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Lieder (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

15 Scirocco 
(Scirocco) 

Michael 

Beer 
(1800- 
1833) 

1837 E 4  
to  
F# 5 

French 
(Émile 

Deschamps) 

Medium ● Tempo: Andantino quasi 

Allegretto 
● Specific directions for the 

voice throughout the song: 

mezza voce, molto dolce, 

d'une voix traînante (with a 

drawling voice), morendo 
● The phrase “Armes Kind 

(Poor child)” is given two 

different rhythmic figures 

that are repeated, although 

dynamic treatments of the 

phrase are varied.   
● Scirocco: a hot wind, 

often dusty or rainy, blowing 

from North Africa across the 

Mediterranean to southern 

Europe.
46 

● A mother is trying to 

comfort a child whose eyes 

are filled with tears, heart full 

of desire, and yearning for 

slumber. She reminds the 

child that the wind is blowing 

from the south and wishes 

that it would come quickly to 

comfort the child.  
● The middle section of the 

song where the protagonist is 

describing the child's 

unhappy condition is 

musically the most 

interesting with many 

accidentals and crying-like 

vocal writing.  The vocal line 

lingers around the passaggio 

(E5 to F5) to depict the 

distressing situation.  
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 “Scirocco.” Oxford Dictionaries. 

http://www.oxforddictionaries.com/us/definition/american_english/sirocco 
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Lieder (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

16 Sie und ich  
(She and I) 

Friedric

h 

Rückert 

(1788- 
1866)  

1835 Eb 4 to 
Eb 5 

French 
(Émile 

Deschamps) 

Easy  ● 3 verses, strophic 
● Tempo: Andantino quasi 

Allegretto 
● The piano part is 

substantial and engaging. For 

example, the interlude is 

longer than the verse. There 

are 2 interludes and a 

postlude which are all the 

same musical material. They 

work as a scene-change 

music between the verses. 
● The range for the voice 

part is only an octave, but the 

accidentals and leaps keep 

the piece from being 

monotonous. Dynamics for 

the voice part are piano to 

pianissimo throughout the 

piece, resulting in a reflective 

and pensive mood.  
●  The protagonist admits 

that he knew that she was 

here from the fragrances 

through the air, and then he 

believes that she must know 

that he was here from the 

flowing tears.  From the 

fragrances and tears, the 

existence of beauty or love is 

confirmed in his mind.  
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Lieder (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

17 Sonntagslied 
(Sunday 

Song) 

Herman

n Kletke 

(1813- 
1886)  

1841 D 4 to 
G 5 

French 
(Émile 

Deschamps) 

Medium ● 3 verses. 1
st
 and 2

nd
 verses 

are identical, and 3
rd

 verse 

starts differently but ends in 

the same way as the other 

verses. 
● Tempo: Andante religioso 
● The piano part is marked 

dolce and has attractive 

melodies throughout the 

song. The prelude and the 

interlude between the 1
st
 and 

2
nd

 verse is the same. The 

piano part often carries the 

melody when the voice rests. 

For the third verse, the piano 

part is in a low register and 

the triplets in the right hand 

reveal the protagonist's 

anxious heart.  
● The vocal part is marked 

dolce e legato. The 

beginnings of the verses 1 

and 2 are lyrical and calm, 

then suddenly a dramatic 

high G appears. The melody 

is gentle yet passionate with 

a sense of drama.  
● The church bells ringing 

and the choir singing from 

afar remind the protagonist 

that this is the Lord's 

beautiful day. The Lord in a 

beautiful white dress with an 

angel by His side reveals 

Himself, mild as the spring. 

The protagonist confesses 

that his heart is anxious and 

heavy but when he looks at 

the cross on Sunday, he feels 

like the heaven is opening up 

for him. 
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Lieder (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

18 Ständchen 

(Serenade)  
Johann 

Gabriel 

Seidl 

(1804-

1875)  

1840 E 4 to 
F 5 

French 
(Maurice 

Bourges) 

Medium ● 4 verses. 1
st
, 2

nd
, and 4

th
 

verses identical. 
● Tempo: Andantino 

amoroso 
● Direction for the piano: 

sempre piano e leggiero 
● The piano part imitates 

the strumming of a guitar 

with an 8
th

 note with grace 

notes preceding and an 8
th

 

rest, which are repeated 

throughout 1
st
, 2

nd
, and 4

th
 

verses. For the 3
rd

 verse, the 

piano writing changes to 

consecutive triplets in a high 

register to create a fantastic 

and dreamy atmosphere.  
● The vocal writing features 

several dotted rhythms, 

descending 16
th

 notes with 

accidentals and grace notes, 

and syncopations, which 

result in an alluring and 

charming atmosphere.  
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Lieder (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Ra

nge 
Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

19 Suleika 

(Suleika) 
Johann 

Wolfgang 

von 

Goethe 

(1749– 
1832)  
 

1838 E 4 

to 
G 5 

French 
(Henri Blaze 

de Bury) 

Medium ● 2 verses, strophic 
● Tempo: Andante amoroso 
● Character of the song: 

dolce 
● Each verse has 2 parts: 

first part is in 4/4, lyrical, 

noble, and sentimental; piano 

accompaniment consists of 

8
th

 notes on staccatos, which 

are mainly I, IV, and V 

chords spelled out with 

octaves in both hands; 

second part is in 12/8, most 

notes still use staccatos but 

the rhythm is more varied 

compared to the first part; the 

piano part and the vocal part 

are homo-rhythmic; overall 

mood of the second part is 

animated, buoyant, and 

graceful. 
● The poem is from 

Goethe's cycle of poems 

“West-Östlicher Divan 

(West-Eastern Divan)” 

which was written in 1814-5 

and published in 1819.
47

 

Goethe had a literary love 

affair with Marianne von 

Willemer (1784-1860) and 

several of her poems were 

added to the “Book of 

Suleika” in the “West-

Östlicher Divan” 

collection.
48 

● The protagonist yearns to 

know whether or not her 

beloved also loves her back. 

The mood is sensuous and 

tender.  
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 Iitti. The Feminine in German Songs.  p. 65.  
48

 Kimball. Song. p. 62.  



 

47 
 

Lieder (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Ra

nge 
Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

20 Der 

Wanderer 

und die 

Geister an 

Beethovens 

Grabe  
(The 

wanderer 

and the 

spirits of 

Beethoven's 

grave) 

Ferdinand 

Braun 

(1812- 
1854)  

1845  French 
(Maurice 

Bourges) 

 Medium ● Solo Bass (Der 

Wanderer), SSAA (Chor der 

Geister), unaccompanied.  
● Tempo: Allegretto molto 

moderato 
● Through composed 
● The song starts with the 

wanderer asking questions: 

what divine song springs 

from the Heaven? What is 

this sound floating in the air? 

The three soloists from the 

chorus of spirits answer him 

and tell him that they are the 

tone spirits that celebrate the 

Master with their harmonies. 

The chorus joins the three 

soloists and the wanderer, the 

texture builds up, and the 

song ends in a triumphant 

and victorious mood.  
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Part C: Mélodies 

 

Table 3 
 
Mélodies 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

1 À une jeune 

mère  
(To a young 

mother) 
Also known 

as  
“À une 

jeune fille” 

Pierre 

Durand 
1839 C# 4 to 

G 5 
German 
(Castelli) 

Medium ● 3 strophic verses with a 

coda 
● Tempo: Poco andantino  
● Direction for the piano: 

dolce 
● Each verse starts and ends 

with “Console-toi (Take 

consolation).” 
● The piano writing for the 

3 verses is simple and light in 

texture. In the coda section, 

8
th

 note and 8
th

 rest alternate 

in both hands creating an 

exciting atmosphere, and the 

rapid 16
th

 notes (sextuplets) 

musically paint the image of 

an angel, as mentioned in the 

coda section lyric.  
● The narrator tells a young 

mother to take consolation in 

the fact that the sky is 

cloudless and is shining, even 

though her life has been filled 

with grief and suffering. If 

her child rushes to her to be 

embraced and kissed, she 

should take solace in that 

love, as the law of love is a 

gift from God, which was 

written on the angel's wings.  
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

2  Ballade de 

la Reine 

Marguerite 

de Valois 
(Ballad by 

Queen 

Marguerite 

of Valois) 

Marguerite 

de Valois 

(1553-1615)  

1829 D 4  
to  
G 5 

German  Medium ● 2 verses, strophic 
● Tempo: Andantino 

quasi Allegretto 
● Direction for the 

piano: pesante (heavy 

and ponderous) 
● Direction for the 

voice: molto dolce 
● Multiple key 

changes. G Major→  g 

minor→ Bb Major → G 

Major → g minor 
● The song starts out 

solemnly, reminding the 

audience that to be a 

good Christian, one 

must give up every 

good thing. The tone of 

the section is regal and 

authoritative.  The 

mood quickly lightens 

and the protagonist is 

playful and coquettish 

as she complains that 

“one can't do what one 

would like to do, no, 

no.”  
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Mélodies (continued) 

No. Song title Lyricist Year of 

compo 

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

3 Le baptême   
(The 

Baptism) 

Maurice de 

Flassan  
(1813- 
  1894)  
 

1839 F# 4 to  
F 5 

German  
(J.C. 

Grünbaum) 

Easy  ● 2 verses, strophic 
● Tempo: Andante 

religioso 
● Direction for the 

piano: Dolce 
● The vocal writing is 

relatively simple. 

Meyerbeer inserted many 

accidentals for intriguing 

tone colors. Overall 

atmosphere is sincere 

and serious.  
● During the baptism, 

the parents of an infant 

boy pray to the Lord to 

pour the water of 

Paradise on their baby’s 

blond head and to banish 

the spirit of evil.  
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

com

posit

ion  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

4 La Barque 

légère  
(The light 

boat) 

Joseph 

A.N. 

Naudet 
(1786-

1878)  

1829 D 4  
to 
G 5 
(option

al B5) 

German 
(Bernd 

Böhmel) 

Medium ● 3 verses, modified strophic 
● Tempo: Mouvement vif et léger 

(lively and light) 
● The triplets of 16

th
 notes and 

rhythmic varieties in the prelude 

set the tone for the song: playful, 

unpredictable ending. The piano 

part for the first verse imitates the 

gentle rocking of the water with 

the alternating G2 and G3 in the 

left hand. In the second verse, the 

32
nd

 notes in the low register for 

the left hand emulate the stormy 

water. The fluctuating 16
th

 notes 

in the left hand in the third verse 

indicate emotional change in the 

girl that the protagonist is wooing 

on his boat.  
● The vocal line describing Lise 

is simple and harmonically 

predictable. The vocal line for 

Lucas has greater dynamic 

changes, staccatos, sudden ff, 

indicating his suave and theatrical 

nature.  
Lucas and Lise are walking on the 

riverbank and he offers to take her 

to the other side of the shore                

Lise the shepherdess is cautious 

but agrees to go with him. They 

get caught in the storm, and Lucas 

comforts Lise by telling her that 

their boat is light and is driven by 

love. Once they are on the stormy 

water, Lise realizes that it is 

already midnight and that her 

mother will be worried, but it's 

already too late for regrets.  
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

com

posit

ion  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

5 Cantique 

du 

Trappiste 
(Hymn of 

the 

Trappist
49

) 

Anonym

ous 
1842 F# 2 to  

Eb 4 
German  Advanced ● 3 verses; verses 1 and 2 are 

identical and verse 3 is with 

different musical material and 

tempo 
● Tempo: Andante religioso 
● The piano writing is thin in 

texture, somber in mood, and uses 

tremolo and dotted rhythm to 

reflect the serious mood of the 

Trappist. 
● The vocal line is given many 

directions to follow. At the 

beginning, it's marked forte and 

ben marcato which results in a 

resolute and somber mood. The 

range is quite wide, for instance, 

“songe à ta fin ô mortel” in the 

first verse is goes from G# 2 to D 

4 within three measures. The third 

verse is marked Andantino 

grazioso with a slower tempo 

compared to the first two verses, 

and features plenty of triplets 

which provides a driving force.  
● The protagonist reminds the 

audience that our life is only for a 

moment and our death is certain,  

and every day death takes us to the 

tomb. All the riches and wealth of 

the world cannot console us when 

death comes to take us.  Only God 

can give us the assurance. The 

protagonist challenges us to pray 

every day, be ready for death, and 

to think about the end of our lives.  
 
 
 
 

 
 

                                                
49

  Trappist: The Cistercians of the Strict Observance, a religious order of the Roman Catholic Church, also 

known as "Trappists" or "Trappistines.” www. trappist.org. 
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

com

posit

ion  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

6 La 

Chanson 

de Maître 

Floh 
(Master 

Floh’s 

song) 

Henri 

Blaze de 

Bury 
(1813-

1888)  

1839 Eb 2 to 
Eb 4 

German 
(Bernd 

Böhmel) 

Advanced ● 2 verses 
● Tempo: Moderato e pesante 
● Written for Baritone 
● Each verse starts with the 

same musical materials, then 

develops differently 
● The piano writing reveals the 

comical and ridiculous side of the 

Master Floh by utilizing lots of 

trills, staccatos, accents on 

unexpected places and on weak 

beats, and chromaticism.  
● This song requires a highly 

trained singer who is capable of 

handling many technical 

challenges without losing the 

charm and silliness of Master 

Floh. Some of the challenges 

include wide leaps (Ab 2 to C4, 

G2 to Bb 3), no built-in rests for 8 

measures while repeatedly singing 

D4, a long scale (D4 to F2) on one 

word, and sustaining Eb 2.  
● In this amusing song, Master 

Floh believes that a pitcher gorged 

on new wine on evening of the 

grape harvest, got drunk, and 

jumped and knocked itself against 

the wall, then start sweating drops 

of wine while dancing wildly.  

Master Floh arrived to the scene, 

starts to pray to Heavenly Father 

that the drunk pitcher stops 

wasting so much wine. Master 

Floh quickly found a solution, 

locked the door, and drank wine 

from the cracked pitcher.  
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

7 Chant de mai 
(Song of 

May) 

Henri 

Blaze de 

Bury 

(1813- 
1888)  

1837 E 4  
to 
A 5 

German  
(Castelli) 

Advanced ● 3 verses 
● Tempo: Allegretto 

scherzo 
● Direction for the piano: 

molto dolce e leggiero 
● Direction for the voice: 

dolce e staccato 
● The mood is exuberant 

and delightful 
● The prelude imitates 

bird's chirping sound with 

staccatos.  
● In the first verse, the 

vocal line starts in a 

recitative like manner with a 

light piano accompaniment. 

The vocal writing becomes 

more challenging as it goes 

on, with big leaps (from A 4 

to A 5), long phrases, and 

melismas. The climax in the 

third verse “Et...ce 

mot...c'est...c'est amour! 

