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1. Socialization in Instrumental Lullabies
2. Lullabies as Self-Regulation

3. Mother Adjacent

4. Putting Down Dolly

5. Finding a “Point of Contact”
Conclusion

1 Speaking of music as an activity, as a verb, a ‘musicking, music
scholar Christopher Small contends that “the act of musicking estab-
lishes in the place where it is happening a set of relationships, and it
is in those relationships that the meaning of the act lies” (Small 1998:
13). This theory is valuable for highlighting the historically and cultur-
ally contingent nature of musical acts, and lends specific insight in
considering the genre of the lullaby. Lullabies, simultaneously “sleep
songs” and “work songs” (Davis 2021: 63), embody and express signi-
ficant relational connections, forging meanings between adult care-
givers and infant care-receivers through interconnected and interde-
pendent acts of musicking. Paradigmatically, lullabies take place
within the constraints of domestic spaces and the unique conditions
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of nocturnal time, with at least two participants taking part: gener-
ally, one adult - more often than not, a woman - and one child. Mu-
sical vocalizations; physical motions; ambient noises; and verbal, non-
verbal, and pre-verbal utterances all take part in the aural musicking
of lullabies. We may imagine the enormous variations involved in
these acts: the adult singer’s vocal quality, musical training, and level
of exhaustion; the lyrics that express words of tenderness and joy,
heartbreak and wrath, incantations against dangers, or memories of
ancestors; and the participation of the child, whether somnolent and
compliant or restive and full-throated. Regardless of these factors, a
large majority of lullabies can be musically characterized by their
overall soft dynamic level, gently rocking rhythms, and prosodic
character redolent of what researchers term ‘Motherese], “a sing-
song, exaggerated vocal style adopted by mothers of neonates in all
cultures” (Davies 2011: 383).! Taken together, the place, participants,
and performance of lullabies offer a rich context for the establish-
ment of important, if not complicated, human relationships between
adults and children.

2 These associations and generic factors continue to play a central part
in the meaning-making of lullabies even when they are recontextual-
ized in different musical and social environments. During the
nineteenth-century, lullabies reverberated in semi-private salons and
concert halls, tenderly sung as solo art songs with piano accompani-
ment, as operatic arias, or as compositions for mixed-voice choirs. 2

Composers also created wordless lullabies that translated the vocal

qualities of Motherese into instrumental idioms such as the rhaps-

odic virtuosity of piano and string compositions, sometimes with the
dramatic support of full orchestras.® These acts of musicking signi-
ficantly altered aspects of lullabies, even as they made use of its
shared meanings and generic characteristics. Actual children were
conspicuously absent from participating in these lullabies, which in
general took place within decidedly adult-dominated and often male-
oriented contexts in terms of performers, composers, critics, and

audience members. The soporific effect of the music now served a

largely metaphorical or narrative function, eliciting Romantic imagery

of the idealized mother-child dyad. As Marina Warner writes, “It is
the Romantic cradle song, with its rocking rhythm, its sentimental
icon of mother and baby intimacy, and its sweet untroubled domest-
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icity that on the whole dominates perception of the lullaby” (Warner
1998: 196). This sentimentalization and recontextualization largely
served as a means by which adults participated in shared expressions
of the sacralization of domesticity, the establishment of national
identity, the consideration of folkloric antiquarianism, and the poetic
contemplation of existence.

3 In this study I consider a further recontextualization of lullabies as
themes in imaginative children’s music for piano.4 Concurrent with
the collection and marketing of lullabies as part of a burgeoning mar-
ket in “children’s literature” (Davis, 2021: 76), this domestic genre re-
turned lullabies to the home and to the participation of children, but
altered the nature of that participation while reinforcing the ideology
of sentimental Romantic childhood. Domestic spaces held deep ideo-
logical importance as sites of middle-class identity formation, in
which rituals such as private music making played an important role.
Adults participated mainly as both informal and formal teachers, and
as the composers of published works, the latter an overwhelmingly
male-dominated category, and children engaged with these expres-
sions of adult authority through the physical presence of teachers as
well as via the adult-mandated rules of musical literacy and correct-
ness. These instrumental lullabies were no longer “sleep songs” in any
literal sense, but decidedly “work songs” that required young children
to develop musical skills, practice emotional sensitivity, and internal-
ize appropriate social roles and norms.

4 Utilizing Maria Nikolajeva’s theory of aetonormativity, I argue that lul-
labies in this context function as expressions of adult hegemony over
children, operating as a covert mechanism of socialization that held
significant ramifications for the negotiation of gender and age
boundaries. I begin by contextualizing this form of musicking, under-
scoring the social significance of domestic piano practice and per-
formance, and explaining the ways in which imaginative children’s
music thrived in this social niche and reflected social imagery
through its multimodal characteristics. Although boys undoubtedly
participated in piano playing, I focus on the impact of this musical-
ized socialization on girls, a perspective justified by the feminine gen-
dering of private piano performance and the preponderance of
young, female players during the long nineteenth century (Parakilas
2002: 121). Seen in this way, lullabies contributed to the establishment
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and maintenance of social ideologies on childhood, girlhood, and
motherhood. I analyze select compositions and consider the ways in
which musical characteristics, textual descriptors, and visual illustra-
tions combine to vividly communicate these social narratives and ex-
pectations. My selection does not prioritize works by canonical com-
posers or famous works; rather I have chosen to emphasize the per-
vasiveness, longevity, and stability of these remarkably homogenous
lullaby conventions for children by drawing examples from com-
posers across the western world - France, Germany, Russia, and the
United States - between the second half of the century to 1920. I or-
ganize my analyses based on the music’s depiction of model social re-
lationships in which young pianists practiced feminine self-
regulation, the positioning of the ‘good mother’ in relation to children
and the home, and correct maternal behavior through a conflation of
doll play and piano play. In the final section, I offer counterexamples
of lullabies written by two female composers, arguing that they offer
more empowered and fully human images within this tradition.

1. Socialization in Instrumental
Lullabies

Lullabies in imaginative children’s music were made by adults for
children, and as such, they reify the adult’s culturally contingent and
ideologically laden conceptualizations of childhood, presenting actual
children with both descriptive and prescriptive models of identity.
Maria Nikolajeva developed the concept of ‘aetonormativity’ to theor-
ize this power imbalance in children’s literature, arguing that because
adults establish social norms, the adult definition of normativity and
alterity “governs the way children’s literature has been patterned
from its emergence until the present day” (Nikolajeva 2009: 16). She
continues,

The child /adult power imbalance is most tangibly manifested in the
relationship between the ostensibly adult narrative voice and the
child focalizing character. In other words, the way the adult narrator
narrates the child reveals the degree of alterity - yet degree only,
since alterity is by definition inevitable in writing for children. In-
deed, nowhere else are power structures as visible as in children’s
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literature, the refined instrument used for centuries to educate, so-
cialize and oppress a particular social group. (Nikolajeva 2009: 16)

6 What she says of children’s literature is equally valid for children’s
music. Adults hierarchically confront and manage the alterity of chil-
dren when they establish the criteria for children’s musicking, in
which the musical and the social intertwine. As Katherine Bergeron
states, at the piano, students attuned themselves to a system of
ordered values, learning to reproduce those values according to the
laws of the discipline. This type of social control insists that “to play
in tune, to uphold the canon, is ultimately to interiorize those values
that would maintain, so to speak, social ‘harmony’. Practice makes the
scale - and evidently all of its players - perfect” (Bergeron 1992: 2-3).
Aetonormativity proves a potent tool for exploring the socializing
pressures of imaginative children’s music, by critically considering
the ways in which adults frame children through the musicking of
domestic piano practice, as well as the ways in which children are
represented through music, text, and image.

