Example 1. “Befreit,” Op. 39, No. 4; mm.
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1-9; Form Overtlay.
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(Continuation) Text:
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Example 2. “Befreit,” Op. 39, No. 4; mm. 1-9; Voice-Leading Sketch. (Descending-Third Motive (x) and its
Transformations Shown.)
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Example 3. “Wiegenliedchen,” Op. 49, No. 3; mm. 1-13; Form Overlay.
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(Example 3, continued.)
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g £ - Bienchen, Bienchen, Little bee, little bee,
. 159_?;; ,-h_'-' = = Wiegt sich im Sonnenschein, Weighing in the sunshine,
- — Spielt um mein Kindelein, Plays around my little child,
3 ¥ — Summt dich in Schlummer ein, Humming you into slumber,
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Example 4. “Wiegenliedchen,” Op. 49, No. 3; mm. 1-13; Voice-Leading Sketch.
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Example 5. “Winternacht,” Op. 15, No. 2, mm. 1-20; Form Overlay.
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(Example 5, continued.)
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Text: Translation:

Mit Regen und Sturmgebrause

sei mir willlkommen, Dezembermond,

und fitht’ mich den Weg sum traulichen Hause,
wo meine geliebte Herrin wohnt.

With rain and storm shower,
1 bid you welcome, moon of December;
show me the way to the snug little house
where my beloved lady lives.




Example 6. “Winternacht,” Op. 15, No. 2, mm. 1-20; Bass Line Voice-Leading Sketch.
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