(and...this word...it's....it's 

love!)” is given a dramatic 

treatment with tension-filled 

pauses, followed by an 

explosive “C'est amour!.” 
● The protagonist playfully 

asks if you know the song 

that the streams, the breeze, 

the flowers taught him in the 

spring time? The sun, bird, 

and lizard know it. It is 

better and sweeter than any 

music composed by anyone, 

even by Cimarosa and 

Mozart. It has one word...it 

is...love! 
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

8 Chant des 

Moissonneurs 

vendéens  
(Song of the 

Vendean 

reapers) 

Henri 

Blaze 
(1813- 
1888)  

1839 F# 4 to 
B5 

German 
(Bernd 

Böhmel) 

Medium ● 2 verses, strophic 
● Tempo: Andantino quasi 

Allegretto 
● For the first half of the 

song, the piano part features 

alternating quarter note and 

8
th

 note on staccatos, 

creating anticipation and 

excitement. For the second 

half of the song, the piano 

part matches the romantic 

nature of the protagonist's 

confession of love by 

utilizing arpeggios and rapid 

dotted rhythms, imitating the 

palpitating heart.  
● The vocal line in the first 

half is mainly set on 16
th

 

notes and 8
th

 notes, then for 

the second half, the direction 

says con abandono (with 

abandon) and the vocal line 

becomes passionate and 

ardent with long-held notes 

and repetition of the text 

“aime-moi (love me).” 
● The protagonist, a simple 

corn farmer, misses his love 

who lives far away. But, a 

lark goes daily to her field 

and tells her that he loves 

her. The protagonist never 

learned to read, yet they 

write love letters to each 

other. There is no need to 

know how to read the letters 

when two minds are one as 

theirs.  

 

9 Confidences 

(Confidences) 

Maurice 

Bourges 

1850 N/A N/A N/A ● 2 verses 

● The protagonist, the poet, 

does not want to tell anyone 

about the love that consumes 

him.  
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Mélodies (continued) 

No. Song title Lyricist Year of 

compos

ition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

10 La dame 

invisible  
(The 

Invisible 

Lady) 
 

Amédé 

Edmond 

Thierry 

(1813- 
1894)  
 

1845 C# 4 to  
F# 5 

German 
(L. Rellstab) 

Medium ● Conversation between 2 

characters (the lady and the 

passerby; in Allegretto 

moderato and Andante 

sostenuto, respectively) 
● 3 verses. modified 

strophic 
●  Challenges: Fast 

tempo, rhythmic 

complexity, syllabic word 

setting 
● The lady asks the 

passerby what brings him 

to the same bench outside 

her window every 

morning. He answers that 

it is the lady's voice that 

attracts him there. He 

declares that his love for 

her is true, therefore she 

should lift her veil and 

show her sparkling eyes to 

him. 
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Mélodies (continued) 

No. Song 

title 
Lyricist Year of 

composi

tion  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

11 Fantaisie  
(Fantasy) 

Henri 

Blaze 
(1813- 
1888)  

1836 D 4 to 
A 5 

German 
(Bernd 

Böhmel) 

Advanced ● 4 verses, through 

composed. 1
st
 and 3

rd
 verses 

start with the same musical 

materials, then develop 

differently.  
● Tempo: Allgretto grazioso, 

ben marcato 
● Romance 
● The piano part for verses 1, 

2, 3 consists of the same 

rhythmic pattern: flowing 8
th

 

notes and quarter notes in the 

right hand, and alternation of 

8th note with a grace note and 

8
th

 rest in the left hand. In 

verse 4, the piano writing 

changes to continuous triplets 

as the protagonist compares 

her joy of waiting for her 

husband to the falling of fresh 

dew, birds, and flowers.  
● This song presents 

challenges typically found in 

an operatic aria such as: wide 

leaps that lead to sustained 

high notes, long lyrical 

phrases, and blooming high 

notes proceeded by dotted 

rhythm in the high register.  
● The protagonist is waiting 

on her new spouse, Hermann, 

with much excitement and 

anticipation. She calls on the 

daisies, white bell flowers, 

nightingales, and nature to 

ready her bed with their 

meadowy perfumes.  
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

12 La Fille de 

l'Air  
(The 

Daughter 

of the Air) 

Joseph 

Méry 
(1798- 
1865)  

1837 Eb 4 to 
Ab 5 

German 
(Bernd 

Böhmel) 

Medium ● 3 verses, strophic 
● Tempo: Allegretto 

moderato 
● Detailed musical 

directions for both piano 

and voice: toujours très 

doux et légèrement (always 

very soft and lightly), 

détaché chaque note 

(detach each note), portez la 

voix (carry the voice or 

portamento). 
● The piano part portrays 

the lightness of the air by 

alternating 32
nd

 notes and 

32
nd

 rests in both hands in a 

high register. The result is 

an effervescent and buoyant 

sound.  
● The voice part has many 

staccatos and 16
th

 notes to 

keep the texture light and 

airy. There is an octave leap 

to Ab 5 which is the most 

technically challenging part.  
● The protagonist, the 

Daughter of the Air, 

describes her life in a 

fantastic way. She flies 

among the clouds, far away 

from the troubles of the 

world, and is always serene 

and content. At night, she 

steals golden fringes for her 

robe and rubies for her hair. 

She claims that she prefers 

sweet lies to sad truths. The 

mood of the song is surreal 

and whimsical.  
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

13 La folle de 

St Joseph  
(The Mad 

Woman of 

Saint 

Joseph) 
 

Adolphe 

Marquis 

de Custine 

(1790- 
1857)  

1837 D 4 to  
G 5 

German 
(Castelli) 

Medium ● 3 verses, modified 

strophic 
● Tempo: Andante 

doloroso 
● Each verse is made of 2 

sections. The first section 

has guitar strum- like 

(arpeggiated chords) piano 

accompaniment. In g minor. 

The vocal line is 

melancholy and expressive 

with large leaps. 
● The second section has 

passionate and wave-like 

arpeggios filled piano 

accompaniment. In G 

Major. The vocal line is aria 

like with dramatic urgency.  

The last word is each verse 

repeated after a 

heartbreaking pause, for 

example, the last verse ends 

with “Je frémirai! (I'll 

tremble).”  
● The scene starts with the 

mad woman moistening the 

stone with her tears as she 

cries from the pain after her 

lover deserted her. She 

hopes that he will return 

one day and walk on the 

same stone she cried on. 

She wants to offer the 

flowers from her garland to 

him as the last gift. The 

woman describes a scene 

where the man returns to 

find her in a wooden box 

(coffin), cold and voiceless.  

If one day he visits her 

grave, even then, she will 

tremble as she waits for 

him.  
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

14 Le lai de la 

pauvre 

Louise 

(The lay of 

poor 

louise) 

Sir Walter 

Scott 

1850 N/A N/A N/A ● Poor Louise roams alone 

from coast to castle.  The 

sun scorched her cheeks, 

and it dimmed her eyes. The 

savage bear and wolves let 

fair Louise pass by safely.  

But something far worse 

awaits her.  She meets a 

handsome huntsman in the 

woods. The huntsman has 

many fascinating tales and 

Louise falls in love with 

him.  Poor Louise loses her 

innocence.  

 

15 La 

lavandière 

(The 

washer 

woman) 

Michel 

Carré 

1855 N/A N/A N/A ● 2 verses 

● The washerwoman beats 

her wash against the rock 

until the morning.  She is 

washing her white shroud in 

the current of the river and 

sighing. While she was 

waiting for a little shepherd 

to come and ask her to 

marry him, she let her pretty 

wedding veil fall into the 

freezing water.  

● The little shepherd is 

surprised to hear a song in 

the woods, and peers into 

the darkness.  He hears the 

beating of her wash against 

the rock. He sees the pale 

washerwoman, who makes 

a dash toward him and pulls 

him into the current.  She 

thanks for shepherd for his 

help, as she feels less old 

and ugly.  Her pretty 

wedding veil is a veil of the 

dead.  
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

16 La 

Marguerite 

du Poète 

(The 

Poet's 

Daisy) 

Henri 

Blaze de 

Bury 

(1813- 
1888)  

1837 Eb 4 to 
G 5 

German  
(Bernd 

Böhmel) 

Medium ● 2 verses, modified 

strophic 
● Tempo: Allegretto molto 

moderato 
● Direction for the voice: 

légèrement (lightly) 
● The piano part mainly 

consists of repeating 

rhythmic figure of 8
th

 note, 

8
th

 rest, 8
th

 note, which 

results in a hypnotizing 

wave-like sound.  
● The German translation 

of the song title is 

“Dichterliebe (Poet's love).” 
● The vocal part features 

repetition of a rhythmic 

figure (dotted 8
th

 note, 16
th

 

note, 8
th

 note followed by 

quarter note and 8
th

 note on 

staccatos) to create a sense 

of unity.  
● The protagonist, 

Marguerite, doesn't wear a 

garland in her hair, only on 

a feast day. She goes 

through the village alone, 

then she comes back to the 

house, sings about the King 

of Thule, and spins. The 

repeating bass line and a 

lady who spins and singing 

about a man are elements 

also found in Schubert’s 

famous song “Gretchen am 

Spinnrade.”  
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

17 La mère 

grand 
(Grand 
mother) 

Ambroise 

Bétourné 

(1795- 
1838)  

1830 Contralto 

(Grandm

other): 
A# 3 to  
D 5 
Soprano 
(Grandda

ughter): 
 E 4 
 to 
 B 5  
 

German Advanced ● Nocturne for two female 

voices 
●  Tempo: Allegretto 
● Direction for the piano: 

leggiero e ben staccato 
● 3 strophic verses with 

different cadenza for each 

verse 
● This witty and charming 

duet between the 

grandmother and her 

granddaughter comes with 

detailed directions. For the 

grandmother, she is to sing 

with d'un ton colère (an 

angry tone) and the 

granddaughter is to sing 

with molto dolce (very 

sweetly), creating an 

interesting contrast of 

moods and colors between 

the voices.  
● The piano writing is 

relatively simple and 

complementary to voices. 

Rhythmic varieties, use of 

grace notes and staccatos 

add excitement to the song. 
● The vocal writing for the 

grandmother is 

characterized by heavy use 

of staccatos, sudden leaps to 

imitate the grandmother's 

nagging and scolding. The 

vocal writing for the 

granddaughter features 

several triplets, dotted 

rhythms, staccatos, wide 

leaps, and is sweet and 

dreamy. The text for the 

grandmother is different for 

all three verses, while the 

granddaughter's text is the 

same throughout the song. 
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

comp

ositio

n  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

18 Le Moine 

(The Monk) 
Émilien 

Pacini 
(1810– 
1898)  

1834 F 2  
to  
E 4 

German 
(Castelli) 

Advanced ● 3 verses; 2 identical verses 

and 3
rd

 verse with partially 

similar musical materials.  
● Tempo: Allegro smanioso 

(fast and frantic) 
● Detailed musical directions 

for the voice: avec angoisse 

(anxiously); doux, avec une 

expression douloureuse 

(sweetly, with a pained 

expression); avec vigeurs, 

saccadé (with vigor, jolting); 

avec désespoir, avec délire 

(with despair, with delirium)  
● The piano writing features 

many 32
nd

 notes to capture the 

feeling of anxiety and a 

succession of 8
th

 notes to 

create the pious and prayerful 

mood. The atmospheric 

postlude of 14 measures 

reaffirms the piano part's 

equal importance to the voice 

part.  
● The vocal writing is 

dynamic and dramatic with 

frequent change in moods, 

registers, and dynamics.  
● The protagonist, the monk, 

is praying to Christ while 

holding the cross close to his 

heart and asks Christ to 

banish the demon who tries to 

tempt him. Thoughts of love 

and intoxicating images haunt 

and tempt the monk, and he 

calls on the Virgin Mary to 

pray for him and to slow 

down God's wrath against his 

foolish offenses.  
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Mélodies (continued) 

No. Song 

title 
Lyricist Year 

of 

comp

ositio

n  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

19 Nella 

(Nella) 
Émile 

Deschamps  
(1791- 
1871)  
 

1838 
 

E 4  
to  
B 5 

German 
(Castelli) 

Advanced ● 2 verses, strophic 
● Tempo: Allegretto 

moderato 
● Aria-like and vocally 

challenging: a wide leap 

from F# 4 to B 5; 

leggierissimo (very light) 

section with 11 measures of 

singing without rests built in; 

requires long breaths and 

good stamina.  
● The accompaniment 

depicts the waves of the 

Venetian canals by using 

consecutive 8
th

 notes and 

ascending 16
th

 notes  
● There are 3 characters in 

the song: the narrator, Nella, 

and her suitor (the richest 

youth in Venice, a prince). 

Nella is the most desirable 

young woman in Venice 

(“She's the pearl of Venice”) 

who is in love with a poor 

page.  A prince falls in love 

with Nella and tries to 

persuade her by listing his 

attributes: his fabulous 

parties, gold and silver coins, 

and even a palace. Even then, 

Nella proclaims her 

unwavering love for the 

page. 

 



 

65 
 

 

 

 

Mélodies (continued) 

No. Song title Lyricist Year 

of 

comp

ositio

n  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

20 Le poète 

mourant 
(The 

dying 

poet) 

Charles 

Hubert 

Millevoye 
(1782- 
1816)  

1836 D 4 to 
A 5 

(option

al C 6) 

German 
(Castelli) 

Advanced ● Type: Élégie (Elegy; 

mournful poem) 
● Tempo: Andante mesto 

(Moderately slow and sadly) 
● The song is long, over 9 

minutes, and has many 

features of scena ed aria 

including a slow recitative-

like beginning, aria section 

with elegant melody 

(cantabile), tempo changes, a 

passionate and rhythm driven 

section (cabaletta) with a high 

note at the end. Then, the 

same musical material from 

the beginning of the song 

returns at the end, which is not 

a typical feature of the scena 

ed aria.  
● The piano writing for the 

cantabile is either alternating 

between a quarter note and a 

quarter rest or arpeggios. For 

the cabaletta section, the piano 

part constantly uses triplets to 

drive the music forward.  
● The protagonist, the poet, is 

dying at the same time as his 

lamp fades away. He is 

reflecting and singing about 

his pleasure-filled youth that 

betrayed him and left him only 

with pain. He asks his friend 

to rescue his verses from 

oblivion, and to the women 

whom he forgives to come and 

remember him by leaving 

roses on his grave. His lyre 

suddenly drops to the floor, 

his lamp goes out, and the 

next day, the poet also dies. 
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

comp

ositio

n  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

21 Prière 

d'enfants 
(Children's 

prayer) 

Ferdinand 

Braun 
1839 Sop I: 

C 4 to 

G 5 
 
Sop II: 
C 4 to 

G 5 
 
Alto: 
A 3 to 

D 5 

German Medium ● Written for 3 female 

voices, a cappella 
● Tempo: Allegretto molto 

moderato 
● The vocal writing for all 

three parts is either dolce 

singing with lots of staccatos 

or consecutive 16
th

 notes that 

are marked dolce e legato. 

The texture of the piece is 

light and buoyant, despite 

having three voices singing in 

similar ranges. The playful 

mood of the song reveals the 

energetic yet innocent sides of 

the children. 
●  The children are thanking 

God in their prayer, in which 

they confess that His finger of 

fire engraved duty's law on 

their hearts. Their gratitude is 

a sweet tribute to His power. 