7 The ability to own and play upon a keyboard instrument in the home
had acted as a marker of social largesse, musical literacy, and femin-
ine propriety since the eighteenth century. This was particularly true
for young girls in the growing middle-classes for whom the highly
gender-specific activity of piano playing functioned as the ideal in-
strument for them to hone and display chaste and virtuous behavior.
These so-called ‘feminine accomplishments’ participated in the sym-
bolic enactment of cultural boundaries that played across socio-
economic, racial, gender, and age lines. The ‘labor’ of piano playing by
middle-class, white girls differentiated them from the peasantry,
urban poor, and minorities - whose physical labors were the results
of economic necessity and compulsion - as well as from the nobility -
whose labors were perceived as power-hungry, lascivious, and extra-
vagant (Loesser 1954: 64). It also differed from the labors of business
and commerce undertaken by adult men in the morally-questionable
public sphere. Rather, young women were expected to perform their
status in the comfort and safety of drawing rooms where they “played
the piano in a gentle, sweet, and correct manner”, utilizing the pre-
ponderance of method books, exercises, and sheet music deemed so-
cially appropriate for such musicking (Byrd 2020: 441).
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8 During the first half of the nineteenth century, the tradition of repet-
itive and mechanistic études were emblematic of the musical educa-
tion of children (Deahl 2001: 28; Parakilas 2002: 115-119). However,
with the emergence of imaginative children’s music during the 1840s,
they were provided with programmatic pieces specifically designed
to encourage their innate creativity and sensitivity (Kok 2010: 269-
270).5 Robert Schumann (1810-1853) was a key figure in this develop-
ment, with his Kinderszenen [Children’s scenes] op. 15 (1838) and
Album fur die Jugend [Album for the young] op. 68 (1848) establishing
important generic parameters for imaginative children’s music world-
wide. % Schumann espoused a holistic conception of music education
for children, repeatedly denigrating what he saw as the wastefulness
and mindlessness of tedious exercises and pedantic theory. As early
as 1834 he insisted that such music was nothing more than “the faith-
ful yet lifeless mirror that reflects truth silently, remaining dead,
without an object to animate it” (Schumann 1834: 75).7 Contrarily, he
employed programmatic techniques to imbue his educational music
for children with the inspiring spark of fantasy, characterizing his
collection Album fiir die Jugend as a compendium of “forward-facing
mirrors, premonitions, prospective states for the young” 8 In contrast
to the “lifeless mirror” of études and theory, the “forward-facing mir-
rors” of imaginative children’s music focalized children as artistic
subjects as well as active performers. Musicalized images of child-
hood offered actual children models of behavior and allowed them to
mature musically, emotionally, socially, and spiritually. Composers
and publishers throughout the nineteenth century strategically de-
veloped a lexicon of child-appropriate themes to populate musical
worlds that reflected domestic, fantastic, natural, and emotional
scenes back upon young pianists (Kok 2008: 100; Eicker 1995: 53-56).
Lullabies proved particularly popular within this context. Their
simple and straightforward musical features - characterized by
formal clarity (AA or ABA), synchronized combinations of tuneful
melody (in the right hand) and rocking accompaniment (in the left
hand), and overarching use of quiet dynamics - made them ideal ped-
agogical repertoire for beginning players. Additionally, the program-
matic image of the lullaby with its associations with the musicking of
mothers and children was considered both suitable for and relevant
to the young. This image was largely expunged of its real-world com-
plexities, frustrations, and anxieties, instead depicting a sentimental-
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ized ideal that emphasized domestic peace and intimacy. This fram-
ing of the lullaby delineated a highly selective ‘forward-looking mir-
ror’ for children, one that expressed the aetonormative and patri-
archal values in which they were musicked.

For young, female pianists, the musicking of such lullabies engaged
them in lessons of socialization that reiterated and reinforced two
ideologies that were vitally important to nineteenth-century society:
girlhood ? and motherhood. ! Carol Dyhouse connects the concept of
adolescence to the nineteenth-century, stating that “as industrial so-
ciety came to subject children and the young to ever longer periods
of tutelage and formal schooling, the transition from childhood to a
generally recognised [sic] adult status became more drawn out and
complex” (Dyhouse 1981: 115). As a result, the myth of adolescent girl-
hood as a distinct cultural category received increased attention
throughout the course of the century in artistic and public dis-
courses. Beth Rodgers points out that girlhood represented a “diffi-
cult to define, ‘melting’ stage of life between childhood and woman-
hood”, an ambivalent and polysemous category that prompted and
justified aetonormative responses in the form of adult guidance, en-
couragement, and warnings (Rodgers 2016: 1). In her analysis of the
ubiquitousness of the so called “piano girls” of the nineteenth cen-
tury, Ruth Solie borrows the concept of “girling” from feminist philo-
sopher Judith Butler, a term which describes “a two-way process that
marks girls’ lived experience of their culture’s values” She continues,
“On the one hand, girling is the social process that forms girls appro-
priate to the needs of the society they live in; on the other, it is their
own enactment - or, in Butlerian terms, their performance - of girl-
hood” (Solie 2004: 86). Girling and musicking go hand in hand.

As Ivan Raykaff puts it: “A piano girl was supposed to become a piano
woman, satisfied by marriage, motherhood, and the musical pursuits
of proper domestic life in the patriarchal social order” (Raykaff 2014:
184). The amorphous boundary land of girlhood successfully tra-
versed, women were expected to enter into the stability of a middle-
class womanhood characterized by conjugal monogamy, maternal
care, and home comforts. During the nineteenth century, mother-
hood was venerated as the ideal adult female identity, and served an
important function in supporting the culture of domesticity. Mothers
acted as the moral center of their households and held great re-
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sponsibility for symbolically tending the symbolic sacred hearth of
the home, ensuring its function as a peaceful respite for her husband
and a sanctuary for the protection and proper development of her
children. Success in this endeavor required women to aspire to ideal-
ized standards, acting the part of “The Angel in the House”, the em-
bodiment of gentleness, love, purity, piety, submissiveness, and self-
lessness. ! Childcare - which in the pre-Industrial Revolution era was
often divided between mothers and fathers, as well as outsourced to
extended family members, community members, and wet nurses
(Thurer 1994: 166-167) - became the exclusive purview of mothers,
who, it was argued, were naturally predisposed to the task (Thurer
1994: 210-211).12 The ‘good mother’ always placed the needs of her
children above her own, finding her life’s fulfillment in the sacred
calling of her domestic duties. But as Sheri Thurer states, “by the Vic-
torian era, the veneration of mothers had become a thinly veiled
guise for their exploitation” (Thurer 1994: 205). The exalted status of
“The Angel in the House” served to subjugate actual mothers by re-
quiring them to live up to ultimately impossible standards of beha-
vior, to gratefully find complete fulfillment in the unpaid marginality
of the domestic sphere, and to shoulder alone the ever-increasing
burden of child-rearing. The untroubled and idealized nature of in-
strumental lullabies avoided such social complexities, instead habitu-
ating young pianists to dominant social myths in which their roles as
children, girls, and mothers required, above all, self-regulation.