God wants all men to have 

only one heart and to have 

hallowed friendship. Love and 

trust in our neighbor is the 

source of God's law.  
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Mélodies (continued) 

No. Song title Lyricist Year of 

composi

tion  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

22 Rachel à 

Nephtali  
(Rachel 

and 

Nephtali)  
 

Émile 

Deschamps 

(1791– 
1871)  
 

1834 Ab 3 to 
Ab 5 

German 
(Castelli) 

Advanced ● Type: Romance 

Biblique (Biblical 

Romance) 
● Dedicated to Prosper 

Levasseur (famous 

French bass)
50 

● 3 verses, strophic 
● Detailed musical 

directions: avec une 

tristesse naïve (with naïve 

sadness) and avec 

explosion (with 

explosion) 
● Rachel rejects 

Nephtali's confession of 

love, as she is married to 

his brother. Each verse 

ends with Rachel's 

passionate plea to 

Naphtali: “I'm your 

sister!”  

 

                                                
50

 Becker. Giacomo. pp. 68-9. In Meyerbeer's letter to his friend Wilhelm Speyer on January 28, 1835, he 

talks about the two popular Romances (“Le Moine” and “Rachel à Nephtali”) that he composed in 

Paris:  
  “...in the biblical Romance “Rachel à Nephtali,” in which the poet's colors are so delicately expressed 

that I worked with very subtle musical means. The shame felt by the young Jewess in admitting to her 

brother-in-law that she shares his forbidden love holds back the glow of her passion, which only breaks 

through in the last verse of each couplet, “Pitié, je suis ta soeur” [Oh pity, I am your sister]. I attempted 

to express this intense feeling by using a persistent small bass figure. In the last verse of each couplet, 

where the passion breaks through, this bass figure is taken over by the vocal line.  I am sorry that I 

wrote this Romance in 2/4 instead of 4/4 time, for the movement must be slower that it appears to the 

eye.”  
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

23 Le Ranz des 

Vaches 

d'Appenzell

: Chanson 

suisse à 

deux voix 
(Le Raz des 

Vaches of 

Appenzell: 

Swiss song 

for two 

voices) 

Eugène 

Scribe 
(1791- 
1861)  

1828 Soprano: 

E 4 to  

A 5 
Mezzo- 

soprano:   
A 3 to  
A 5  

German  
(Castelli) 

Advanced ● Swiss Chanson for 

Soprano (Le berger) and 

Mezzo-soprano (L'étranger) 
● 5 verses. Soprano sings 

verses1, 2, most of verses 3, 

4; mezzo-soprano sings the 

beginning of verse 3; verse 

5 is duet 
● The Shepherd waits to be 

reunited with his lover in 

the evening and he orders 

his flock of cows to ring 

their bells to bring back his 

sweetheart, Jeannette. The 

Stranger asks if the 

shepherd wants to follow 

him and live happily. The 

Shepherd shows the 

beautiful sky of Appenzell, 

his native country and 

refuses. But when the 

stranger offers the 

possibility of a great wealth, 

the shepherd almost seems 

determined to leave. At the 

end, the shepherd turns 

down the offer and stays in 

his small, yet lovely home 

town. 
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

24 Sicilienne 

(Sicilienne) 
François 

Joseph 
Méry 

(1798- 
1865)  

1845 F 4 to 
A 5 

German 
(Rellstab) 

Medium ● 3 verses, strophic, with 

coda 
●  Direction for the piano: 

sotto voce e leggiermente 

(softly and lightly) 
● Repetition of the rhythm 

(8
th

 note, 8
th

 rest, and 8th 

note) in the piano part 

imitates the gentle waves, and 

ascending triplets with 16
th

 

notes add charm and variety. 

Meyerbeer used many 

accidentals for a wide variety 

of colors in the piano part.  
● The wide leap (G 4 to A 5) 

at the end of each stanza is 

marked piano, which makes it 

challenging. The melody is 

attractive and idiomatically 

written for the voice.  
● Beautiful flowers, the sky 

filled with joy, and tranquil 

streams indicate that it is 

summer. Full moon and 

glistening sea show that it is 

night. Mourning and 

celebration in the mind of the 

poet reveal that it is love.  
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Mélodies (continued) 

No. Song title Lyricist Year 

of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

25 Sur le 

balcon  
(On the 

balcony) 

Amédé 

Edmond 

Thierry 

(1813- 
1894)  
 

1845 D 4 to 

Bb 5 
German  
(Rellstab) 

Advanced ● 3 verses, strophic 
● Specific musical directions 

for voice: sempre molto dolce 

e sotto voce (always very 

sweet and soft) and traînez le 

son (drag the sound) 
● The piece starts in hesitant 

and pensive sounding c minor 

with staccatos and rests. The 

key quickly changes to serene 

and peaceful Eb major before 

the vocal entrance.  
● The vocal writing is 

seductive yet sweet. The 

protagonist invites her lover 

to join her on the balcony 

while describing the 

intoxicating scent of the 

flowers, pale moon, and 

pensive stars. The piece ends 

with the protagonist 

confessing her endless 

adoration for her lover.  
● Some operatic aria-like 

moments:  the melody goes 

from D 4 to Bb 5 in the matter 

of four beats (“plus loin du 

bruit est plus près de 

l’amour”); unaccompanied 

vocal descent on the 

consecutive 8
th

 notes, like a 

cadenza. 
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Mélodies (continued) 

No. Song title Lyricist Year of 

compo

sition  

Range Additional 

available 

singing 

translations 

Difficulty 

level 
Comments 

26 Le Vœu 

pendant 

l'Orage 

(The Vow 

During 

the Storm) 
 

Ambroise 

Bétourné 

(1795- 
1838)  

1830 D 4 to 
G 5 

German 
(Bernd 

Böhmel) 

Advanced ● The song has multiple 

sections with a long prelude 

(13 measures) and interlude 

(15 measures). There are three 

verses: verse 1 and 2 are 

identical and verse 3 has an 

additional middle section.  
● Tempo: Allegro 
● The virtuosic piano part 

with rapid 16
th

 notes invokes 

the image of a wild storm. 

Throughout this lengthy song, 

the piano part features several 

octaves, chromaticism, 

accidentals for color change, 

wide dynamic change from 

ppp to ff.  
● The vocal line is lyrical and 

expressive. Beginnings of the 

verses 1 and 2 where the 

protagonist is describing the 

stormy waters is marked con 

agitazione (with agitation) and 

the part where the protagonist 

sings to the Virgin Mary is 

marked très doux (very soft).   
● The protagonist sees the 

ship that carries her beloved in 

the distance, but she is terribly 

upset because of the rough 

wind and storm-tossed ocean. 

She prays to the Virgin Mary, 

savior of the unhappy, to calm 

the wild sea. She promises to 

make a pilgrimage every year 

if her lover returns home 

safely.  The prayer is 

answered. The wind dies 

down, and the crew of the ship 

is singing and bringing the 

ship back to port.  
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CHAPTER 4 

 

 EXPLORATIONS OF SELECTED SONGS: 

TEXTUAL, HARMONIC, AND PEDAGOGICAL ASPECTS 
 

 

Six songs in total, with two songs from each language group, are chosen and analyzed in 

this chapter to explore Meyerbeer’s songs in depth. The selected songs are from various 

points of Meyerbeer’s career, and are of different levels of difficulties, topics, lengths, 

and moods.  I strived to choose songs of a wide variety to represent the diversity of 

Meyerbeer’s songs. 

Part A: Canzonette 

1. “De’ miei giorni (At the Dawn of Each Day)”    

 “De' miei giorni (At the Dawn of Each Day)” is a passionate canzona composed 

in 1840 to a poem by F.N. del Santo-Mango, an Italian poet who lived in Paris.
51

 The 

song's French title “Délire (Delirium/Madness)” reveals the protagonist's state of mind, 

implying that she is experiencing violent excitement or emotion. The frequent key 

changes indicate the inner turbulence that the protagonist feels. The tempo of the song is 

Larghetto, which sets the mood of the song as mournful, melancholy, and hallucinatory, 

yet tender and hopeful.   

De' miei giorni  At the Dawn of Each Day 
 
Canzona  
 
De’ miei giorni sull’aurora  
Vivo solo per te soffrir  
Quel crudele che m’innamora  

 
Ballad  
 
At the dawn of each day  
I live only to languish for you;  
For that cruel man who fills me with love  

                                                
51

 Meyerbeer. The Diaries of Giacomo Meyerbeer. Volume 3. p. 256.  
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Par di gelo a’ miei sospir;  
Se pietà de’ pianti miei  
Lo potesse innamorar,  
Notte e giorno io piangerei,  
Ma follia saria sperar:  
 
Un sorriso non negarmi,  
E d’amor io morirò.  
 
Forse un giorno men crudele  
Al mio sen ritornerà.  
E quest’alma più fedele  
Al suo cor rispanderà.  
Se la gioja del mio core  
Il crudel infiammerà,  
Ogni pena, ogni dolore  
Nel mio petto cesserà.  
 
Un sorriso non negarmi,  
E d’amor io morirò.  
 

Behaves with coldness to my longing;  
If pity for my tears  
Might fill him with love,  
I could weep night and day,  
But it would be madness to hope:  
 
Do not deny me a smile,  
And I shall die of love.  
 
Perhaps someday, less cruel,  
He’ll return to my breast,  
And my soul, more faithful,  
Will open to his heart again.  
If the cruel man rekindles  
The joy of my heart,  
All pains, all sorrows  
In my breast will cease.  
 
Do not deny me a smile,  
And I shall die of love.  
 

  

“De miei giorni” is in strophic form and has two verses. Each verse starts in C 

minor and then modulates to C major.  The song starts with a simple and short piano 

introduction with a repeating bass line that alternates between C3and G2, and the right 

hand provides syncopation.  

The vocal line for the first half of each verse in C minor features several sudden 

turns, accidentals, consecutive 16
th

 notes, and dramatic large leaps that reflect the 

protagonist's state of mind: full of turmoil, anxious, and unpredictable.  The vocal ranges 

in the first part (C minor) are quite wide for a song, from Eb 4 to Ab 5.   The vocal line 

starts with a leap from G4 (on an 8th note) to Eb5 (on a quarter note) which reappears 

five more times throughout the song. The repetition of this musical figure accentuates the 

anguish that the protagonist feels, and the dramatic leap sounds as if she is barely 

stopping herself from crying. The purpose of these multiple leaps isn't to emphasize 
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important words as the leap is often set on ordinary words like “quel (that)” and “E 

(and),” but it is to associate the wail-like sound of the leap with the protagonist's pain. 

She is feeling uneasy and agitated.  Meyerbeer heightened the drama by repeating the 

opening line “De' miei giorni” twice, which makes the opening phrase “De’ miei giorni 

de' miei giorni sull’aurora vivo solo per te soffrir (At the dawn of each day, every day, I 

live only to languish for you)” filled with affection and fervor.  

 

 

Ex. 1. “De' miei giorni,” mm. 1-4.  

 

The following two vocal entrances on “Quel crudele,” and “se pietà” are also emphasized 

the same way, by repetition of the text.  The opening phrase, after the leap, moves on to 

consecutive sixteenth notes that form a sweeping line that ends with a blossoming on G5.  

The bass line of the piano is entirely made of slow moving quarter notes, and the right 

hand supplies i, iv, and V chords. The piano part in the C-minor section sounds subdued 

and hopeless.  The drama is in the voice part in this section.  Meyerbeer set the majority 

of words in the first section on consecutive sixteenth notes, and as a result, the 
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protagonist sounds flustered and out of breath.  Every morning, she is waiting for the 

return of the cruel man who loved her, and then deserted her.  She is willing to be the 

subject of his pity, and would cry night and day, only if he would care for her again. But 

she does realize that it is hopeless. Meyerbeer uses the same rhythmic pattern in the first 

section in C minor for each vocal entrance: a leap that creates a syncopation, consecutive 

sixteenth notes that capture her anxiety and uneasiness, and a long last note that releases 

some tension.  The high note (Ab 5) on word “giorno,” connected to Db with a slur, gets 

strascinato (dragged along) to capture her sad heart full of sighs and tears as she says she 

would cry night and day to regain his love.  This dramatic moment is seen in the 

following musical excerpt: 

 

 

Ex. 2. “De' miei giorni,” mm. 14-16.  

 

 In the second part of the first verse, the key changes from C minor to C major, 

creating a warm, uplifting, and hopeful mood.  Schubert often used this technique to 

capture the change in moods and atmosphere.  The piano writing changes dramatically in 
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the second section.  The piano writing in the first part consists of the two quarter notes 

per measure for the left hand and an eighth note rest, a quarter note, and an eighth note 

for the right hand, as seen in examples above.  In the second part, the left hand of the 

piano plays arpeggiated sixteenth notes outlining C major and the right hand is following 

the vocal line from a third above, but in the lower register (for example, E5 for the voice 

and G3 for the right hand of the piano), as seen in measure 18-19.   

 

 

Ex. 3. “De' miei giorni,” mm. 17-19. 

 

This tuneful duet between the voice and the piano indicates the harmony in the 

protagonist's inner world.  She is no longer despairing nor crying, but it does not mean 

that she is content nor happy.  It is like the quiet and peace before a storm: filled with 

intensity and strangely eerie.  She somehow convinced herself and found peace with the 

idea that if the man she loves smiles for her, then she will die of love.  It is not from the 

fulfillment of her longing for him that she found peace, but from realizing and accepting 

that he will never love her back, and that harsh truth alone is killing her and shattering her 
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heart and spirit.  The music's sudden change from C minor (first section) to C major 

(second section) no longer sounds just happy. The C-major section with a sweet melody 

and warm arpeggios only reflects the outward condition of the protagonist: everything 

seems fine, but it really is not.  The phrase “d'amor io morirò (of love, I shall die)” at the 

end of the C-minor section is repeated three times, and Meyerbeer treats the vocal phrase 

with extra care and finesse, seen in measures 20-25. 

 

 

 

Ex. 4. “De' miei giorni,” mm. 20-25.  

 

The first time when the phrase appears, the word “d'amor (of love)” is set on a blooming 

high note (G5), as seen in measure 21, which quickly descends with dotted rhythm that 

imitates crying.  Then, consecutive sixteenth notes ascend, descend, and then ascend 

again, which reflects the protagonist's attempt for happy thoughts each time, without 
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success. When the phrase appears for the third time, the vocal line reaches the dramatic 

high A5 (the highest note in the piece) on word “d'amor (of love),” and then “morirò (I 

shall die)” is set a cappella with an ad libitum (at one's pleasure) marking, which gives 

the singer freedom to express the word by using time and expression at liberty. The 

interlude after the first verse is a passionate one. The key switches abruptly from the 

seemingly idyllic C major to C minor. Meyerbeer used syncopation and quick turns and 

jumps in the melody line for the right hand and non- chord tones in the left hand to 

capture the protagonist's mood change.  After five measures of stormy interlude, the 

piano part returns to the familiar formula seen in the first part of verse one: two quarter 

notes in the left hand and an eighth note rest, a quarter note, and an eighth note in the 

right hand.  Musically, verse two is identical to verse one, yet there is a change in the 

language of the protagonist.  In the second verse, the protagonist uses the future tense and 

hopes for a better and happier future with the object of her love.  Each phrase in the  

C-minor section in the second verse ends in the future tense: “ritornerà (will return),” 

“rispanderà (will answer),” “infiammerà (will ignite),” and “cesserà (will stop).”   