2. Lullabies as Self-Regulation

The hammer mechanism of a piano made possible a wide spectrum of
dynamic levels with the struck strings responding to the gentle and
forceful pressure of a player’s fingers with soft and loud sounds. This
direct correlation between instrument and performer made the piano
an optimum vehicle for musical expressivity, making audible the
player’s emotions. However, this also allowed the piano to function as
a means of emotional socialization in that adults could quickly per-
ceive timidity or violence in a child’s playing and administer correct-
ives. In the case of instrumental lullabies, the correct execution of
quiet dynamics acted as a form of musical supervision. Furthermore,
as a ‘forward-looking mirrors’ depicting idealized scenes of mother-
hood, the lullaby’s quiet dynamics simultaneously trained young girls
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in gentleness, selflessness, and self-restraint. No matter how much
one might feel like ‘thumping’ the piano, one mustn’'t wake the baby!
French composer Renaud de Vilbac (1829-1884) offers a useful ex-
ample in “Sommeil d’Enfant: Berceuse” [Child’s Sleep: Berceuse], the
tenth piece from his publication Echos de Jeunesse [Echoes of Youth]
(1879). A short introduction begins the piece, “Andantino” with a 6/8
time signature in F major, with short, upward-arching motives inter-
rupted by a series of lone Cs - possibly indicative of a chiming clock
signaling bedtime. Beginning with a piano dynamic level, the volume
swells only momentarily, returning to piano for the A section, which
features a simple melody marked “very much singable” [ben can-
tabile] over a rocking accompaniment. The B section follows, using
material from the introduction and requiring the performer to swell
the dynamics every measure. This heightening of the modest emo-
tional expression of the piece leads to a climax where a brief shower
of graceful sixteenth-notes crescendo in the upper register before
diminishing and slowing to the silence of a fermata. Vilbac then be-
gins anew with the opening A section melody, varying the repetition
slightly with sixteenth-notes now energizing the B section into an-
other climax. The piece concludes with a final A section, this time
marked “a little more slowly” [un poco piu lento] and “as gently as
possible” [dolcissimo] before slowing to “Lento” and fading away into
the delicacy of a “pianississimo” plagal cadence. This lullaby hinges
upon the dichotomy between tranquility and virtuosity, musically and
symbolically emphasizing the reigning in of emotional outbursts and
musical superfluity. Although many girls achieved high levels of tech-
nical skills at the piano, the vast majority could not attain notoriety in
the public sphere, a destiny open primarily to men (Parakilas 2002:
119); rather, girls were expected to frame their musicking as “strictly
non-public and therefore un-virtuosic” (Cveji¢ 2016: 219), relegating
themselves to a self-regulated, domestic future as selfless, lullaby-
humming mothers.
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Figure 1. lllustration by Charles Henri Pille for “Berceuse” in Vingt piéces enfant-

ines by Francis Thomé

12 The use of illustrations provided imaginary children’s music with ad-
ditional visual interest and invested them with a more vivid mirror of
prospective social states. Each piece of Vingt pieces enfantines
[Twenty children’s pieces] op. 58 (ca. 1883) by French composer Fran-
cis Thome (1850-1909) are headed with half-page pen illustrations by
renown French artist Charles Henri Pille (1844-1897) “Berceuse” [Lul-
laby], the seventh piece in the collection, features a depiction of a
grown woman in a voluminous dress sitting in a chair beside a large,
wooden bassinet with a half cover. (See Figure 1). A somnolent baby,
lips parted and eyes closed, lays within the cradle, their head
propped slightly by a large white pillow and a blanket tucked snuggly
around their torso. Looking down at the child, the woman’s right
hand grasps the side of the bassinet and her mouth is slightly open,
suggesting that she is in the midst of both rocking and singing. This
visual depiction of correct maternal care is reflected and augmented
in the music, which emphasizes quiet dynamics; a rhythmically
simple melody marked “very well sung” [ben cantato], and an accom-
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panying tapestry of descending arpeggios with the indication “as
sweetly as possible and sustained” [dolcissimo e sostenuto]. Though
the piece is not without its tensions - featuring affective, chromatic
harmonic progressions and five indications to hold back the tempo -
the performer must maintain decorum through predominantly quiet
dynamics, fading away at the close into a “pianississimo” haze which

brings this demure recital of future motherhood to a close. 3

When composers and publishers included references to the lyrics of
known lullabies either as titles, subtitles, or epigraphs, they further
connected instrumental lullabies to the realities and myths of
gendered domesticity. For young, female pianists, the interplay
between poetry and music may very well have placed them even
more ambiguously between two uneasy identities. On the one hand,
the lyrics imbued wordless melodies with verbal signification, allow-
ing girls to evoke the maternal voice and play the part of adult care-
giver. But on the other hand, the aetonormative, child-directed words
of many lullabies were far from tender. Marina Warner states that
“threats are interwoven into the games and songs and stories of the
nursery itself” (Warner 1998: 33), and lullabies often offered adults
outlets for taboo feelings. In Aus der Kinderwelt [From the child’s
world] op. 74 (ca. 1886) by German composer Cornelius Gurlitt (1820-
1901), “Schlummerliedchen” [Little lullaby], the collection’s fifth piece,
includes two lines of poetry beneath the title: “Go to sleep, my dear
child, / For the wind sings outside!”.1* These lines would have been
widely recognized in German-speaking lands as the opening to “Im
Winter” [In Winter], a Christmas-themed lullaby-poem by German
poet Robert Reinick (1805-1852).1% In the complete poem, four stan-
zas express the sentiments of an adult care-giver addressing a rest-
less child with the imagery of anthropomorphized nature. The first
two stanzas are translated below:

Go to sleep, my dear child,

For the wind sings outside.

It sings the whole world to rest
Covers the white beds.

And it blows in the world’s face,

b

Which does not move or stir,
Does not reach one little hand
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Go to sleep, my sweet child,

For the wind paces outside.

It taps on the window and looks inside,

And hears a child crying,

Then it scolds and hums and growls mightily,
Straightaway fetches its bed of snow

And piles it on the cradles,

If the children will not lie still. 16

The poetry intertwines the child’s behavior with that of the wind,
which acts as a natural and powerful corrective to disobedience,
praising the stillness and sleep of the frozen earth, and threatening to
punish the child’s restlessness with an avalanche of snow. The wind
acts the part of a stereotypical nursery bogey, allowing adults to ob-
liquely express their frustration and conflicted feelings. As Maria
Tatar writes, infants to whom lullabies like this were sung un-
doubtedly had no conscious understanding of the word’s menace;
“how older siblings or any other children within earshot react to the
words is less easy to calculate, though one can only speculate on a
range of responses from gleeful satisfaction to nervous anxiety”
(Tatar 1992: 34). It can be assumed that many young pianists could
clearly understand the threatening messages of the poem, and for
them their actions as pianist has them simultaneously expressing the
nurturing mother, the disobedient child, and the menacing wind.
Gurlitt’s music offers a subtle musicalization of this tension. Marked
“Sanft wiegend” [Gently rocking], the piece utilizes two themes ar-
ranged in an AABABA form. The A sections betray tension, both har-
monically, through the use of fully-diminished seventh chords, and
rhythmically, through melodic syncopations, a musical antagonism
that could speak to the agitation of the child or the howling of the
wind, which itself stands in for the frustration of the adult. The dy-
namics throughout are marked piano, aside from a short crescendo
that leads from each B section back into the quiet distress of the A
sections. Contrarily, the B sections intone a more rhythmically regu-
lar melody set lower in the alto range, possibly representative of the
voice of the “Angel of the House”, that fictional and selfless mother
who finds complete satisfaction in care-giving. It is also in the B sec-
tions that the accompaniment widens considerably and requires the
pianist’s left hand to traverse three octaves in as many measures, a
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16

somewhat challenging task for small hands, especially when attempt-
ing to maintain the piece’s gently rocking character. This music offers
young girls the opportunity to confront complex social identities,
musically enacting the laws of aetonormativity and feminine self-
regulation on the road to motherhood.

3. Mother Adjacent

In some instances, the performance of both girlhood and mother-
hood were made implicit in the musicking of an instrumental lullaby
through the physical presence of the mother as instructor and duet
partner. Solie points out that

women’s prescribed role as providers of music - and other emotional
- sustenance for family and community entailed as well their re-
sponsibility to teach the skill to the next generation. The vast icono-
graphy of women at keyboards contains a substantial subset of pic-
tures of this intergenerational transaction (Solie 2004: 100).