A minor key in music commonly represents negative situations and feelings, but in the 

second verse of “De' miei giorni,” the minor key means hope, future, and possibilities.  

She hopes that he will change his mind and return to her, and then she will welcome him.  

She keeps calling him cruel, yet she wants to be with him more than anything.  He is 

responsible for killing the joy in her heart, yet she is still waiting for him to rekindle it 

again. Then, only then, all of her pains and sorrows will stop.  She desperately wants him 

to return to her and undo the harm he caused, yet the music says otherwise. The piano 
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accompaniment in the C-minor section of the second verse is still heavy in feeling, 

monotonous, and predictable.  Does that mean that deep in her heart, she knows that he 

will never return to her despite all her hoping and wishing? The vocal line displays the 

same level of passion as it did in the first verse when she confessed her pains and sorrows 

because she longs for the man who does not return her affections.  The second part in 

verse two in C major is identical to the second part in verse one in music and words, 

except for the piano part that comes in after the vocal line finishes.  In measures 53-54, 

there are two C-major chords at the end covering a wide range, C2 to C4 and using an 

open octave in the left hand. See the musical excerpt below. 

 

 

Ex. 5. “De' miei giorni,” mm. 50-54. 

  

The C-major chords sound resigned and bare, as they reflect the protagonist's realization 

that the cruel man will never know how much his departure has affected her and will 

never return to her. “De' miei giorni (At the Dawn of Each Day)” would be good for 

advanced undergraduate and graduate students.  Some of the challenges in the song 

would be; singing on rapidly delivered texts, keeping intonation with several added 
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accidentals, and jumping to high A (A5).  The song would serve students well who are 

preparing themselves for learning Italian arias, as they feature a few challenges such as 

rapid text and interval jumps, but no high notes that are held for long (the longest held 

high note is a dotted quarter note long), all of which is quite manageable for upper class 

undergraduate students/graduate students.  
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2. “Da voi, da voi, cari lumi (On you, on you, dear eyes)” 

 “Da voi, da voi, cari lumi (On you, on you, dear eye)” is the second song from the 

song cycle Sei Canzonette italiane (6 Italian songs) composed in 1810, which was the 

year when the young Meyerbeer left his family home in Berlin to study with Abbé Georg 

Vogler in Darmstadt.
52

  Before Meyerbeer started his musical apprenticeship with the 

renowned theorist and organist, Meyerbeer already composed his first significant work, 

the ballet Der Fischer und das Milchmädchen (1810), with scenario and choreography 

supplied by the famous French ballet master, Etienne Lauchery.  Nineteen-year old 

Meyerbeer composed two significant works in 1810:  Sei Canzonette italiane (6 Italian 

songs) with texts by Metastasio and the oratorio Gott und die Natur (God and the Nature) 

with texts by Aloys Wilhelm Schreiber, a Heidelberg professor and theoretician of 

aesthetics. 
53

  

 Sei Canzonette italiane was composed many years before Meyerbeer's move to 

Italy where he established himself as an opera composer, and this song cycle reveals 

Meyerbeer's deep interests in Italian poetry and musical style from early on in his life.  

Around this time of his life, Meyerbeer began to combine his maternal family name 

Meyer with his paternal surname Beer.
54

 The poems were written by Pietro Metastasio 

(1698–1782), then were revised by F.N. dei Santo-Mango in 1840.  The song cycle was 

translated to German by Bernd Böhmel.   

                                                
52

 Brzoska. “Meyerbeer” Grove.  
53

 Letellier and Arsenty. “Introduction” Giacomo Meyerbeer: The Non-Operatic Texts. p. x. 
 The oratorio Gott und die Natur was produced by Carl Maria von Weber, Meyerbeer's fellow pupil 

under the tutelage of Abbé Vogler.  
54

  Brzoska. “Meyerbeer” Grove.  
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Regarding the tempi, each of the five songs in Sei Canzonette italiane (6 Italian songs) 

has a standard tempo marking such as Poco Andante, Allegro moderato, and Allegro 

assai.  The second song in the cycle,“Da voi, da voi, cari lumi,” is unique in that sense.  

In place of a tempo marking, Meyerbeer gave a direction that is left to the performer's 

interpretation: Amoroso (with love, lovingly). 

The overall mood of the song is sweet, tender, adoring, and passionate, all of which could 

be summarized as “with love.”   Meyerbeer used multiple changes in tempi and moods 

throughout the song to depict the heart of a woman in love, which one moment is full and 

serene, and the very next moment, it is filled with uncertainly and anxiety.  

 

Da voi, da voi, cari lumi  On you, on you, dear eyes 
 
Da voi, da voi, cari lumi,  
Dipende, dipende il mio stato:  
Voi siete i miei numi:  
Voi siete il mio fato:  
A vostro talento  
Mi sento cangiar.  
 
Ardir, ardir m’inspirate,  
Se lieti, se lieti splendate;  
Se torbidi siete,  
Mi fate tremar...  
 
Da voi, da voi, cari lumi, ecc.  
 
 

 
On you, on you, dear eyes,  
Depends my disposition:  
You’re my gods,  
You’re my destiny,  
I feel myself change  
At your slightest whim.  
 
When you sparkle happily  
You inspire me to passion;  
But when you’re angry  
You make me tremble...  
 
On you, on you, dear eyes, etc.  
 

At first glance,“Da voi, da voi, cari lumi (On you, on you, dear eyes)” seems to have an 

unusual structure with multiple sections.  The song begins in G major with a tender 

melody marked dolce, which abruptly changes to an energetic section in Allegro con 

fuoco on the word “Ardir (passion).” Within the section, the key changes to G minor at 

“se torbidi siete (if you are disturbed),” then the vocal part has a long cadenza marked ad 
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libitum on word “tremar (tremble).” With the a tempo marking, the opening melody 

returns for ten measures, then starting with “i miei numi (my gods)” the pitch, rhythm, 

and text setting change, except for a few places such “vostro ta-” and “-to mi” where 

triplets are used consistently throughout the song.  The voice part has a dramatic and 

virtuosic ending, marked più con moto, with fioratura that reaches the high B (B5) on 

word “sento (I feel).”  The structure of the song is ABA'.  The vocal part in the song has 

several technical challenges such as sudden leaps, rapid text repetition, fioraturas with 

wide range, and several ossia endings for virtuosic vocal display, and is better suited for 

advanced students and professional singers. 

 “Da voi, da voi, cari lumi (On you, on you, dear eyes)” starts in G major and a 

simple piano accompaniment opens the piece in G-major chord, only using the left hand 

at first.  By repeating the arpeggiated tonic chord in the left hand in measures 1 to 3, 

Meyerbeer created a sense of serenity and security, reflecting the protagonist's perception 

of relationship between her and her lover.   

 

 

Ex. 6. “Da voi, da voi, cari lumi,” mm. 1-6.  Reprinted with permission.  
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The initial vocal phrase starting on “Da voi (On you)” moves in step-wise motions with 

quick pauses between, resulting in a smooth, feminine, and delicate melody line, as seen 

in the musical example above.  Meyerbeer added a C# to sweeten the word “cari (dear)” 

in measure 4 and a trill to emphasize the word “mio (my)” in measure 8. The left hand in 

the piano part is arpeggiated, outlining different chords such as I, IV and V, while the 

right hand closely follows the vocal line and adds chords on offbeats to keep the music 

from sounding predictable.  Starting with the crescendo in measure 10, the vocal line 

becomes passionate and intense over the course of 10 measures on words “voi siete i miei 

numi, il mio fato (you are my gods, my destiny).” The piano writing supports this 

dramatic switch of mood from the tender confession of love in measures 1-9 to the 

worshiping of her lover in measures 10-20 by using crescendo and F#-major triads, or 

VII (a non-chord tone in G major).  Meyerbeer does not waste a chance to word paint in 

measures 21 to 29 on the text “a vostro talento mi sento cangiar (I feel myself change at 

your slightest whim)” and uses triplets, dotted rhythms, accidentals, and an ossia ending 

to constantly change the direction and feeling of the melody in the section.    

After the vocal line finishes in measure 29, there is a fermata for the performers to 

prepare for the new tempo starting in measure 30 with Allegro con fuoco (fast, with fire).  

The new tempo marking is appropriate as the section begins on words “ardir mi'inspirate 

(you inspire me to passion),” and the vocal writing responds to mood of the protagonist 

by making multiple interval jumps, as she is feeling absolutely elated. 
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Ex. 7. “Da voi, da voi, cari lumi,” mm. 29-34.  Reprinted with permission. 

 

The left hand of the piano writing is mostly in strong open octaves (G, C, B, F#, and D) 

to accentuate her conviction in the strength the love between her and her lover.  

Meyerbeer often used blocks of unison sound and homophonic effects of octaves and 

double octaves to achieve the dramatic progression and sonority in his operas.
55

 In a 

small scale piece such as this charming song “Da voi, da voi, cari lumi,” Meyerbeer 

applied the same method to portray a dramatic situation and emotion.  The key suddenly 

changes from G major to G minor in measure 44 on words “se torbidi siete, mi fate 

tremar (but when you're angry, you make me tremble).” With an introduction of Bb in the 

grace notes in the right hand of the piano part in measure 45, the mood of the protagonist 

becomes dark and terrified.  

 

                                                
55

 Letellier.  Meyerbeer Studies.  p. 35.  
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Ex. 8. “Da voi, da voi, cari lumi,” mm. 41-46.  Reprinted with permission.   

 

Meyerbeer used harsh sounding i (G minor) and iv (C minor) chords with accents in the 

piano part to capture the protagonist's inner struggle and turmoil when her lover becomes 

angry.  The vocal writing from measures 44 to 56 uses constant interval jumps, 

accidentals, and rapid ascending and descending arpeggios with added passing and 

neighbor tones.  The piano often doubles the voice or provides a dramatic pulse with 

repeated open octaves in the left hand.  The tension becomes great in measures 57 and 59, 

both vocal and piano parts heavily use chromaticism and are given a fortissimo dynamic.    

The anxiety becomes too great for the protagonist and she bursts into a virtuosic fioratura 

on word “tremar (tremble)” in measure 60, ending on a D (V in G major), which provides 

the perfect opportunity to go back to the opening key, G major.  With the a tempo 

marking in measure 60, the A section comes back on the words “da voi (on you)” with 

the same musical materials until measure 70.   
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Ex. 9. “Da voi, da voi, cari lumi,” mm.53-63.  Reprinted with permission. 

 

Starting with measure 71, the text remains identical to the A section, but both the piano 

and the vocal parts change from the A section.  Meyerbeer used a plagal candence (I-IV) 

in measures 73-75 on the words “Voi siete il mio fato (You're my destiny)” to end the 

tender ballad section and to create a feeling of continuation.  The fermata after the vocal 

cut off in measure 75 indicates another change in tempo and mood.  In measures 75-83, 

Meyerbeer used the same technique as he did in the A section on the same text, “A vostro 

talento mi sento cangiar (I feel myself change at your slightest whim),” and used triplets, 

dotted rhythms, and accidentals to portray the fickle nature of lover's moods.  The piano 

stays simple and provides pulse with open octaves in the left hand.  Beginning with 
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measure 84, the music is marked più con moto (with more movement, faster), and for the 

first time in the song, sixteenth notes dominate the piano writing until the end.  For the 

piano writing in the last section of the song, starting with measure 84, Meyerbeer used a 

dramatic contrast in dynamics by putting piano and forte back to back.  He gave wide 

jumps in the right hand and rapid sixteenth notes to the left hand to create a brilliant, 

exciting, and virtuosic forte section, and alternating eighth notes between the hands for 

the piano section, similar to the ending of Mozart's heroic aria “Come Scoglio” from Così 

Fan Tutte.  Mozart also used the same dynamic technique as Meyerbeer, giving rapidly 

ascending triplets for both hands in the forte section and alternating quarter notes 

between the hands for the piano section.  The vocal line also imitates the wide leaps and 

angular outline in the last section of the famous aria “Come Scoglio.” As Meyerbeer was 

thoroughly trained in the music of the famous composers from a young age, it would not 

be surprising that Mozart's aria left a lasting impression on the nineteen-year old 

composer's mind and influenced his writing. Meyerbeer added an ambitious ending for 

the voice part, a fioratura on “mi sento (I feel)” that goes up to a high B (B5), type of 

virtuosity that is typically reserved for operatic arias.  Even as a young composer, before 

he composed any operas, Meyerbeer's preference to showcase the beauty and resilience 

of the voice is evident in this ending.
56
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   Meyerbeer composed his first opera, Jephthas Gelübde on a biblical subject, in 1812.  
      Letellier. Meyerbeer Studies. p. 21.  
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Ex. 10. Meyerbeer,“Da voi, da voi, cari lumi,” mm. 83-100.  Reprinted with permission. 

 

 

Ex. 11. Mozart, Così Fan Tutte, “Come Scoglio,” mm. 136-147. 
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The postlude of nine measures is energetic, filled with swift sixteenth notes, staccatos, 

and grace notes. With a strong establishment of the G-major chord by repeating it three 

times, the song ends on a delightful mood. “Da voi, da voi, cari lumi (On you, on you, 

dear eye)” is a dynamic and charismatic song, about 2 minutes and 40 seconds long, 

which features both a soft, legato section as well as a fiery, virtuosic vocal display.  The 

beautiful canzona would be recommendable for upper-class undergraduate and graduate 

students.  
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Part B: Lieder 

 

1. “Hirtenlied (Shepherd's Song)” 

 

 “Hirtenlied (Shepherd's Song)” is arguably the best known song by Meyerbeer 

and is written for tenor, clarinet, and piano.  The piece is often performed by a soprano as 

the text is gender neutral and the melody shows off the soprano voice well.  Meyerbeer 

composed only a handful of chamber pieces for voice in his life:  Chanson suisse, 2 

violins, piano, written in 1828, revised in 1846 (published in Paris, 1828); La mère-grand 

(poem by Bétourné), nocturne, 2 violins, piano, written in 1830 (published in Paris, 

1830); and Près de toi (poem by Roger and Duisberg), tenor, cello, piano, written in1857 

(published in Paris, 1857). 
57

 

Meyerbeer's “Hirtenlied” was composed in 1842, which is about half way between the 

premieres of his grand operas Les Huguenots (1836) and Le prophète (1849). Like many 

composers from the Romantic period, Meyerbeer kept detailed diaries that reveal much 

of his family life, his artistic journey, his fears and triumphs, his Jewish faith, the press, 

and his contemporaries.   Meyerbeer's diaries from 1842 disclose the various events and 

engagements in the composer's life around the time of the creation of “Hirtenlied.”  

 

 

 

                                                
57

   Brzoska. “Meyerbeer.” Grove. The list of songs is under the “Works” folder.  The edition used to create 

the list is Giacomo Meyerbeer Werkausgabe, (Ricordi, Berlin); General Editor J. Selk; Editorial Board S. 