In the sixth edition (1870) of the pedagogical treatise Lenfant pianiste
[The child pianist] by Russian pianist Matvei Ivanovich Bernard (1794~
1871) he guarantees that by studiously practicing his collection of
dances, airs, and operatic excerpts, children as young as six would at-
tain a strong familiarization with the piano in as little as two years.
Bernard maintains that all this progress ought to take place under the
guidance and nurturance of the child pupils’ own mothers. In the
inner title page an elaborate dedication in Russian, French, and Ger-
man reads: “Collection of little, easy pieces for piano written for the
purpose of igniting the love of music in children, and dedicated to
good mothers who desire to teach their children the principles of music
themselves, by M. Bernard” (Bernard 1870: Preface Section, emphasis

mine). I/
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Figure 2. lllustration by unknown artist for Lenfant pianiste by Matvei Ivanovich

17

Bernard

These words surround an illustration of a boy and a girl in a
curtained-draped playroom, the boy seated at an upright piano with
Lenfant pianiste resting on the music rack and the girl standing to
the side holding a doll, a significant framing of gender roles that, in
the case of the girl, intermingles her musical and social educations.
(See Figure 2). The mother, Bernard’s co-teacher, is conspicuously
absent from this illustration, yet her participation is vital to the suc-
cess of the child’s musical education. In a self-flattering preface
Bernard directly enjoins mothers, “let playing the piano be a pleasure
for the child, not a dry, scholastic exercise” (Bernard 1870: Preface
Section).!® There is an implication here that musical instruction
should also be a pleasure for the mother, a form of emotional com-
pensation as she is exempt from monetary remuneration.
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Bernard begins the musical journey of mother and pupil with simple
fare, such as the second piece, “Batomku Baio ° / Berceuse” [Lullaby],
an eight-measure-long lullaby in miniature, indeed, a lullaby in its in-
fancy. The piece consists of a simple four-measure melody that is re-
peated verbatim, while the left hand provides a rocking, drone-like
accompaniment. Nevertheless, a six-year-old unaccustomed to the
placement of the hands on the keyboard, the meaning of the lines and
spaces of the treble clef, or the rhythmic values of half notes, quarter
notes, and eighth notes would undoubtedly require instruction.
Rather than guiding a child to sleep with a lullaby, here the ‘good
mother’ plays a tacet part in Bernard’s pedagogical project through
guiding her child through the rudiments of sheet music notation.
This posits a system of social relationships in which the mother en-
acts her own maternal goodness through free and grateful musical
labor, a lesson in gender norms and expectations as meaningful for a
young girl as any piano instruction.

In addition to pieces for solo piano, imaginative children’s music in-
cluded four-hand duets in which two players sit side by side -
“Primo” on the right and “Secondo" on the left - and play the same
piece together. 20 Musicking in this manner with such close proximity
between the participating performers “expressed close familial unity”,
writes Adrian Daub, and intensifies the possibility for relationship
formation and socialization (Daub 2014: 35).2! This is particularly true
in the case of young, female pianists playing alongside their own
mothers, an intimate activity in which a child and an adult sat on the
same bench, read from the same book, and touched the same key-
board. Musically this configuration reifies the alterity of childhood
and socially acceptable practices of assimilation and socialization by
which that alterity be properly channeled. The composition Le Maitre
et UEléve [The master and the student], op. 96 (1920) by Polish-Jewish
born German composer Moritz Moszkowski (1854-1925) contains
eight duets, and draws a sharp distinction between the skill levels of
the performers. The master’s “Primo” part requires substantial tech-
nical skills to execute large chords, contrapuntal and rhythmic com-
plexities, wide leaps and runs, as well as operating the sustain pedal,
while the student’s “Secondo” part is restricted to five adjacent notes
per hand, often written in parallel octaves. This pianistic dispropor-
tion underscores the aetonormative difference between children and
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adults, creating musical situations in which the child’s part barely re-
gisters at a sonic level, buried beneath the dazzling display of the
adult’s. The performance of an instrumental lullaby in this context
adds a further layer of significance in which potential mother and
daughter duos practice feminine self-regulation side by side, provid-
ing a musicalized commentary upon domestic expectations and fa-
milial roles. In the sixth piece of this collection, “Berceuse” [Lullaby]
the “Secondo” part is supremely simple, consisting entirely of a slowly
moving bass line played by the right hand alone for the first two-
thirds of the piece (sections A and B). At the return of the opening
material (section A)) the left hand joins, doubling the right at the
octave. Minimal, placid, somnolent, this music has an innocent and
artless quality, visually empty due to the abundance of rests, white
half notes, and black quarter notes, and musically fragile as the strike
of long-held notes fade away in the moderately slow “Andante”
tempo. Whether or not this music would have been challenging or
simplistic for young girls, %> symbolically the “Secondo” part appears
analogous to the idealized image of a sleeping baby, and it is from this
vantage point that she would have been able to observe a musicaliza-
tion of maternal duty and nurturance. The upper register of the key-
board is dominated by the mother’s “Primo” part, which contains sig-
nificant challenges including a legato melody, contrapuntal counter-
melodies, passages of parallel thirds, chromatic harmonies, and syn-
copated arpeggios. From the first measure to the last there is hardly a
moment when the mother’s “Primo” part does not demand assiduous
work as she produces a nearly continuous stream of visually and aur-
ally busy sixteenth notes, each requiring careful phrasing and pedal-
ing. After an initial theme in D major (section A), the mother’s music
shifts to B minor (section B) with a series of descending melodic frag-
ments, returning to the opening material (section A’) now with full
and large chords in both hands joined by more streams of sixteenth-
note filigree. The mother’s music dominates the daughter’s, even as it
cradles it in a flurry of musical activity. Additionally, aside from two
brief crescendos, Moszkowski requires that both players practice
self-regulation and maintain a piano dynamic level. This task requires
much more on the mother’s part; her musical labor must be both in-
tricate and quiet, graceful and unpretentious. This is particularly
evident in the approach of the A’ section where Moszkowski indicates
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a decrescendo, avoiding and subverting any extroverted display of
expressivity in favor of a molto piano rendition of the opening theme
now enriched with fuller chords. Interpreted as a musicalized display
of prospective motherhood, this coordinated quieting of the lullaby’s
dynamic possibilities offers girl pianists a demonstration of the skill
required to perform motherhood.

4. Putting Down Dolly

Another widespread convention of imaginative children’s music in-
cluded instrumental lullabies that made references to doll and doll
play. 23 If children gain aetonormative knowledge through observing
the modeled behaviors of adults, then the activity of playing with
dolls demonstrates the child’s internalization of those social lessons
and reveals the “reproduction of power” (Nikolajeva 2009: 22). While
children have interacted with dolls from time immemorial, the nine-
teenth century witnessed the production and consumption of dolls in
a new way. According with the advent of the concept of the “maternal
instinct” at the end of the century (Tanaka 2019: 30), adults con-
sidered dolls socially useful in the performance of girlhood and the
rehearsal of adult womanhood. Girls were expected to nurture their
dolls by such rituals as “dressing and undressing, feeding, bathing,
and putting their dolls to bed” (Formanek-Brunell 1998: 184 Yet often
adult expectations were resisted by children who treated their dolls
roughly through verbal and physical abuse, and dispatched them in
order to act out doll funerals (Formanek-Brunell 1998: 20-23). It was
not enough that children had dolls, but that they understood how to
play with them in ways that mirrored socially accepted conventions
of feminine care-taking. Doll lullabies equated correct piano playing
with correct doll playing. This holds true for “Puppenwiegenlied”
[Doll Lullaby], the third piece from Gurlitt's Aus der Kinderwelt, which
dilutes the lullaby to its most basic, possibly most ‘child-like’ ele-
ments. Marked Wiegend [Rocking], the piece outlines simple harmon-
ies in steady, left-hand arpeggios while the right plays an undemand-
ing melody within a narrow range. 2* Gurlitt goes out of his way to es-
chew musical complications or tension, repeating the simple melody
an up an octave with slight ornamentation in the second half of the
piece and maintaining quietude throughout.

Licence CCBY 4.0



Instrumental Lullabies and Nineteenth-Century Representations of Childhood, Girlhood, and
Motherhood

21

The musical, textual, and visual conventions of doll lullabies re-
peatedly depicted doll play as a child-exclusive activity, implying a
lack of adult supervision. 2> This highlights the model behavior of the
depicted children who know how to play correctly even without the
presence of adult authority. However, adult authority is never absent
from children’s culture; rather, it exerts its socializing influence sur-
reptitiously in it the structures of musical correctness and musical-
ized depictions of child behaviors. This is a fictional world in which,
in the words of Jacqueline Rose, “the adult comes first (author, maker,
giver) and the child comes after (reader, product, receiver), but...
neither of them enter the space in between” (Rose 1984: 1-2). The hid-
den influence of the adult is evident in “Berceuse de la poupée” [The
doll's lullaby], the final piece from Scenes enfantines [Children’s
scenes], op. 61 (ca. 1890) by the French pedagogue Théodore Lack
(1846-1921). The title page of this composition features twelve framed
vignettes, with the righthand panel one up from the bottom depicting
a light-haired girl resting alone in a high-backed armchair (see Figure
3). Dark shadows surround her image and her left arm rests over the
form of a doll lying in her lap. Lack’s music adheres to lullaby stand-
ards, emphasizing simplicity - “Andantino semplice” tempo - and
sweetness - using the term “dolce” three times - while the main
melody opens with a repeated descending major third that coos and
sighs in time with the arpeggiated accompaniment. Lack specifies his
programmatic intentions through the use of in-score texts, words or
phrases inserted above the musical staff meant to give narrative
meaning to the music.?® At the beginning of the piece, Lack writes

“Yvonne puts her doll to sleep”?’

, giving the music an autobiograph-
ical intimacy by using the name of his own daughter. Girls playing
this piece can imaginatively enter into the scene and its meanings
with Yvonne as their musical avatar. At the end of the piece, Lack
writes another in-score text that reads “The doll falls asleep and
Yvonne too”?8. At this point the melodic major third motif continues
for several more measures before disappearing “calando” and “pianis-

sissimo”.
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Figure 3. Detail of Scénes enfantines title page by Théodore Lack

Returning to the cover page illustration with this ending in mind, we
can now interpret the positioning of Yvonne’s body as the posture of
a sleeping child, eyes closed, head tilted slightly to the left, having
succumbed to the soothing effects of her own lullaby play. With this
final in-score text, Lack has shifted the piece significantly, yet almost
imperceptibly, from a depiction of a child at play to one of a child at
sleep. Yvonne had been exercising her creative agency over an inan-
imate plaything, but when she herself falls asleep, she becomes
powerless, an inanimate plaything of an adult, who has placed her in
the passive and static position of a doll. To what extent did the music
ever truly express the voice of the child? Or does it rather ventrilo-
quize the child in order to give voice to the hidden adult’s aetonorm-
ative perspective on childhood?
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This adult conflation of the child with the doll takes on the telescopic
quality of a mise en abyme in the case of another piece by Lack, Le
Roman d'une poupée op. 258 (1906), a remarkable work with words
and music by Lack and illustrations by his actual daughter Yvonne. 2°
Best understood as a “sheet music picture book”, it consists of twelve
short piano pieces interspersed among a prose story about a mar-
velous world of living toys. From the beginning Lack ingratiates him-
self to his child consumers, promising to delight them with toy shop
wonders, while Yvonne’s brightly-colored depictions of contempor-
ary toys appear as headings at the beginning of each piece and are
often integrated into the narration as drop caps. The story’s two main
characters are Princess Myosotis, a wooden doll with a single dowel
for legs, and Captain Sabre-au-Clair, a wooden soldier sitting astride
a horse on wheels. The story tells of these two figures playing out an
idealized courtship that transitions from the Captain serenading the
Princess below her balcony and asking for her hand, to their sumptu-
ous wedding and subsequent honeymoon on the shelf of Italian toys.
“How time passes when one is happy!”3° The Princess, now known as
Madame Sabre-au-Clair enters into blissful motherhood in the tenth
piece “Le Carillon du Baptéme” [The baptism bells] with “the birth of
a sweet little doll, their daughter, who came into the world saying
‘Papa, Mama”’ 3! The following page depicts a lullaby, entitled “Lullaby
to put to sleep the doll of a doll” [Berceuse pour endormir la poupée
d'une poupée], which Lack narrates: “After this long ceremony, Miss
Sabre-au-Clair, somewhat tired, returns to her room, and her mother
sings her to sleep with a lullaby in a sweet and tender voice’.3?
Yvonne’s illustration depicts the mother positioned in front of a
wicker bassinet in which her daughter presumably sleeps nestled out
of sight, her arms pointing forward in as near a gesture of embrace as
her stiff, jointless arms are capable of. Spanning the page hang four
additional doll babies, decorations or premonitions of future off-
spring (see Figure 4). Lack’s music presents a repetitive descending
accompaniment supporting a “semplice” melody, digressing moment-
arily into a monophonic passage in small note heads to depict the in-

n33 _

fant’s inner world - “She dreams of her little papa before re-

capitulating and ending “pianissimo”.
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Figure 4. lllustration by Yvonne Lack from “Berceuse pour endormir la poupée
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d’une poupée” from Le Roman d’une poupée by Théodore Lack

eFr Y

BEI’CGUSQ pour endormir la Poupée d'une Poupée.

This blissful scene of ideal childhood and motherhood - as well as
girlhood for the potential female pianist - takes an unexpected and
melodramatic turn into tragedy. A lengthy paragraph on the next
page describes the valiant death of Captain Sabre-au-Clair as the
hands of “a band of horrible cannibals’3* who had stormed into the
toy store. When she hears of the death of her husband, “Madame
Sabre-au-Clair gives an earsplitting cry and falls backwards off the
hight of the windowsill with her daughter in her arms onto the par-
quet floor where both of them break into a thousand pieces! O the
fragility of human things!”. 3> The composition ends in the pall of dark
silhouettes and the mournful tones of a funeral march, fleeting
quotes of the happy couple’s opening themes quashed by a final
statement of the funerary Dies Irae chant. Girls who play faithfully
through this story have been led through the wonders of a toy shop,
learning proper ways of playing with dolls, of playing piano, and of
performing their girlhood through “prospective states” of courtship,
marriage, and devotion to family. The ‘forward-looking mirror’ of
motherhood is characterized as happiness itself, providing the ‘good
mother’ with fulfillment as she performs a lullaby after performing
the social and religious ceremonies expected of her class and herit-
age. Despite this, the mother is ultimately and completely dependent
upon her husband, whose demise causes her to die of grief, taking
her baby girl with her, literally dashing to pieces any possibility of a
future that did not conform to conjugal norms. It falls to the girl pian-
ist to carry on, accompanying the grim funeral march with the proper
pathos and gravity.
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5. Finding a “Point of Contact”

The vast majority of imaginative children’s music compositions were
written by adult men; women - let alone children - rarely contended
with the patriarchal and aetonormative forces that shaped this mu-
sical canon. Despite this, the creation of original children’s music
could offer women a socially acceptable creative outlet for several
reasons. First, the generic marginality and simplicity of children’s
music did not compete directly with more ‘serious, masculine en-
deavors such as symphonies, counterpoint, and public virtuosity.
Second, due to the “bottomless piano-girl market”, the transmission
of musical skills at an amateur, domestic level was largely a female
enterprise, providing women with some measure of authority as
teachers (Solie 2004: 101). 36 Examples of imaginative children’s music
written by women, therefore, give voice to the negotiation of female
agency. Even while conforming to the limitations of patriarchy, these
composers, their professions, and their compositions reveal the fis-
sures in the veneer of male-dominated hegemony by adding com-
plexity to the concept of what motherhood, girlhood, and childhood
could be. In the case of instrumental lullabies, the lived experiences
of female composers allowed them to complicate and subvert the an-
gelic, Romantic ideal of maternal bliss, and to provide musical depic-
tions that shed light on the complications, limitations, and celebra-
tions of motherhood.