Döhring, G. Dotto, P. Kaiser, W. Kühnhold, R. Quandt. (Munich, 1998–) [MWA]  
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The diary entry of minute detail from July7 (Thursday), 1842 is as following: 

 I moved into my new apartment in 49 rue Neuve St. Augustin (on the third floor, at 270 fr. 

a month), the very one where my precious Minna gave birth to darling Caecilie five years 
ago [Meyerbeer is in Paris]. One good development is that Pillet has offered me the 

libretto Dom Sébastien by Scribe (even though it still remains only a sketch), which 

seems like excellent material.  This is, moreover, very important because this text was 

destined for M [endelssohn]*, which means that the situation had not developed nearly as 

much as I had presumed.  The tragic death of the duke of Orléans on the thirteenth 

prevented a performance of Les Huguenots that was scheduled for that day.  The theaters 

were all closed.  This performance (the 136
th

) eventually took place on the twentieth, but 

it was mediocre, even bad in parts.  Composed the first song (with clarinet obbligato) of 

the Rellstab Liederzyklus and sent it to Berlin with an accompanying letter.** 
I hosted a dinner on the nineteenth to which I invited Habeneck, Lapelouze, E.Monnais,  
Merle, Pillet, Duprez, and Leduc.

58 
* Mendelssohn was one of the biggest critics of Meyerbeer.   ** This was Hirtenlied. 

 

“Hirtenlied (also known as “Des Schäfers Lied”),” translated as “Shepherd's Song,” is 

based on the poetry of Ludwig Rellstab (1799-1860).  This collaboration was noteworthy, 

as Rellastab and Meyerbeer's relationship previous to this was not amicable.  By setting 

Rellstab's poetry to music, Meyerbeer ended a long estrangement between the composer 

and the powerful Berlin critic and writer, and opened a period of artistic collaboration 

between them.
59 

 

Hirtenlied 
 

Shepherd's song 

Hier oben, auf einsamen Höhen, 
Umflossen von Himmelsblau, 
von saüselnder Lüfte Wehen, 
Hier ruh'ich auf blumiger Au: 
Rings lagern die Lämmer im Grünen, 
Es tönet der Klang der Schalmei, 
Von glänzender Sonne beschienen, 
Zieh'n wandernde Vögel vorbei! 
 
Ihr flieget hinaus in die Ferne, 
Weit in die unendliche Welt! 
Ich weile hier oben so gerne, 
Nah'unter dem blauen Gezelt! 
 
Von den Menschen dort unten geschieden, 

I am resting up here in lonely heights  
in a flowery meadow  
surrounded by the blue of the sky 
The breeze is whispering by 
I'm surrounded by lambs resting in the meadows 
The sound of the reed pipe is ringing 
under the glittering sun 
the birds pass by! 
 
They fly far  
into the unending world 
While I'm glad to stay up here  
under the blue canopy of the sky! 
 
Separated from people down below,  

                                                
58

   Meyerbeer.  The Diaries of Giacomo Meyerbeer. Volume 2. p. 64.  
59

   Meyerbeer.  The Diaries of Giacomo Meyerbeer. Volume 2. p. 66.  
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Von Sorgen und Unmut und Schmerz, 
Erfüllt sich mit seligem Frieden 
Hier oben das ruhige Herz! 
 
So weht sich aus seligen Tagen, 
Still gleitend der Lebenslauf, 
Die stürmischen Wellen, sie schlagen 
Nicht bis hier oben hinauf! 
Fromm weidet die silberne Heerde 
Im grünen, blumigen Land, 
Verworrenes Trübsal der Erde 
Berührt nicht den heiligen Strand! 

from sorrows, pain, discontent 
My heart quiets  
with blessed peace! 
 
In blessed days  
life is weaving slowly 
The stormy waves of life  
don't come up here! 
Piously, the silver herd  
is grazing in the green flowery land 
Tangled sadness of the earth  
does not touch this sacred strand! 

 

 “Hirtenlied” starts with the clarinet in an upward motion outlining an F-minor 

chord, which quickly moves to a long-held note on C.  The piece is in Andantino con 

moto (♪ = 160).  As the clarinet sustains a C, the piano hesitantly enters in piano and 

timidly initiates a conversation, but disappears quickly as if something is holding it back.  

In measure 5, the clarinet returns with the same upward motion, but this time in measure 

6, the beginning of the note C is ornamented with neighbor tones. The long-held note on 

C gains a dramatic momentum and makes an octave leap to C6 in measure 7, which then 

scurries down to C4 within 2 beats.  The clarinet part, as early as in the first 8 measures, 

showcases virtuosic wide leaps and long-held notes that require good breath control and 

quick ornaments that require flexibility.  These features are often seen in operatic arias, 

which is natural as Meyerbeer built his career writing operas.   

In measure 9, the voice enters with its first line “Hier oben, auf einsamen Höhen, 

Umflossen von Himmelsblau (I am resting up here in lonely heights in a flowery 

meadow)” and the piano and the clarinet drop out, leaving the voice to singing a cappella.  

The vocal part has a little over an octave range and is outlining the key of the opening 

section, f minor.  As the protagonist confesses, he is all alone and only surrounded by 
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nature.  Meyerbeer omits the instruments when the shepherd sings his first line to 

emphasize the lonely state of the shepherd, as seen in the following excerpt: 

                                    

 

 Ex. 12. “Hirtenlied,” mm. 4-12.  Reprinted with permission. 

 

  What happens in the prelude dramatically?  Are the piano and the clarinet parts 

only preparing for the vocal entrance? When examined closely, with room for typical 

Romantic ideas and thoughts, the prelude reveals much about the shepherd.  The 

ascending line of the clarinet depicts the shepherd's solitary walk to a meadow 

somewhere in the mountain. The shepherd puts one foot in front of the other, keeping his 

thoughts and frustration to himself, and continues to seek a place to lay down and rest.  

There is no way of telling what is on shepherd's mind or why he is melancholy, as the key 
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of f minor suggests.  The clarinet part in measure 1-4 shows the shepherd stopping from 

his hike to look around (measures 2-3) and the piano part captures the wild beating of the 

shepherd's heart with an eighth note on staccato, followed by a quarter note.  The 

shepherd takes a few moments to catch his breath and maybe even sits down on a rock 

nearby, as a quick descending scale in the key of C suggests in measure 4.  The shepherd 

does not linger too long as his journey is not yet completed.  He gets up and starts 

climbing upwards, and the clarinet part describes his movement by ascending in measure 

5.  After many laborious efforts to find the perfect place to rest, the shepherd sets his eyes 

on a beautiful meadow, filled with delightful wildflowers.  He is relieved and happy that 

he finally found a place of such tranquility and solitude, and his excitement is reflected 

by the dramatic leap to the high note (C 6) on clarinet in measure 8.   

 The second line of the poetry “von saüselnder Lüfte Wehen (surrounded by the 

blue of the sky)” starts with the same musical material as the first line of the poetry, then 

on “Hier ruh'ich auf blumiger Au (The breeze is whispering by),” in measures 15-17, the 

key changes to F major.  The mood changes from loneliness to blissful rest.   The 

shepherd is now sitting down on the meadow and absorbing the beauty of the surrounding 

nature. In measures 17-20, the piano's fluid 16
th

 notes depict the breeze in the air that 

caresses the shepherd's hair and face.   
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Ex. 13. “Hirtenlied,” mm. 17-18.  Reprinted with permission. 

 

He hears the gentle bleat of the lambs surrounding him and a reed pipe playing from a 

distance (represented by a melodious tune played by a clarinet) that bounces off the 

valley as the poetry suggests in measures 18-21: “Rings lagern die Lämmer im Grünen, 

Es tönet der Klang der Schalmei (I'm surrounded by lambs resting in the meadows, the 

sound of the reed pipe is ringing).”  The shepherd's mood is improving from his sonorous 

surroundings and reaches its high point when he sees birds flying by.  He feels free like 

the birds that he sees and anything feels possible.  The vocal line reflects his newly-found 

exhilaration and soars above to B5 on the poetry “Zieh'n wandernde Vögel vorbei! (The 

birds pass by!)” in measures 28-30. 
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Ex. 14. “Hirtenlied,” mm. 28-30.  Reprinted with permission.   

 

 The clarinet part has the same rhythm as the voice part and they complement each 

other harmonically, which reveals the contentment and happiness that protagonist feels in 

that moment (mm. 26-30).  He is at peace with himself and his thoughts.  Soon after this 

brief moment of elation, something changes inside of him.  The piano part imitates the 

protagonist's palpitating heart beats by alternating between an eighth note rest and two 

eighth notes in measure 30-35.  

The clarinet part in measures 31-37 captures the movements of the birds flying by the 

shepherd.  The birds fly harmoniously, sometimes getting closer to the ground then going 

back up: they are free and boundless.  The shepherd watches the birds as they make a 

sudden movement, portrayed by an accent and a sudden forte in measure 32.  In the same 

measure, the birds fly down towards the shepherd, creating an intimate moment of 

encounter between the birds and the shepherd, which is captured by a quick descending 

arpeggio, followed by an ascending scale.  The birds ascend to the sky again in measure 
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33 (repeating the music from measure 31, a third higher), then even further away from 

the shepherd in measure 34-35, depicted by sustained high notes.  By measure 36-37, the 

birds are so far away from the shepherd, they seem like specks from the distance and 

eventually disappear completely from the shepherd's sight, as the clarinet plays fluttering 

16
th

 notes in a low register in morendo (play as if dying/disappearing) by which point the 

piano part has dropped out.  The clarinet's low F in measure 37 ends the F-major section, 

in which the shepherd momentarily forgets all his troubles and is at peace with himself 

and the world.  Watching the birds fly freely without a care in the world liberated the 

shepherd's spirit and satisfied his Wanderlust.   

 

Ex. 15. “Hirtenlied,” mm. 31-39.  Reprinted with permission. 
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The vocal writing in measures 38-45 comments on the Shepherd's changed mood after a 

moment of perfect contentment: “Ihr flieget hinaus in die Ferne, Weit in die unendliche 

Welt! Ich weile hier oben so gerne, Nah'unter dem blauen Gezelt! (They [the birds] fly 

far into the unending world while I'm glad to stay up here under the blue canopy of the 

sky!)” The section is in f minor and is almost entirely a cappella, implying the shepherd's 

sudden realization of his desolation.  He is not necessarily sad, but a bit melancholy as 

the birds are no longer in his view, and even the lambs surrounding him are silent: he 

feels utterly lonely.    

 However, he decides that he will not let his lonesomeness ruin his moment of 

happiness. His determination is captured in measure 45 as the piano and clarinet parts 

return after a few measures of absence, and the key goes back to F major.   In measures 

45-46, the clarinet part plays a familiar tune that appeared earlier in the piece, the reed 

pipe that plays from a distance in measures 19-20.  As the shepherd hears someone 

playing a reed pipe from somewhere in the valley, he is reminded that he is not 

completely alone and goes back to his sweet repose.  The protagonist starts to reveal what 

is on his mind from measures 46-58: “Von den Menschen dort unten geschieden, 

Von Sorgen und Unmut und Schmerz, Erfüllt sich mit seligem Frieden Hier oben das 

ruhige Herz! (Separated from people down below, from sorrows, pain, and discontent.  

My heart quiets with blessed peace!).”   
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Ex. 16. “Hirtenlied,” mm. 46-47.  Reprinted with permission. 

 

 This is the second time in the piece that the shepherd addresses his emotions.  The 

first such mention takes place in measures 42-45, when he talks about how happy he is to 

stay up in the meadows under the blue sky, all of which is in F minor.  Meyerbeer set the 

section in F minor, a sad and pensive key, which contradicts the shepherd's declaration of 

happiness.  The second time the shepherd brings up his emotion is in measures 46-58.  

The protagonist finally reveals the reasons that brought him high up in the mountain, 

surrounding himself with nature and away from people.  The shepherd says that his heart 

is quiet with blessed peace because he is separated from people, sorrow, pain and 

discontent.  There is no information on what happened to the protagonist prior to this 

poem, but it is safe to assume that the protagonist has been hurt by the people who caused 

him to withdraw from the society.  Perhaps there was a girl he loved, but she did not 

return his affection.  Whatever caused him grief, it was severe enough for the shepherd to 

seek out consolation from the mountains, flowers, birds and sky. He feels safe with them, 

because they will not hurt him or betray or leave him like the people.  The shepherd 
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believes that nature understands and accepts him, therefore he can trust them 

wholeheartedly.  His contentment is reflected in a joyous and delightful section of music 

in F major with voice, piano, and clarinet.  The presence of both piano and clarinet 

indicates that the moment of sadness and isolation has passed, and now the protagonist 

found a new reason to be satisfied with his life, however fleeting that may be.  In 

measures 46-57, the piano has several arpeggiated chords, grace notes, and non-chord 

tones (C#, G#, F# in measures 54-55), and the effect is charming, pastoral, and pleasant. 

The voice part repeats the line “Hier oben das ruhige Herz (Here above, the heart is 

quiet)” three times in measures 51-58, which is in F major.  When the line is reiterated 

for the last time on measures 55-57, the vocal line swiftly ascends to an exuberantly high 

Bb on the word “Herz (heart).”  

 

 

Ex. 17. “Hirtenlied,” mm. 55-57.  Reprinted with permission. 
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Is the protagonist's heart finally free and peaceful as he claims, or is he trying to convince 

himself?  The music following the high Bb shows that there is yet another change in the 

shepherd's heart. The music in measures 59-67 shows that many flats (Eb, Ab, Db, Cb, 

Gb) are added, which confirms this change of mood.  The key in this section goes back 

and forth between Eb minor and Gb major, with the piano part mostly in Cb, Eb, and Gb.  

The clarinet is completely absent from this section. The voice part sings “So weht sich 

aus seligen Tagen, still gleitend der Lebenslauf, die stürmischen Wellen, sie schlagen 

Nicht bis hier oben hinauf! (In blessed days, life is weaving slowly, the stormy waves of 

life don't come up here!)” marked dolce.   

The vocal line keeps attempting to soar but fails.  After the beautiful and almost 

triumphant high notes that bloom on the words “seligen Tagen (blessed days)” in 

measures 61-62, the vocal line continues to ascend again in measures 63-67, four times to 

be exact.  Instead of riding on the waves of newly found vitality and zest for life, the 

vocal part depicts the emotionally fatigued shepherd with the repeated E flats in measures 

63-67.  In measures 60-67, the piano part repeats the rhythmic pattern (an eighth note, an 

eighth note rest, followed by an eighth note) to capture the protagonist's trembling heart. 
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Ex. 18. “Hirtenlied,” mm. 58-64.  Reprinted with permission. 

 

 As seen in the following examples, the section in F# major (measures 67-73) paints a 

serene pastoral scene on the following words: “Fromm weidet die silberne Heerde Im 

grünen, blumigen Land (Piously, the silver herd is grazing in the green flowery land).” 
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Ex. 19. “Hirtenlied,” mm. 68-70.  Reprinted with permission. 