American composer Florence Newell Barbour (1866-1946) was born in
Providence, Rhode Island and achieved some notoriety as a composer
of works for piano, voice, chamber, and chorus. She gave birth to four
children between 1892 and 1896, an experience that appears to have
informed her depiction of an instrumental lullaby. The final piece
from her collection Holland Suite (1912), is entitled “The Dutch
Mother’s Goodnight: Lullaby”, which through its various components
problematizes the iconography of the ‘good mother.
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Figure 5. lllustration from “The Dutch Mother’s Goodnight: Lullaby” from Hol-
land Suite by Florence Newell Barbour
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27 Each piece in Barbour’s collection included framed, ink-drawn illus-
trations at the top-left corner, and the picture for “Lullaby” is re-
markable for depicting the complexity of the mother-child dyad in
the domestic sphere, rather than adhering to sentimentalized idealiz-
ations. We see a simple domestic interior, a kitchen, judging by the
dish cabinet to the right (see Figure 5), with a woven basket to the
right, potentially containing folded linens. A mother sits on a low
bench beneath a window, wearing a Dutch cap with turned up wings,
a white apron, and wooden clog shoes. Before her is a young girl, a
toddler wearing her own set of small clogs and white apron, her face
turned towards the mother and away from a pillow-filled cradle.
Mothering children is work, sometimes emotionally rewarding, but
also emotionally and physically exhausting, a concept communicated
by the mother's worn expression combined with her rolled-up
sleeves. Furthermore, mothering children is only a part of the main-
tenance of the domestic sphere, demonstrated in the kitchen’s
double function as both nursery and laundry room. Lastly, the picture
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speaks to the potential for struggle and frustration in the lullaby
between care-giver and care-receiver; the toddler has turned her
back on the cradle and her hands are pressed together in supplica-
tion. Unlike illustrations that show only blissful cuddling or compli-
antly slumbering infants, here the ritual of the lullaby has yet to start
and the mother already seems exhausted; the pair seem about to
start negotiations. Barbour’s music confirms this by musicalizing
their mutual attempts, interruptions, resolutions, and frustrations.
What starts “Slowly and tenderly” in F major is frequently derailed by
continuous dynamic swells - at times shifting from piano to forte and
back within the space of four measures - and features an animated B
section in D minor replete with syncopations, accents, ritardandos,
and augmented sixth harmonies. The return of familiar material in
the A’ section maintains a turgid atmosphere, struggling through a
forte passage marked espressivo before gradually settling to a ca-
dence. An additional eight measures act as a coda, with the marking
“Very slowly, the good night”. Only now does the child seem ready to
settle down to sleep, drifting away from piano to pianissimo and fi-
nally to the pianississimo release of a suspended cadence. By balan-
cing musical tenderness and musical struggle, this depiction of
mother’s work resists the characterization that lullabies are decidedly
quiet and peaceful affairs, offering young girls a fuller understanding
of societal expectations and domestic duties.

My last example is by American composer Juliet Adams (1858-1951),
who composed under the name Mrs. Crosby Adams. Entitled “A Voy-
age’, it is a veritable constellation of musical possibilities and social
depictions, a multifaceted ‘forward-looking mirror’ that reflects the
composer’s dynamic understanding of musical education, feminine
creativity, and child agency. “A Voyage” abounds with intermedial
richness, consisting of a title; an excerpted subtitle advocating the
importance of singing; a four stanza lullaby poem with playful, naut-
ical imagery by Dorothy Firman; 3’ both duet and solo versions of the
sheet music including the possibility of singing the words of Firman’s
poem to the instrumental melody, and a cover page illustrated silhou-
ette of a young mother and a young boy playing enjoying a rocking
chair. (See Figure 6 and Appendix 1). The superfluity of these ele-
ments and the possibilities of their interactions paint the musical
education of children as a wildly dynamic and non-linear process.
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Whatever girlhood and motherhood may be, whatever lullabies and
piano playing symbolize, Adams explores them with such liveliness
and diversity that they offer girls less a mirror and more a kaleido-
scope which they can use to creatively interact with the world.

In her 1903 autobiography Adams posed the question “To what end is
all this music study, this ceaseless procession of children and young
people with music rolls going to and from their lessons?” (Adams
1903: 104). For her the answer lay in a definition of growth and matur-
ation that went beyond images of feminine self-regulation, idealized
mothering, and careful handling of dolls. For her, a “musician” con-
tributes to the happiness of their home, their community, and their
world. She lays heavy responsibility for this result upon adult music
teachers, who needed to find a personalized, empathetic “point of
contact” with every student, exercise enormous patience and toler-
ance, and cultivate the child’s inborn power towards self-expression
(Adams 1903: 42). She writes,

Intellectual and moral culture are therefore indispensable to the
teacher of music. For to know how to interest the pupil from the very
first lesson; to know how to regulate the instructions to meet all cir-
cumstances and all varieties of disposition, making it his aim to
awaken into consciousness the principle of art, which is surely im-
planted in the soul of the pupil; to be willing to exercise true pa-
tience, that patience which, working always, watches and waits for
the results; to hold technical skill second to the artistic principle,
notwithstanding the temptation which is constantly presented to
make showy, brilliant performers, is surely no easy task, and one for
which he can only be trained by careful thought, and study of char-
acter. (Adams 1903: 93)

Adams inverts expected aetonormative power dynamics when she in-
sists that it falls upon the adult teacher’s shoulders to successfully
teach music to children. For her, it is not enough to offer “prospect-
ive states”, but rather to engage in musicking while meet them as
human beings in mutual and reciprocal growth. In this way Adams es-
pecially offers a new paradigm for how music functions as a socializ-
ing tool that has important ramifications for the definitions of child-
hood, girlhood, and motherhood in the nineteenth century and bey-
ond.
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Figure 6. Detail of Four Duets for Two Beginners title page by Mrs. Crosby Adams

31

Conclusion

Subversive and complex pieces such as those by Barbour and Adams
proved to be the rare minority for instrumental lullabies. For the
most part this theme continued to be rendered through the same
placid and respectable features as before, depicting the idealized im-
ages of childhood, girlhood, and motherhood that suited the
aetonormative and patriarchal order. These musical characteristics
remained largely unchanged even as instrumental lullabies continued
to travel through space and time. Idealized motherhood thrived in
the lullabies of the educational repertories of the Soviet Union, 38 and
continue to this day in contemporary method books in the United
States. 39 Perhaps the longevity of this music attests to the continu-
ation of unspoken social boundaries that order the definition of chil-
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dren and women. It is worth considering Philippe Aries’ observation
that “children form the most conservative of human societies” (Aries
1962: 68), and by critically investigating the structures and roles of
children’s culture within adult culture that we can reconsider the
usefulness of these outdated and coercive ideologies. Undoubtedly
the lived experiences of girls interacting with these lullabies have en-
gendered and will continue to produce a diversity of reactions, estab-
lishing a diversity of relational meanings; the analyses that I have
posited and connections I have drawn between the musical and social
meaning-making constitute only one possible interpretation. Yet per-
haps the mere possibility that children’s music could play such a part

ought to be enough to make us think twice.
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“A Voyage” from Four Duets for Two Beginners title page by Mrs. Crosby Adams
(1906), page 6

v
A Voyage.

MOTTO: Since singing is so good a thing

I wish that all would learn to sing. )
BALDWIN.

The good ship Rocking-chair glides along, | The port we are seeking is Slumber Town,

Sailing o'er Sleepy Sea; Where dwell the people of Dreams, —
The kind old Sandman is captain’s mate, | Who flit on the silver shining sands
Dear mother, the captain she. Under the moon's clear beams.
The upper deck is on mother’s lap, The ship goes sailing along, along,
And a lullaby soft and low The peaceful voyage is past;
Is the only boat-horn one ever hears The harbor of Slumber Town comes to View,
On Sleepy Sea, you know. Our port is gained at last.

DOROTHY FIRMAN.
IN DUET FORM.

For left hand. Quietly with rocking motion.
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“A Voyage” from Four Duets for Two Beginners title page by Mrs. Crosby Adams
(1906), page 7

A Voyage.

AS A PIANO SOLO.

1 For a cross cultural examination of lullabies see Simone Falk and Christine
D. Tsang, “The Role and Functions of Infant Directed Singing in Early Devel-
opment,” in The Routledge Companion to Interdisciplinary Studies in Singing,
Volume I: Development, Frank A. Russo, Beatriz Ilari, and Anabel J. Cohen,
eds. (New York: Routledge, 2020), p. 179-189.

2 During the nineteenth century, the art song Wiegenlied, op. 49 no. 4
(1868) composed by Johannes Brahms (1833-1897) on lyrics collected in Des
Knaben Wunderhorn (1805-1808) was particularly famous. For an exploration
of lullabies as art songs, see Carissa Scroggins, “The Lullaby as Art Song: En-
gaging Repertoire For Study and Performance”, PhD diss. (University of
Northern Colorado, 2021). Many sung art song lullabies found new avenues
for expression as instrumental arrangements, such as the song Clos ta
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paupiere (1873) by Charles Gounod (1818-1893), which the composer ar-
ranged for both violin and cello with piano accompaniment.

3 Notable Berceuses du concert for piano include Berceuse, op. 57 (1843-
1844) by Frédéric Chopin (1810-1849) and Berceuse, S174 (1854, 1862) by Franz
Liszt (1811-1886). Both Berceuse, op. 16 (1878-1880) by Gabriel Faure (1845-
1924) and Berceuse, op. 20 (ca. 1914) by Eugene Ysaye (1858-1931) were writ-
ten for solo violin accompanied by either piano or orchestra.

4 The term “imaginative children’s music” was coined by Roe-Min Kok to
describe the ideological transformations of children’s music in the 1830s
and 1840s. See Roe-Min Kok, “Family and Gender in Imaginative Children’s
Music’, in Instrumental Music and the Industrial Revolution, edited by
Roberto Illiano and Luca Sala (Bologna: UT Orpheus, 2010), 269-278.

5 Even after the emergence of imaginative children’s music, the tradition
of mechanistic exercises for children would endure, existing in tandem with
other forms of musical pedagogy to this day. See Walter Ponce, The Tyranny
of Tradition in Piano Teaching: A Critical History from Clementi to the
Present (Jefferson: McFarland and Co., Inc.: 2019); Lia Laor, Paradigm War:
Lessons Learned from 19th Century Piano Pedagogy (Cambridge: Cambridge
Scholars Publishing, 2016); Alexander Stefaniak, Schumann’s Virtuosity: Cri-
ticism, Composition, and Performance in Nineteenth-Century Germany
(Bloomington: Indiana University Press, 2016); James Deaville, “A Star is
Born? Czerny, Liszt, and the Pedagogy of Virtuosity”, in Beyond the Art of
Finger Dexterity: Reassessing Carl Czerny, ed. David Gramit (Rochester: Uni-
versity of Rochester Press, 2008): 52-66; and James Parakilas, et al., Piano
Roles: Three Hundred Years of Life with the Piano (New Haven: Yale Univer-
sity Press, 2001).

6 Schumann differentiated between Kinderszenen, which he understood as
music about childhood, and Album fiir die Jugend, which he saw as music for
children. See Bernhard R. Appel, “Actually, Taken Directly from Family Life”:
Robert Schumann’s Album fir die Jugend”, trans. John Michael Cooper in
Schumann and His World, ed. R. Larry Todd (Princeton: Princeton University
Press, 1994), 182.

7 Unless noted, all translations are by the author.

8 Quoted in Joachim Draheim, “Klaviermusik: Werke fir Klavier zu zwei
Handen nach 1840% in Schumann Handbuch, ed. Ulrich Tadday (Stuttgart:
Metzler, 2006), 266. “..Vorspiegelungen, Ahnungen, zukinftige Zustande fir
jungere”. See Bernhard R. Appel, “Actually, Taken Directly from Family Life’.

Licence CCBY 4.0



Instrumental Lullabies and Nineteenth-Century Representations of Childhood, Girlhood, and
Motherhood

Robert Schumann’s Album fir die Jugend”, trans. John Michael Cooper in
Schumann and His World, ed. R. Larry Todd (Princeton: Princeton University
Press, 1994), 182.

9 Judith Butler’s writings from the 1990s did much to inaugurate the study
of girls and girlhood; see Judith Butler, Gender Trouble: Feminism and the
Subversion of Identity (New York: Routledge, 1990) and Judith Butler, Bodies
that Matter: On the Discursive Limits of “Sex” (New York: Routledge, 1993).
Subsequent research in nineteenth-century girlhood are often focused on
Britain; see Sally Mitchell, The New Girl: Girls’ Culture in England, 1880-1915
(New York: Columbia University Press, 1995); Sarah Bilston, The Awkward
Age in Women’s Popular Fiction, 1850-1900: Girls and the Transition to Wo-
manhood (Oxford: Oxford University Press, 2004); Michelle J. Smith, Empire
in British Girls’ Literature and Culture: Imperial Girls, 1880-1915 (New York:
Palgrave Macmillan, 2011); Kristine Moruzi, Constructing Girlhood through
the Periodical Press, 1850-1915 (New York: Routledge, 2012); and Hilary Mar-
land, Health and Girlhood in Britain, 1874-1920 (New York: Palgrave Macmil-
lan, 2013). For a study of German-American girl’s literature, see Julie Pfeiffer,
Transforming Girls: The Work of Nineteenth-Century Adolescence (Jackson:
University Press of Mississippi, 2021).

10 The poet Adrienne Rich is foundational to motherhood studies primarily
due to her monograph Of Woman Born (1976) in which she draws a distinc-
tion between the patriarchal institution of motherhood and the lived exper-
ience of mothers. See Adrianne Rich Of Woman Born: Motherhood as Exper-
ience and Institution (New York: WW. Norton, 1976). Influenced by this book,
Andrea O'Reilly is credited with coining the term Motherhood Studies; has
written voluminously on the topic; established Demeter Press to publish on
mothering, reproduction, sexuality, and family; and is the general editor of
the Encyclopedia of Motherhood (2010). See Andrea O'Reilly, Mother Matters:
Motherhood as Discourse and Practice (Toronto: ARM Press, 2004); Andrea
O'Reilly ed., From Motherhood to Mothering: The Legacy of Adrienne Rich’s Of
Woman Born (Albany: State University of New York Press, 2004); and Andrea
O'Reilly, et al., Motherhood: Power and Oppression (Toronto: Women'’s Press,
2005). For research on the intersections between motherhood and music
see M. Joy Rose, “Mothers and Music”, in The Routledge Companion to Moth-
erhood (New York: Routledge, 2019); and M. Joy Rose, Lynda Ross, and Jen-
nifer Hartmann, Music of Motherhood: History, Healing, and Activism (Brad-
ford: Demeter Press, 2017).
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11 Originally the title of a lengthy narrative poem (1854-1862) by English
poet Coventry Patmore (1823-1896) poetically describing his first wife, Emily
Augusta Andrews (1824-1862). For scholarly considerations of the impact of
this image in literature and society, see: Elizabeth Langland, “Nobody’s An-
gels: Domestic Ideology and Middle-Class Woman in the Victorian Novel”, in
PMLA 107, no. 2 (1992); Mary Poovey, Uneven Developments: The Ideological
Work of Gender in Mid-Victorian England (Chicago: University of Chicago
Press, 1988); and Elizabeth Helsinger, Robin Lauterbach Sheets, and William
Veeder, The Woman Question: Society and Literature in Britain and America
1817-1883 (Chicago: University of Chicago Press, 1983).

12 An important voice in the emergence of this new mother-discourse was
Jean-Jacques Rousseau (1712-1778) and his treatise Emile or On Education
(1762) in which he argued against the practice of wet nursing and outlined a
child-centered form of parenting requiring total attention from an early
age. See E. Ann Kaplan, Motherhood and Representation: The Mother in Pop-
ular Culture and Melodrama (New York: Routledge, 1992), 20-21.

13 Thomé dedicated this individual piece to Jean-Henri Ravina (1818-1906), a
virtuoso pianist who began his own musical studies with his mother
Eugénie Ravina (1794-1877), a pianist and respected professor in Bordeaux.

14 “Schlaf ein, mein sufSes Kind, / Da draussen singt der Wind” (Gurlitt
1886: 7).

15 The poem “Im Winter” was part of a quadriptych of lullabies for all four
seasons. During his lifetime Reinick was known in Germany as the author of
poems on domestic and antiquarian themes, as well as literary fairytales
and a children’s book entitled ABC-Buch fiir kleine und grofde Kinder (1845,
1847) with illustrations by Ludwig Richter (1803-1884) and songs by Ferdin-
and Hiller (1811-1885). Robert Schumann cultivated a relationship with him,
collaborating on the libretto of the opera Genoveva and setting his poems as
Lieder. After his death, his poems were set to music by such composers as
Johannes Brahms (1833-1897) and Hugo Wolf (1860-1903). See Natasha
Loges, Brahms and His Poets: A Handbook (Woodbridge: Boydell and Brewer,
2020), 326-333.