 

The clarinet part is still absent, which reveals the shepherd's inner turmoil is yet to be 

resolved.  The piano part is lively and charming with a repeated rhythmic pattern that 

alternates between an eight-note and a quarter note.  The left hand features the B -chord, 

IV in F# major, and the right hand emphasizes the tonic.  They have a delightful little 

dancing moment, moving towards each other and then stepping back, as seen in measures 

68 and 70.  The rhythmic pattern in the piano part contrasts with the vocal part that has a 

reversed rhythmic pattern of a quarter note followed by an eighth note.  The overall effect 

is sweet and charming, despite the strange absence of the clarinet part.   

The section in measures 74-76 returns to F major with the return of the arpeggiated 

chords in the left hand and the heart beat pattern (an eighth note, an eighth note rest, and 

an eighth note) in the right hand, both of which appeared in earlier sections of the piece. 

The clarinet finally returns in measure 73, playing the familiar melody of a reed pipe, and 

the mood is decidedly carefree and joyous.  The poetry in this section, “Verworrenes 



 

105 
 

Trübsal der Erde Berührt nicht den heiligen Strand! (Tangled sadness of the earth does 

not touch this sacred land!),” confirms the shepherd's decision to suppress the anxiety and 

heartache and to rise above his troubles.  His place of rest is at first described as a 

flowery meadow, but it is much more than what meets the eye: it is a sacred place for the 

shepherd.  The translation of the word “Strand” means beach, shore, an area of land at the 

edge of the sea, or it could also mean the Strand island on the west coast of Nordfriesland 

in northern Germany.
60  

The word “Strand” is emphasized and repeated five times from 

measures 76-86, all set on a high, long-held note. 

 

   

Ex. 20. “Hirtenlied,” mm. 81-85.  Reprinted with permission. 

 

                                                
60

   Reinhardt.  Die erschreckliche Wasser-Fluth 1634.   
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The first appearance of the word “Strand” in measure 77 is depicted with a simple piano 

part of repeated dotted quarter notes with a grace note in the bass (gentle waves of water) 

and with a graceful clarinet in the low register that makes a swirling gesture with 

sixteenth notes and eighth notes on staccatos.   The second time the word “Strand” 

appears, in measure 80, the clarinet is absent and the piano part plays the arpeggios.  

Meyerbeer adds a C# in measure 80 for an A-major chord (V of a D-minor chord that 

appears in measure 82), and the mood is peaceful.  For the third appearance of “Strand” 

in measure 82, Meyerbeer reintroduces the clarinet playing the “a reed pipe tune,” along 

with the piano part’s waves-like arpeggios that outlines a D-minor chord.  The word 

“Strand” comes back for the fourth time in a climactic manner in measure 85.  The piano 

part is quite sparse and only plays a few sixteenth notes in measures 84-85, unlike the 

victorious voice part that soars to a high Bb on the word “Strand.”  In measures 84-85, 

the clarinet part is more substantial than the piano part and supports this moment of 

jubilation by making a sweeping gesture that soars with the voice.  The word “Strand” 

comes back for the fifth time in measure 86 as if to remind the audience how important 

“Strand” is to the shepherd.   

With the arrival of “Strand” on the down beat of measure 86, the piano part brings 

back the heartbeat pattern (an eighth note, an eighth note rest, followed by an eighth note) 

first in the left hand, followed by the right hand.  The musical material in the postlude is 

identical to the interlude in measures 31-37. The heartbeat-like music in the postlude 

reveals that the shepherd is feeling restless once more.  “Hirtenlied” ends in a peaceful-

sounding F major, but the music in the postlude suggests that the protagonist's inner 
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struggle continues.  The piece ends with the audience wanting to learn more about the 

protagonist's fate.  “Hirtenlied” would be recommendable for advanced graduate students 

and professional singers, as the vocal part requires a high level of musical maturity and 

artistry.    
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2. “Frühling im Versteck (Springtime in Hiding)”  

 

 Composed in 1847, “Frühling im Versteck (Springtime in Hiding)” is a delightful 

and energetic lied based on the poetry of August Ludwig Lua (1819-1876).  By 1847, 

Meyerbeer was already enjoying incredible fame and success from his French grand 

operas: Robert le diable (1831) which was performed at Paris Opéra 758 times by 1893 

and brought in around 4 million francs in twenty-five years, and Les Huguenots (1836) 

which was performed at Paris Opéra 1126 times by 1936.
61

  His Italian operas helped him 

to be established as an opera composer, but it was his French grand operas that made 

Meyerbeer a celebrity.  His next grand opera, Le Prophète was premiered in 1849, two 

years after the song “Frühling im Versteck (Springtime in Hiding)” was composed.  

Between the premieres of his grand operas, Meyerbeer presented a German opera Ein 

Feldlager in Schlesien (A Silesian Encampment) in 1844, which was based on the life of 

the Frederick the Great.
62

  This patriotic opera was a success.  In 1847, with a revised 

libretto by Charlotte Birch-Pfeiffer under the title Vielka, the opera was performed in 

Vienna in 1847.
63

   

 Thanks to the scholars who collected and published Meyerbeer's diaries, Heinz 

Becker, Gudrun Becker, Sabine Henze-Döhring, and Robert Ignatius Letellier, modern 

readers are given a fascinating insight into Meyerbeer's daily life.  Meyerbeer's diaries 

reveal information such as when he worked on a certain piece and how he came to start 
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 Letellier. Meyerbeer Studies. p. 23.  
62

 Meyerbeer. The Diaries of Giacomo Meyerbeer. Vl. 2. pp. 113-114. 
63

 Meyerbeer. The Diaries of Giacomo Meyerbeer. Vl. 2. pp. 209-210. 
 Meyerbeer's diary entry for February 18, 1847 shows that Vielka was a huge success: “.... The demand 

for tickets was colossal.  People were paying up to eighty gulden for a stall seat. The house was filled 

with capacity, and several people fainted from the heat.  I was received with seemingly endless applause 

on my entry, and called out twice after act 1, four times after act 2, and again four times after act 3.” 
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composing it.  The following is the entry from May 19
th

, 1847: 

 Answered Madame Devrient; she has written asking to speak to me on 10 or 15 June  
 about an important question.  Visit from the singer Mlle. Oswald. Professor Duvivier,  
 who edits the Abeille française de Berlin, has requested a loan of 250 thalers;  
 I have refused. To the theater for Die Valentine, a new Originalschauspiel by Gustav  
 Freytag.  This play is causing a sensation in Germany at the moment. Afterwards to  
 my mother-in-law, whose condition has unfortunately deteriorated badly today.  
 Composed a song, “Frühling im Versteck.

64 
 

The entry from the next day, May 20
th

 provides additional information: 
 

 Dedicated a letter to Feilner for Director Pokorny in Vienna, in which I drew his 

attention to the singer Mll. Babnigg. Composed the song “Frühling im Versteck” 

differently from yesterday.  This song is intended for the collection of the schoolteacher 

[August Ludwig] Lua, who asked me for it.......Dined with Humboldt, where, among 

others, I at last met Geheimer Rat Kisker (from the Ministry of Justice), who called on 

me several times last year. In the evening I refined and polished the song “Frühling im 

Versteck. 
65 

 

 By reading at the diary entries, we know that the current version of “Frühling im 

Versteck” is Meyerbeer's second draft of the song, of which he refined and polished.  It is 

also interesting to note that Meyerbeer wrote the song for a school teacher, August 

Ludwig Lua who supplied Meyerbeer with the words.  Just by looking at the diary entries 

from two days, it is clear that Meyerbeer's circle of friends was wide and interesting, 

which included a singer, director, professor, government official, and ever a school 

teacher.  “Frühling im Versteck” is in a strophic form with three verses. There are seven 

lines in each verse.  There are several sets of rhyming that take place between: the first 

and second lines; the fourth and fifth lines; and the third and sixth lines. The third line 

and the seventh line are identical. 
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Frühling im Versteck  Springtime in Hiding  
 

1. Winter unter deiner Decke  
Sitzet heimlich im Verstecke  
Dir ein Jüngling wundersam.  
Suchen möchten wir ihn gerne  
Hielt’st du ihn nur nicht so ferne  
Den die Zeit so lang uns nahm,  
Diesen Jüngling wundersam.  
 
2. Doch du kannst nicht immer halten  
Mit der Strenge Kraftgewalten  
Diesen schönen Blüthensohn.  
Jedes Fessel muß zerspringen  
Wenn er jubelnd will erschwingen  
Sich auf seinen lichten Thron,  
Dieser schöne Blüthensohn.  
 
3. Bald wird auf die Freiheit Füssen  
Er die Erde hold begrüßen  
Und in Wonnefülle blühn  
Suchen wird er uns dann Alle  
Und mit hellem Jubelschalle  
Locken in sein junges Grün  
Und in Wonnefülle blühn.  
 

1. Winter, under your blanket  
You keep in hiding  
A wondrous youth.  
We’d like to look for him  
If only you didn’t keep him so far away,  
He whom time took away from us so long ago,  
This wondrous youth.  
 
2. But even with your mighty harshness  
You cannot lock up forever  
This handsome son of the flowers.  
Every chain will be forced to break  
When joyously he decides  
To mount his shining throne,  
This handsome son of the flowers.  
 
3. On the feet of freedom  
He’ll soon gently greet the earth,  
And then he’ll look for all of us  
To bloom in the fullness of joy  
And with the bright sound of jubilation  
He’ll summon his fresh greenery 
To bloom in the fullness of joy.  
 

  

“Frühling im Versteck” is in 3/4 and the tempo marking is Allegretto scherzo.  

The overall mood of the song is joyous, playful, and youthful. The song starts with a long 

prelude of ten measures, and the right hand and the left hand of the piano calls and 

answers between them, by imitating each other's rhythm and musical gestures.  The 

dynamic marking for the prelude is dolce e leggiero (sweetly and lightly), and Meyerbeer 

gave staccatos, swiftly moving sixteenth notes in high registers, dotted rhythm and 

imitation between the top and bottom lines of the piano to capture the excitement of the 

approaching Springtime.   
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Ex. 21. “Frühling im Versteck,” mm. 1-12. 
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The song is in C major, and Meyerbeer added accidentals to keep the melody and 

harmony moving smoothly.  After the energy-filled and vibrant prelude, the voice enters 

at measure 11 on the phrase “Winter unter deiner Decke (Winter, under your blanket)” 

and repeats the music from the prelude, an octave lower this time.  The same melody is 

used three times in each verse of the song.  The opening melody is filled with playful 

energy, and the rhythm plays an important part in creating this energetic atmosphere: an 

eighth note on staccato which quickly moves to two sixteenth notes, followed by a dotted 

quarter note and an eighth note.  The mood is light, brilliant, and buoyant.   

The right hand of the piano part from measures 11 to 16 doubles the vocal line, and the 

left hand provides a sense of security by outlining I (C-major chord) and V (G-major 

chord).  Meyerbeer's careful text painting is seen in measure 19-22 where he musically 

portrayed the poetry “Suchen möchten wir ihn gerne Hielt’st du ihn nur nicht so ferne 

(We’d like to look for him if only you didn’t keep him so far away).” One could almost 

imagine children playing hide-and-seek and poking their heads out little by little to see 

where everyone else is hiding. There is a sense of anticipation, adventure, and excitement.   

The protagonist is looking for Spring, the wondrous youth, but because winter is keeping 

him so far away.  Meyerbeer repeats the same motif, an eighth note (B4) and two 

sixteenth notes (A#4, B4) for the first beat of the measures 19-22, then continues to raise 

the pitch of the notes on the second beat of each progressing measure (D#5 → E5→ F#5) 

which climaxes on a high G 5 on “ferne (far)” in measure 22, as if the protagonist gives 

up looking for the Spring.  The piano writing in measures 19-22 is spirited with two rests 

followed by four consecutive eighth notes, that depict the feet moving around restlessly 
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looking for the Spring.  In measures 19-22, the group of four eighth notes starts on the 

second half of the second beat, and brings out the highest note in the vocal line which 

arrives right on the second beat.  Meyerbeer was known for using special effects in his 

operas, both musically and visually, and he applied his talent for creating a special 

atmosphere and sense of drama in a smaller scale work like “Frühling im Versteck.”  

Meyerbeer creates a lively atmosphere by using an ascending scale, staccatos, and a 

sustained high note in measures 23-28.  “Den die Zeit so lang uns nahm (He whom time 

took away from us so long ago)” is set on the opening melody in measure 23, and is 

followed by a celebratory line“Diesen Jüngling wundersam (This wondrous youth)” 

which is marked forte with a sustained high G for the last syllable in measure 26.   

Spring is depicted as a person throughout the song, as a wondrous youth in the first verse, 

a handsome son of the flowers in the second verse, and in the third verse, he summons his 

fresh greenery to bloom in the fullness of joy.  After the high G on forte, the voice line 

ascends on sixteenth notes outlining a G-major scale and repeats the line “Den die Zeit so 

lang uns nahm (He whom time took away from us so long ago)” as if saying it once was 

not quite enough.   

The interlude is four measures long and features rapidly ascending sixteenth notes in 

various registers, first imitating the vocal line at the end of the first verse, which gets 

repeated back to back between the hands as if they are chasing each other in a playful 

manner.   
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Ex. 22. “Frühling im Versteck,” mm. 17-27. 
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The music for verses two and three is exactly the same as the verse one.  As with all 

strophic songs, the performers must find a way to differentiate their interpretation 

between the verses by adding new meanings, emotions, and musical colors.  The pianist 

and the vocalist are given the poetry to diversify their interpretation and performance of 

the song. 

 In the first verse, Winter is blamed for hiding the wondrous youth, Spring, under 

the blanket. People are looking for Spring, but Winter kept him so far and the time took 

him away from them a long time ago.  In the second verse, it is revealed that even with 

his mighty harshness, Winter cannot lock up the handsome son of the flowers, Spring, 

forever.  When the handsome son of the flowers decides to mount his shining throne, 

when the timing is just right, every chain that kept him locked will be forced to break.  

Spring is depicted as a hero who will return to his rightful throne after a period of 

detainment by the evil force, Winter, against his will.  In verse three, Spring regains his 

freedom and greets the earth and calls on everyone and nature to bloom in the fullness of 

joy, and his return is celebrated with the bright sound of jubilation.  The mood is 

victorious and triumphant. “Frühling im Versteck (Springtime in Hiding)” would be a 

wonderful addition to the recital repertoire for upper class undergraduate students and 

graduate students who are looking for a medium-length song, about 2 minutes and 30 

seconds long, with a lively tempo and an attractive melody.  
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Part C: Mélodies 

1. “Fantaisie (Fantasy)”  

 A dramatic and theatrical romance, “Fantaisie (Fantasy)” was composed in 1836, 

the same year Meyerbeer's most successful opera Les Huguenots was premiered at the 

Paris Opéra on February 29.  After the premiere of Robert le diable in 1831, the opera 

that made Meyerbeer a celebrity, the public was eagerly waiting for a new work of the 

same quality or better.  Thanks to his family wealth and a great success of Robert le 

diable, Meyerbeer was able to take time to pick the story for his next opera, in fact, it 

took Meyerbeer five years to present his next opera which turns out to be his greatest 

success, Les Huguenots.  Meyerbeer was known to be a meticulous and tireless worker, 

who was involved in every aspect of creating his operas: picking a topic for the libretto; 

choosing a librettist who understood his musical and dramatical needs; choosing the star 

singers for the lead roles; drawing up contracts with the theaters; negotiating fees; 

collaborating with the scene designers and dancers; and adding and cutting scenes during 

the rehearsals.  These are the entries from his diary during the rehearsals leading up to 

premiere of Les Huguenots in 1836:  

 January 19. Scribe. Title. Tableau final, that the trio should not come to a formal end.  
 The breaking down of the doors of the church.  
 January 24. Habeneck: do the brass have enough intelligence to practice the alterations  
 Without having them written down? ditto the harp echoes. Should the bells in act 4 be 
 loud or soft? Cuts in act 4. Is Nourrit's cavatina too strenuous? Finale and alterations  
 in the last chorus of act 5.  
 February 24. To Duponchel about jumping with the torches. Dress rehearsal with  
 lighting. The monks in white. Scribe wants a rehearsal with lighting.  
 Abridgment of the ball game.

66
  

 

Just from reading the diary entries above, one could imagine how Meyerbeer took 
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everything into account including music, scenes, effects, singers, sets, lighting, and 

costumes to create an opera that would portray his artistic vision on stage.  Meyerbeer 

knew what attracted the audience and critics alike, and he had an artistic vision and 

excellent taste for a grand scale presentation.  His new opera had a grandioso historical 

background, wars between the religions, love, honor, betrayal, and misunderstanding, all 

of which absolutely thrilled his audience.  Meyerbeer and his librettists Eugène Scribe 

and Émile Deschamps together created an opera that was performed over two hundred 

times within two years of the premiere.
67

   

Although Les Huguenots was hugely successful, Meyerbeer dealt with some criticism.  In 

the letter to his wife Minna on March 6, 1836, Meyerbeer wrote the following:  

“...Please do not get the impression that, simply because the opera has enjoyed 

widespread popularity, it is not without its critics in the foyers and salons. Many people 

disapprove of the esthetic quality found in my compositional style”68. 

His critics either loved or hated Meyerbeer's compositional style as it comes from fusing 

different traditions: Italianate melody, French sense of rhythm, and Germanic richness of 

harmony.
69

 Because of his thorough training in all three countries' musical styles, 

Meyerbeer was able to expertly combine elements of them in his operas.  Even in his 

much smaller scale works, like this romance “Fantaisie (Fantasy),” there are many 

evidences of Meyerbeer's musical genius for mixing multiple national styles.  There is a 

simple entry in Meyerbeer's diary about the song from 1836, about 2 months after the 
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premiere of Les Huguenots on February 29. The following is the entry:  

 May 5. The Romances for Mme. Fernemons.  

The words for the song “Fantaisie (Fantasy)” was written by Ange-Henri Blaze de Bury 

(1813-88), who was a French writer on music, journalist for the Revue des deux Mondes 

and Le Ménestrel, and a biographer of Meyerbeer (Meyerbeer, sa vie, ses oeuvres et son 

temps [Paris, 1865]).
70

  Meyerbeer set several of Blaze's poems to music: "Le Chanson de 

maître Floh,” “Chant de Mai,” “Chant des moissonneurs vendéens,” and “La Marguerite 

du poète.”  “Fantaisie (Fantasy)” is in 4 verses, and is through-composed.  The first and 

the third verses share the same musical materials for the first 9 measures, then develop 

different endings for each verse.   

Fantaisie 
 

Fantasy 

1. Marguerites de mes prairies, 
Mettez ce soi vos beaux colliers, 
Vos beaux colliers de pierreries, 
Effeuillez-vous, tiges fleuries, 
Dans la poussière des sentiers! 
 
2. Éveillez-vous, blanches clochettes, 
Allez, vous dormirez demain, 
Gais rossignols, levez vos têtes, 
Dans les blés verts mes alouettes, 
Commencez l'hymne du matin. 
 
3. Et vous, ma cascade lointaine, 
Vous, clématides du jardin, 
Et vous, nature souveraine, 
De tous les parfums de la plaine, 
Embaumez ma couche de lin. 
 
4. Tombez, tombez, fraîche rosée, 
Oiseaux et fleurs unisez-vous 
En des chants de joie insensée, 
Car cette nuit à ma croisée 
J'attends Hermann mon jeune époux.  

1. Daisies of my meadows, 
Put on your pretty necklaces, 
Your pretty necklaces of gem stones, 
Shed your petals, flowery stalks, 
Upon the dusty paths! 
 
2. Wake up, white bell-flowers, 
Come on, you can sleep tomorrow, 
Lift your heads, gay nightingales, 
Begin your morning hymn, 
My larks, in the fields of green wheat. 
 
3. And you, my distant waterfall, 
You, sweet-smelling garden vines, 
And you, sovereign nature, 
Perfume the linen of my bed 
With all the scents of the plain. 
 
4. Fall, fall, cool dew, 
Birds and flowers, unite 
In songs of wild joy, 
For tonight at my window 
I'll be waiting for Hermann, my new husband. 
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Meyerbeerian compositional technique that combines characteristics from music of three 

countries is evident in the song.  Italianate melody, French sense of rhythm, and German 

richness of harmony all exist harmoniously in this Romance.  Meyerbeer was trained in 

the tradition of bel canto in Italy, and was well capable writing long, beautiful melodies.  

However, he was often criticized for writing shorter phrases, ligne brisée, for dramatic 

effects in his operas.  Meyerbeer used many short melodic phrases to build up to climaxes, 

but they rarely developed.
71

   

In “Fantaisie,” Meyerbeer paid tribute to masters of the bel canto tradition and wrote 

some long-lined beautiful melodies, similar to that of “Casta Diva” in Bellini's 

masterpiece Norma (1831).  Especially from measures 36-38, the high A on “l'hymne 

(the hymn)” is sustained on a pulsating dotted rhythm that alternates between A5 and 

G#5, which is quite similar to the climactic phrase in “Casta Diva” that sustains the high 

A on “A noi volgi, il bel sembiante (turn your beautiful face to us)” with pulsating 

accents.  Meyerbeer greatly admired Bellini's opera Norma (1831) and even reworked 

sections of Les Huguenots (1836) because of it,
72

 therefore it is not surprising that the 

climactic phrase from “Casta Diva” may have influenced Meyerbeer's song “Fantaisie” 

which was written five years after Norma was premiered.  Following are the musical 

excerpts from “Casta Diva” and “Fantaisie.”  
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Ex. 23. Meyerbeer, “Fantaisie,” mm. 35-38. 

   

    

Ex. 24. Bellini, Norma, “Casta Diva.” 

 

There are more similarities between “Fantaisie” and “Casta Diva.” Both pieces are in F 

major, and the piano parts for both pieces in this section are mainly in arpeggios. The 

soaring vocal lines and the hypnotizing arpeggios together create a wall of sound, which 

is simply exquisite and sublime.  

 The prelude is 7 measures long and marked Allegretto grazioso, ben moderato 

(moderately fast and gracefully, medium tempo). The piano writing for the right hand 

features flowing eighth notes with a strong presence of the note C, dominant five chord 

for this song in F major.  Throughout the song, Meyerbeer added the grace notes on the 
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eighth notes in the left hand to portray excitement of the protagonist, a young wife who is 

waiting for her young husband to return home.  

 

 

Ex. 25. “Fantaisie,” mm. 1-8. 

 

The rhythmic pattern for the right and left hand stays consistent in verses 1, 3, and a part 

of verse 2.  In verse 4, Meyerbeer provides rhythmic variety by using the triplets for one 

hand at a times in measures 53-59, then he uses triplets in both hands at the same time for 

the section leading up to the climax “en des chants de joie insensée (In songs of wild 

joy)” in measures 60 to 65.  The mood of the section is ecstatic and exhilarating.  
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Ex. 26. “Fantaisie,” mm. 63-65. 

 

 From measures 66 to 75, the accompaniment becomes simple with one eighth 

note per every two beats, mostly keeping pulses and letting the voice part and the text 

take the center stage.  In this section, the protagonist finally reveals why she is ecstatic, 

and it is because she is waiting for her young husband Hermann's return. The mood is 

intimate and passionate as she repeatedly calls his name, Hermann.  Starting in measure 

76, the same rhythm pattern seen in verses 1 and 3 reappears: the right hand with flowing 

eighth notes and the left hand that alternates between an eighth note with a grace note and 

an eighth rest.  The postlude is four measures long, and at first seems to fade away in 

volume which goes from pp to ppp (in measures 80-82), then something interesting 

happens.  Right after measure 82 that ends in ppp, two rolled chords (V-I) in forte 

surprise the listeners, as if to wake up them up from a dream, or a fantasy as the title 

suggests.  Perhaps the protagonist was hallucinating, and could not tell the difference 

between reality and her own imagination. 
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Ex. 27. “Fantaisie,” mm. 77-84.  Reprinted with permission. 

 

  The vocal writing for “Fantaisie” presents challenges that are typically found in 

an operatic aria such as wide leaps that lead to sustained high notes, long lyrical phrases, 

and blooming high notes on dotted rhythms in a high register.  The protagonist calls on 

nature to join her in celebration of life and love.  She invites the daisies of the meadows 

to put on their pretty necklaces and shed their petals upon the dusty paths.  She wakes up 

the white bell-flowers and nightingales, and asks the larks to sing their morning hymn in 

the fields of green wheat.  The waterfall, garden vines, and sovereign nature are all 

invited to perfume the linen of her bed with all the scents.  The cool dew, birds, and 

flowers unite in songs of wild joy, as she waits at the window for her young husband, 

Hermann.  The mood is sensuous, romantic, and exuberant.   
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“Fantaisie” is similar to Schubert's famous lied “Gretchen am Spinnrade (1814)” 

in multiple ways: the right hand of the piano is in constant motion with the eighth notes 

in “Fantaisie” and with the sixteenth notes in “Gretchen am Spinnrade” and the same 

notes are repeated, C4 in “Fantaisie” and D-minor scale in “Gretchen am Spinnrade,” to 

portray the psychological trap that the protagonist finds herself in; the left hand of the 

piano is relatively bare and keeps pulses; and the hypnotizing vocal parts in both songs 

feature long phrases that require smooth, legato singing.   

 

 

Ex. 28. Meyerbeer, “Fantaisie,” mm. 43-46. 

 

 

Ex. 29. Schubert, “Gretchen am Spinnrade,” mm. 4-7. 
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Like many composers that came after Schubert, Meyerbeer couldn't escape the 

hypnotizing charm of “Gretchen am Spinnrade.” This lush romance features long, 

beautiful, Italianate melodies and the sense of theatricality that became Meyerbeer's 

trademark.  Due to the technical difficulties such as wide leaps and sustained high notes, 

“Fantaisie” would be recommendable for older graduate students and professional singers. 
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2. “La Barque légère (The light boat)”  

 The year 1829 was an exciting time in the grand opera history, as two important 

operas were premiered around then:  Daniel-François-Esprit Auber's La Muette de Portici 

(1828) and Gioachino Rossini's Guillaume Tell (1829).
73

  The grand opera tradition 

started many years before the Rossini and Auber's time:  it started with Jean-Baptiste 

Lully (1632-1687) in the 17
th

 century.  His sumptuous dramatic works, the tragédies 

lyriques, that he composed for his patron Louis XIV, such as Alceste (1674) were the 

forerunners of the Grand Operas by Meyerbeer, Auber, Donizetti, and Halévy.  In the 18
th

 

century, Jean-Phillipe Rameau (1683-1764) with Castor et Pollux (1737) and Christoph 

Willibald Gluck (1714-1787) with Armide (1777) continued the tradition of grand 

dramatic works.  Their works influenced two early 19
th

-century Italian composers living 

in Paris: Gasparo Spontini (1774-1851)'s La Vestale (1807) and Luigi Cherubini (1760-

1842)'s Les Abencérages (1813).  Rossini's Le Siège de Corinthe (1826) and Moïse et 

Pharaon (1827) continued the tradition of creating works of grandeur and drama.  

Auber's La Muette de Portici (1828) and Rossini's Guillaume Tell (1829) set the standard 

and pattern for what is known as the French grand opera: a stirring historical subject, 

dramatically treated in five acts, with choruses, processions, ballets, and huge finales.
74

  

Meyerbeer took this established pattern and added his own definitive expression, thus the 

golden age of grand opera began. The genre continued on to influence one particular 

German composer, Richard Wagner, and he collected everything he learned from grand 

opera and created a term for his arts, Gesamtkunstwerk: the totally integrated work of art. 
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75
  Everyone involved in the process of creating and producing the operas was vital 

including the librettist, singers, orchestra, chorus, ballet, scene designers, painters, 

costume makers, and the management.  

The charming romance “La Barque légère (The light boat)” was composed in 

1829 on the words by the French historian Joseph A.N. Naudet.  There is no specific 

information on “La Barque légère (The light boat)” in Meyerbeer's diaries, but 1829 was 

an exciting time in his life as he started to work on the opera that went on to change his 

life, Robert le diable.  The following entries from September 1829 provide an insight to a 

very important period in Meyerbeer's life: 

 September 1.  Read through Robert and wrote down my observations for Scribe. 
 September 9. Wrote a note to Scribe, that he should bring the cavatina. 
 September 12. The day before yesterday I moved to rue Le Peletier, no. 5. Scribe must  

make the changes by Monday.  I must arrange in writing with Lubbert that  
Robert be given first in a benefit performance.  

 

All of Meyerbeer's hard work was not in vain. On December 29, Meyerbeer, and his 

librettists Scribe and Germain Delavigne signed a contract with the director of the Opéra, 

Lubbert, for Robert le Diable, grand opéra en 5 actes et 7 tableaux.
76

 

 

 

La Barque légère The light boat 

1.  Lise sur le rivage un soir se promenait 
à la fillette sage tout bas Lucas disait: 
"Le ciel est sans nuage, il n'est pas encor nuit, 
viens et vers l'autre plage nous voguerrons sans bruit!" 
Ah! Lise, que vas-tu faire? 
Prudente est la bergère, 
mais la barque est légère, 
et l'amour la conduit. 

1.  Lise was walking along the shore one evening, 
Lucas said softly to the virtuous young girl: 
“There's not a cloud in the sky, it's not dark yet, 
Come, and we'll sail gently to the other shore!” 
Ah! Lise, what will you do?  
The shepherdess is wary, 
But the boat is light  
And love is propelling it. 
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2.  L'orage au loin commence, le vent souffle si fort, 
qu'il est de la prudence de regagner le bord, 
déjà la foudre gronde mais en vain l'éclair luit, 
vite Lucas fend l'onde et loin du bord il fuit. 
Ah! "Où vas-tu téméraire?" 
"Ne crains rien, ma bergère, 
notre barque est légère, 
mais l'amour la conduit." 
 
3.  Lise a peur du naufrage et pour la rassurer 
sous un épais feuillage Lucas, Lucas vient d'amarrer. 
Voyez, durant l'orage comme le temps s'enfuit, 
la cloche du village vient de sonner minuit! 
Ciel! que dira ma mère?" 
Une autre fois, bergère, 
fuis la barque légère 
quand l'amour la conduit. 