16 “Schlaf ein, mein liebes Kind, / da drauf$en singt der Wind. / Er singt die
ganze Welt in Ruh, / Deckt die weifSen Betten zu. / Und blast er ihr auch
ins Gesicht, / Sie rihrt sich nicht und regt sich nicht. / Tut auch kein
Handlein strecken / Aus ihren weifen Decken. / Schlaf ein, mein sufses
Kind, / Da draufSen geht der Wind. / Pocht an die Fenster und schaut
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hinein, / Und hort er wo ein Kind noch schrein'n, / Da schilt und brummt
und summt er sehr, / Holt gleich sein Bett voll Schnee daher / Und deckt
es auf die Wiegen, / Wenn’s Kind nicht still will liegen” (Ludwig Leimbach
1884: 416).

17 This work underwent multiple publications, the sixth edition appearing
in 1870.

18 “Uro urpa Ha (opTenuaHo AOJKHA ObITh 1Jisi pebeHKa 3a06aBoii, a He
cxoJslactudeckuM 3aHsaTueM. / Que le jeu du piano soit un amusement pour
I'enfant, et non une étude scolastique. / Dass das Clavierspiel dem Kinde
eine Erheiterung, keineswegs aber ein trocknes Studium sei.”

19 “Bayushki Bayu” translates as “lullaby” and also functions as a regularly
occurring refrain in lullabies of both the folk and art variety.

20 Examples by well-known composers include 12 Klavierstiicke fiir kleine
und grof3e Kinder, op. 85 (1849) and Kinderball, op. 130 (1853) by Rober Schu-
mann, and Jeux d'enfants (1871) by Georges Bizet (1838-1875).

21 While many compositions left the intended performers unspecified, in
some cases composers and publishers took pains to indicate the proper
players. French pianist Henri Jérome Bertini (1798-1876) composed two col-
lections entitled Frere et sceur [Brother and sister] (ca. 1841) and Mere et fille
[Mother and daughter] (1846). Matvei Bernard’s Lenfant pianiste concludes
with three four-hand duets, the first two of which specify that the child
plays “Primo” and the mother plays “Secondo” (Bernard 1870: 36-39).

22 Moszkowski dedicated all the pieces of Le Maitre et I'Eléve to Mademois-
elle Diane de Rothschild (1907-1996), who was thirteen years old at the time
of publication. It is unclear whether she may have ever played the pieces
with her mother Gabrielle Régine ‘Nelly’ Rothschild (1886-1945) or with
Moszkowski himself, who may have been her private piano teacher in Paris.

23 While the vast majority of doll-related pieces place them in a lullaby
context, a minority make reference to other ways in which children interact
with dolls, particularly dancing, but also baptisms, illness, brokenness, and
funerals.

24 The appeal to infantile - even primal - simplicity is solidified by the ap-
pearance of two lines excerpted from the almost nonsensical children’s folk
song called “Wiegenlied” [Lullaby] collected in Des Knaben Wunderhorn
(1808): “Susie, sweet Susie, what rustles in the straw?” [“use, liebe
Suse, /Was russelt im Stroh?] See Achim von Arnim and Clemens Brentano,
Des Knaben Wunderhorn, Bd. 3 (Heidelberg: Mohr und Zimmer, 1808) 336

Licence CCBY 4.0



Instrumental Lullabies and Nineteenth-Century Representations of Childhood, Girlhood, and
Motherhood

and Heinz Rolleke, “Ein Kinderreim unterm Galgen’, in Jahrbuch fur Volk-
sliedforschung 25 (1980) 106-109.

25 Children are depicted playing with dolls both alone and in groups, in do-
mestic settings as well as in nature.

26 In-score texts are often associated with the infantile modernism of Erik
Satie (1866-1925); see Caroline Porter, Erik Satie: A Parisian Composer and
His World (Woodbridge: The Boydell Press, 2016), 104. Notwithstanding they
are broadly characteristic of programmatic music for keyboard since the
development of printing in the seventeenth century.

27 “Yvonne endort sa poupée” (Lack 1890: 26).
28 “La poupée s'endort et Yvonne aussi” (Lack 1890: 27).

29 Yvonne Lack also appears as the illustrator in Sonate pastorale op. 253
(1906), published the same year. For speculation on the influence between
Le Roman d’'une poupée and La boite a joujoux: Ballet pour enfants (1913) by
Claude Debussy (1862-1918) and André Helleé (1871-1945), see “Inspirations
Croisées: de Casse-Noisette a Petrouchka et du Roman d’'une poupée a La
Boite a Joujoux,” Les Amis d’André Hellé, December 22, 2020, https: //amisdh
elle.blogspot.com /2020 /12 /le-soldat-et-la-poupee.html.

30 “Comme le temps passe vite quand on est heureux!” (Lack 1906: 18).

31 “La naissance d’'une mignonne petite poupée, leur fille, qui vint au monde
en disant ‘Papa, Maman” (Lack 1906: 18).

32 “Apres cette longue cérémonie, Mademoiselle Sabre-au-Clair, un peu
fatiguée, rentre dans ses appartements, et sa mere lui chante, d'une voix
douce et tendre, une berceuse pour 'endormir” (Lack 1906: 20).

33 “Elle réve de son petit papa” (Lack 1906: 20).
34 “une bande d’horribles anthropophages” (Lack 1906: 21).

35 “Madame Sabre-au-Clair pousse un cri déchirant et tombe a la renverse
du haut de sa vitrine, avec sa fille dans les bras, sur le parquet ou elles se
brisent toutes les deux en mille morceaux ! - O fragilité des choses hu-
maines !” (Lack 1906: 21).

36 In Victorian England nearly half of musician-teachers of piano were
women by 1891, up from 27% in 1851. See Ehrlich, The Music Profession in
Britain since the Eighteenth Century: A Social History (Oxford: Clarendon
Press, 1985), 235.
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37 This poem first appeared in volume 13 (June 1903 to May 1904) of The
Mount Holyoke, a newspaper published from June 1891 to June 1917 by stu-
dents of Mount Holyoke College, a private, liberal arts, women’s institution
in Massachusetts. The author, Dorothy Firman, published several poems and
short stories in this publication, and her name appears with “1906”, indicat-
ing the year of her graduation, although little else is known of her.

38 Examples include “KonpibesnpHas Ilecus” [Lullaby Song] from 24
Hemcxue ITvecvt drna Gopmenuano [24 Children’s Pieces for Piano] (1936) by
Ukrainian composer Viktor Stepanovych Kosenko (1896-1938) and
“Batomku-6at0” [Lullaby] from Jlemckuti Yeonox [Children’s Corner] (1948) by
Ukrainian composer Konstantin Stepanovich Sorokin (1909-1998).

39 Several lullabies feature in the “sheet music picturebook” Music for Little
Mozart series (1999-2013) by Christine H. Barden (birth date unknown),
Gayle Kowalchyk (b. 1955), and E. L. Lancaster (b. 1948).

English

Instrumental lullabies appeared in publications of imaginative children’s
music throughout the nineteenth century. Through music, titles, poetry,
and illustrations these lullabies attracted young, middle-class pianists —
particularly girls - and engaged them in modes of patriarchal and
aetonormative socialization that sought to define and control childhood,
girlhood, and motherhood.

Francais

Les berceuses instrumentales sont apparues dans les publications de mu-
sique imaginative pour enfants tout au long du xix® siécle. A travers la mu-
sique, les titres, la poésie, et les illustrations, ces berceuses ont attiré de
jeunes pianistes de la classe moyenne - en particulier des filles - et les ont
engagées dans des modes de socialisation patriarcale et ‘aetonormative’ qui
cherchaient a définir et a controler I'enfance, la jeunesse et la maternité.

Mots-clés
berceuse, piano, XIXe siecle, socialisation, enfance, jeunesse féminine,
maternité, aetornormativity

Keywords
lullaby, piano, 19th-century, socialization, childhood, girlhood, motherhood,
aetornormativity
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