 
2.  A storm begins far away, the wind blows so hard 
That it would seem wise to return to the shore; 
Now thunder rumbles and lightning flashes in vain,  
For Lucas quickly cuts the wave and moves farther 

away from the shore. Ah! “Where are you going,  

reckless young man?” 

“Have no fear, my shepherdess, Our boat is light  
And love is propelling it.  
 
3.  Lise is afraid of capsizing and so, to reassure her, 
Lucas moors the bark beneath a canopy of leaves. 
See how time flies by during the storm, 
The village clock has just truck midnight! 
Heavens! Heavens! What will my mother say? 
The next time, young shepherdess, 
Avoid the light boat 
When love is propelling it. 
 

 

“La Barque légère (The light boat)” is in three verses.  The first part of each verse has 

similar musical material for the voice, but not for the piano.  The second part of each 

verse is marked doux et léger (softly and lightly), and the music is identical in all three 

verses, both vocal and piano parts. The tempo marking for this delightful song is 

Mouvement vif et léger (lively and light), the time signature is 6/8, and the song starts and 

ends in G major.  The musical material for the prelude, interludes, and the postlude are 

identical: ascending and descending triplets with sixteenth notes, and eighth notes on 

staccatos. With this enchanting music, Meyerbeer remindes the audience of the sounds of 

sprinkling and splashing of the water as the boat passes by.   
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Ex. 30. “La Barque légère,” mm. 1-4. 

 

The section is marked léger (light) and con moto (with motion).  Starting in measure 5 to 

measure 14, the left hand is rocking back and forth between low G (G2) on a quarter note 

and the high G (G3) on an eighth note, portraying the rocking motion of a boat.  The right 

hand is in stacked chords, a dotted quarter note long, and the top note of the chords often 

doubles the vocal line.  The narrator describes the scene from a third person point of 

view: Lise was walking down the shore in the evening and Lucas approaches her.  The 

vocal line in the section, from measures 6-14, moves mostly in a step-wise motion and 

small skips, and the mood is light and relaxed.  From measures 15-19, there is a notable 

change in music as Lucas tries to persuade Lise to get on his boat and go to the other 

shore as it is not too dark yet.  Lucas's question is marked pianissimo, avec mystere (with 

mystery), and features multiple staccato and is written almost entirely on one note (D5) 

with an occasional drop to the neighbor note (C# 5), all of which help create a 

hypnotizing and seductive atmosphere.  The section is in g minor, and the mood is 

uncertain and mysterious.  
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Ex. 31. “La Barque légère,” mm. 15-19. 

 

The piano writing consists of a repeating rhythmic pattern, an eighth note, an eighth rest, 

and an eighth note, portraying the palpitation of Lise's heart as she listens to Lucas's 

suggestion.  Throughout the song, Meyerbeer used silence, long rests or a rest with a 

fermata, to build up suspense and curiosity, as he did in measure 19 before the narrator 

asks Lise how she will respond to Lucas.  The question to Lise is written over two chords, 

iii to VII, and the vocal line is in a low register (F#4 to C#5) to create a serious mood. 

There is a long rest, over two measures long, after the narrator's question to Lise.  After 

the dramatic pause, the narrator tells the listener that Lise the shepherdess is cautious 

(measures 25-29), yet the piano writing contradicts the text and is in a secure sounding B 
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major with a traditional chord progression of I-IV-V-I.  

  

 

Ex. 32. “La Barque légère,” mm. 23-33. 

 

 The mood changes completely in measures 29-41, marked doux et léger (softly 

and lightly), and both the piano and vocal writings are flirty and coquettish with big 

jumps to indicate Lise's restless mood.  Meyerbeer emphasized the word “l'amour (love)” 

by repeating it ten times in this section, setting it differently each time. The final 

“l'amour” is set on an optional high B (B5), creating a moment of an euphoric outburst.  

The piano writing is mostly in eighth notes, either alternating between the hands or 

together with an eighth rest between to capture Lise's apprehension and excitement at the 

same time. Starting with measure 37, ascending triplets with sixteenth notes which were 

seen in the prelude reappear and continue throughout the interlude.   
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Ex. 33. “La Barque légère,” mm. 50-52. 

 

 In measure 45, before the second verse begins, Meyerbeer changes the mood by 

setting the left hand of the piano in a low register (G1 to G2) marked piano, with no right 

hand.  In the second verse, the narrator describes a terrifying stormy ocean with wild 

wind, and Lucas uses the chaotic weather to move farther away from the shore.  The key 

of the section is unstable to portray the unsettling and unpredictable storm.  It modulates 

through several keys starting in a G major, then an Ab major, an A# major, a D major, 

and a g minor in measures 45 to 60.  The piano writing changes from the ascending 

triplets with sixteenth notes, portraying splashing of water to the low, rumbling thirty-

second notes in the left hand to depict the intensifying of the stormy weather starting in 

measure 51.  The right hand is set in a high register with a group of ascending thirty-

second notes followed by a chord with an accent to illustrate the menacing wind.  The 

vocal writing is similar to the beginning of the verse one, but with the added accidentals 

to heighten the sense of chaos.  The musical storm ends with the dramatic “Ah!” marked 

Cri (cry) in measure 60, followed by a rest with a fermata.  After the theatrical rest, for 
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the first time in the song, Lise asks a question, nervously: “Où vas-tu téméraire? (Where 

are you going, reckless young man?)" on the same iii (b minor)-VII (F# Major) chords 

heard in the first verse.  This straight forward question by the naïve shepherdess is 

followed by the two measures of silence, during which the clever Lucas tries to come up 

with a convincing answer to gain her trust.  Lucas answers Lise in a confident yet 

comforting tone, “Ne crains rien, ma bergère (Have no fear, my shepherdess)” over I-IV-

V-I chord progression in B major.  Then he charms Lise by telling her that our boat is 

light and love is propelling it by repeatedly mentioning the word “l'amour (love).” The 

words and music in this section (measures 70-82) is identical to the end of the first verse. 

The interlude, with triplets with sixteenth notes in the right hand and eighth notes with 

staccatos in the left hand, continues for 5 measures, and then the rocking motion (G to G) 

from the beginning of the first verse reappears, this time for the right hand in a higher 

register.   

 

 

Ex. 34. “La Barque légère,” mm. 88-90.  

 



 

134 
 

The piano writing for the first half of the third verse, measures 88-97, features the left 

hand in the restless sixteenth notes and the right hand that alternates between a quarter 

note and an eighth note.  The narrator informs the listeners that Lise is afraid of capsizing 

and Lucas the opportunist uses the chance to comfort Lise and docks the boat under the 

canopy of leaves. The vocal writing is similar to the first half of the second verse.  At the 

end of measure 96, a high D (D 6) with a grace note (C# 6) appears in the right hand, 

marked en imitant les sons de la cloche (imitating the sound of the bell), as if to warn 

Lise.  The “bell sound” is repeated until measure 101, and the left hand features two 

groups of descending triplets to indicate the passing of the time. The slithering vocal line 

that mainly stays on D (D5) with an occasional drop to C#, first used to seduce Lise in 

the first verse, now portrays the compromising situation that Lise find herself in.  The 

time flies by during the storm, in a docked boat alone with Lucas, and Lise is totally 

immersed in the situation until the village clock repeatedly rings to remind her of the time.  

After a rest with a fermata in measure 101, Lise realizes what she has done and wonders 

what her mother will say.  But it is too late for regrets. 
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Ex. 35. “La Barque légère,” mm. 97-106. 
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 After a lengthy and heavy rest, the narrator warns Lise, “Une autre fois, bergère 

(The next time, young shepherdess)” in a somber tone. The mood changes completely 

starting with the line “fuis la barque légère quand l'amour la conduit (avoid the light boat 

when love is propelling it)” and stays buoyant, lighthearted, and lively until the end.   

“La Barque légère (The light boat)” ends with the same musical material used in the 

prelude, featuring sixteenth notes in triplets and eighth notes in staccatos.  Meyerbeer, 

who was a master of portraying a wide range of situations and human emotions in his 

operas, did not spare special effects in this theatrical song.  “La Barque légère” would be 

recommendable for advanced graduate students and professional singers who possess 

refined singing and acting abilities.  
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CHAPTER 5 

 

 CLOSING REMARKS  
 

 Giacomo Meyerbeer, whose name is synonymous with the French grand opera, 

deserves more recognition and respect from 21
st
-century audiences.  Not only was he one 

of the most celebrated opera composers of all time, both during his lifetime and decades 

after his death, but also was an influential composer who inspired many notable 

composers that came after him including Bizet, Verdi, Tchaikovsky, Saint-Saëns, Elgar, 

and Vaughan Williams.
77

  The following quotes on Meyerbeer by notable personalities 

across the disciplines are chosen to shed light on Meyerbeer's righteous place in music 

history and the repertoire.
78

   

  
Apart from his outstanding musical gifts, Meyerbeer possesses to the highest degree an  
instinct for the theatre.  He is pervaded by the plot, he identifies himself with meaning of  

the words, he adheres to the historic and local colour of the subject.  

   

---Théophile Gautier
79 

  
 

The good Giacomo is far from being a dragon overthrown, and our young bunglers would  
do better to bury their noses in his scores than to turn them up at him. 

  

---Hans von Bülow
80 

 
  

 History will point to Meyerbeer's operas as one of the most important steps to Wagner's  
music dramas.  

 

---Hugo Riemann
81 

 

                                                
77

 Letellier.  Meyerbeer Studies.  p. 20. 
78   The quotes are by a French poet and critic (Théophile Gautier), a German conductor and composer 

(Hans von Bülow), a German theorist and composer (Hugo Riemann), a German music critic (Paul 

Bekker), and a German composer (Edgar Istel). 
79

   Letellier.  Meyerbeer Studies.  p. 28. 
80

   Letellier.  Meyerbeer Studies.  p. 25. 
81

   Letellier.  Meyerbeer Studies.  p. 27. 
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He [Meyerbeer] is one of the ablest composers in the history of music, the type masters 

everything, knows everything, does everything correctly, and has at his command both 

taste and an unerring instinct.  Thus he was one of the greatest, even among the virtuosi 

of his time—the Paganini, Liszt and Berlioz of opera, the great composer-virtuoso.  
  

---Paul Bekker
82 

 
 
Probably there is hardly any really important Master of music whose evaluation has  
fluctuated so violently between blind idolatry and unjust depreciation, as in Meyerbeer's 

case.  
  

---Edgar Istel
83

 

 
 

 Besides from his great French grand operas Robert le diable (1831), Les 

Huguenots (1836), Le prophète (1849), and L'Africaine (1865), Meyerbeer also 

composed songs which helped to keep his name in the public eye between his operatic 

works.  The majorities of Meyerbeer’s songs, like his operatic arias, require singers of 

high caliber both technically and artistically, as most of his songs were written for the 

stars from Meyerbeer's operas and were performed in the fashionable salons in Paris.
84

  

Meyerbeer did set poems of great poets such as Goethe and Heine, but the majority of the 

words for his songs came from the different personalities Meyerbeer encountered in his 

wide social circles, including school teachers, librettists, lawyers, family member, singers, 

and journalists.
85

  Most of his songs were composed between 1828 and 1860, during the 

prime of his operatic career.   

 Meyerbeer was an extraordinary composer who composed in many national 

genres and languages, which makes him stand out among the most of the 19
th

-century 

                                                
82

  Letellier.  Meyerbeer Studies.  p. 187. 
83

  Letellier.  Meyerbeer Studies.  p. 19. 
84

 Letellier and Arsenty.  Giacomo Meyerbeer: The Non-Operatic Texts.  pp. xiv-xv. 
85

 Letellier and Arsenty.  Giacomo Meyerbeer: The Non-Operatic Texts.  p. xv. 
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lied and mélodie composers who mostly composed songs in one language and in similar 

style.  Meyerbeer composed Italian canzonette, ariette, French mélodies, dramatic ballads, 

French romance, chansonnettes, German lieder, and religious songs.
86

 Meyerbeer 

composed approximately 80 songs, 56 of which are included in this monograph.  I have 

only included songs that were easily accessible, as my main purpose of the monograph 

was to provide a practical resource for students, teachers, and performers who are looking 

for less frequently performed repertoire from the 19
th

 century.  There are a few songs that 

are written in the bass clef for the voice, but the majority of the songs are written in the 

treble clef, which means anyone across the voice categories could find songs they like 

and perform as is, or if needed, transpose them to the keys that suit their particular vocal 

timbre and tessitura.   

 Meyerbeer’s fluency in the musical language of three countries Italy, Germany, 

and France, distinguishes him from the rest of the 19
th

-century song composers.  

Although Schubert and Beethoven among others composed some Italian songs, 

Meyerbeer as a true cosmopolitan composer had the advantage.  Meyerbeer was born in 

Belin, trained in the bel canto tradition and composed Italian operas, and had a successful 

career in France theatre, all of which placed him in a unique position to compose in 

multiple languages and in a wide variety of styles.  His Italian songs offer the beautiful, 

passionate, and sensuous melodies that the audience expects from bel canto music. They 

are often in ABA form or strophic form, offering opportunities for adding ornaments in 

the repeated section of the song.  

                                                
86

 Letellier and Arsenty.  Giacomo Meyerbeer: The Non-Operatic Texts.  pp. xv-xvi. 
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His German songs are often set in strophic form, following the traditional Lied form, and 

are varied in tempi, moods, and lengths.  For the modified strophic songs, Meyerbeer 

utilizes his expert orchestration skills to musically reflect the poetry in each verse.  His 

ability to musically portray emotions, situations, and ideas is in full force in songs such as 

“Hirtenlied” and “Menschenfeindlich,” in which Meyerbeer uses trembling sixteenth-

notes to capture the protagonist’s anxious heart, and rapid, ascending scales to portray 

birds flying away.  

 Meyerbeer’s French songs are highly original, with dramatic piano and vocal 

parts that often resemble orchestral reduction and operatic arias.  Several of his songs 

including “Le Moine,” “Le Voeu pendant l’orage,” “La fille de l’air” reveal Meyerbeer’s 

virtuoso pianistic side, as they feature extremely difficult preludes, interludes, and 

postludes with rapid sixteenth-notes, repeated octaves, chromatic scales, and wide jumps.  

The vocal parts for these songs are also challenging: over 10 pages long with sudden 

leaps that lead to high notes at a forte dynamic, written in the passaggio, long phrases 

that require great breath control, and a wide range.  However, not all of Meyerbeer’s 

French songs are reserved for professional level singers.  Several of his French songs 

would be appropriate for undergraduate students: strophic form, manageable range and 

length, and charming, yet distinct melodies.  

 Researching, examining, and studying Meyerbeer's songs was a worthy 

investment of time and effort for me as a singer and I look forward to presenting his 

songs in recitals and concerts.  I hope my monograph will be a helpful resource for music 

students, teachers, and singing professionals who are looking to explore songs of high 
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caliber and quality by Giacomo Meyerbeer, whose operas left a lasting mark on the 19
th

-

century operatic world and influenced generations of composers after him.  Meyerbeer's 

song repertoire offers wide variety in genres, moods, temperaments, languages, tempi, 

and his songs would be a wonderful and worthy addition to recitals either within school 

settings or at any concert hall. 
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