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Mother Clara  

 A Liederspiel by Graham Johnson  
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Mother Clara will include the following songs and extracts: 
 

Johannes Brahms  (1833-1897)    Immer leiser wird mein Schlummer Op. 105 No. 2 (1886)   

In stiller Nacht WoO. 33 No. 42 (by 1893-4) 

Blinde Kuh Op. 58 No. 1 (1871)   

Nachtigallen schwingen lustig Op. 6 No. 6 (1853)   

Wir wandelten Op. 96 No. 2 (1884)   

In Waldeseinsamkeit Op. 85 No. 6 (1878)   

Bei dir sind meine Gedanken Op. 95 No. 2 (by 1884)   

Robert Schumann  (1810-1856)   Der Abendstern  from Lieder-Album für die Jugend Op. 79 
(1849)   

Johannes Brahms    Vergangen ist mir Glück und Heil Op. 48 No. 6 (by 1859-60)   

Beim Abschied Op. 95 No. 3 (?1883-4)   

Robert Schumann     Der Dichter spricht from Kinderszenen Op. 15 (1838)   

Interval    
Robert Schumann   Sommerruh (1849)   

Johannes Brahms   Dornröschen WoO. 31 No. 1 (1857)   

Sandmännchen WoO. 31 No. 4 (1857) 

Meine Liebe ist grün Op. 63 No. 5 (1873)   

Edward Op. 75 No. 1 (1877-8)   

Robert Schumann    Du bist wie eine Blume from Myrthen Op. 25 (1840)   

Extract from Romance in F sharp Op. 28 No. 2 (1839)   

Johannes Brahms       O Tod from Vier ernste Gesänge Op. 121 (1896)  



 

 

Aimez-vous Brahms? is the title of a French novel 

written in the 1950s, but 'Aimez-vous Clara?' is a far 

more recent question. A negative answer still seems 

unthinkable for most music lovers. The beautiful and 

noble Clara Wieck had inspired the composing of 

masterpiece after masterpiece, and Robert 

Schumann’s reverence for his bride-to-be has been 

gratefully echoed by music lovers through the ages. 

In older age Clara became a legendary matriarch of 

unimpeachable seriousness and dignity, a pioneer 

who made playing the piano in public a respectable 

profession for younger women, even for those with 

affluent parents. In the closing quarter of the 20th 

Century her talents as a composer came to the fore, 

adding to the lustre of her name. 

There have always been a few dissenting voices: if 

she and her supporters found Liszt unbearably flashy 

and insincere, his acolytes found Clara prim and 

limited in imagination and virtuosity, particularly later 

in her career when photographs often show her 

stony-faced and burdened with the cares of the 

world. She and Cosima Wagner were living proof that 

being a great composer’s widow was no laughing 

matter. Both were enthroned at different ends of a 

musical spectrum as far apart, say, as Baker Street 

and South Kensington: the Wagner-inebriated Royal 

Academy of Music was unofficially at war for years 

with the Brahms-besotted Royal College. Over the 

years there have been several brickbats aimed in 

Clara’s direction: in the 1920s a privately published 

polemic accused Brahms of the fatherhood of Felix 

Schumann, the youngest Schumann child, something 

easily disproved by the fact that Robert Schumann in 

his diary marked the days of sexual congress with 

Clara with an asterisk (it was his taking a different 

kind of risk in 1828 that eventually killed him in 1856). 

More recently (2010) the psychiatrist Uwe Henrik 

Peters in his Gefangen im Irrenhaus ('Imprisoned in 

the asylum') makes a painstakingly documented case 

for Robert having been well enough to return from 

Endenich to be cared for in his own home; Peters 

believes that it was Clara’s deliberate decision to keep 

him institutionalised until his death so she could get 

on at last with her playing career which had been on 

ice for 13 child-bearing years (apart from a visit to 

Russia in 1844). 

It seems clear to me that Clara, for all her famed 

Innigkeit as a pianist, was a tough cookie, self-centred 

in that self-protective way not uncommon among 

great performing artists. She was unsurprisingly 

challenged by the demands of motherhood and 

(especially in her case, with seven children and nine 

grandchildren) its formidable obligations. 

These younger Schumanns are the invisible 

participants (apart from the very present Eugenie) in 

Mother Clara: 

Marie Schumann (1841-1929) was her mother’s 

lifelong secretary and selfless carer. 

Elise Schumann (1843 -1928) married and went to 

America for a number of years. The most unbiddable 

of the clan, she was the only one of the children who 

largely escaped her mother’s influence as an adult. 

Julie Schumann (1845-1872) was perhaps the most 

beautiful of the Schumann children; she died of 

consumption leaving two young Italian-speaking 

children in Clara’s care. 

Emil Schumann (1846-1847) died at the age of 16 

months. 

Ludwig Schumann (1848-1899) was a inmate of 

Colditz mental hospital for 30 years; he was placed 

there by his mother when he was 20. 

Ferdinand Schumann (1849-1891) became addicted 

to narcotics after serving as a soldier in the Franco-

Prussian war; this led to Clara taking over the custody 

and support of his seven children. 

Eugenie Schumann (1851-1938) was a piano teacher 

who lived for 20 years in England with her partner, the 

mezzo-soprano Marie Fillunger, an interpreter and 

friend of Brahms. 

Felix Schumann (1854-1879) was a gifted young poet; 

he died of tuberculosis in his mother’s home in 

Frankfurt, aged 25. 

Each of them had a variously constrained, curtailed, 

exiled or unfulfilled life; they seem to have delighted 

their erratically solicitous father, but were lifelong 

disappointments to Clara who perhaps expected 

genius to manifest itself in children of such 

parentage. In terms of veracity Mother Clara is 

probably The Crown of my work: there is a regal 

figure at the heart of it, but in the absence of knowing 

everything that truly happened, invention and 

conjecture stand side-by-side with research. I have 

worked on the premise that Eugenie Schumann had 

returned to Frankfurt from England to spend time 

with her ailing mother who died on 20 May 1896. 

There had been an estrangement between them after 

Clara, a few years earlier, had ejected Eugenie’s lover 

Marie Fillunger from the house in Frankfurt, accusing 

her of theft, clearly a trumped-up charge. There is no 

evidence that a reconciliation or meeting of this kind 

between mother and daughter took place, but also no 

evidence that it did not. Many of the details are taken 

from Eugenie’s own informative but anodyne book 

about life in the Schumann family, something of a 

whitewash, and written only after her mother’s death. 

The tone of the book leaves posterity with no hint of a 

rift. 

I am most grateful to Janet Suzman who has 

contributed to this project both sage advice and 

multiple revisions – the stilted English of books 

translated from the German more than a hundred 

years ago had to be loosened and reworked, and total 

faithfulness to the sources would have made for a 

lifeless theatrical experience. The mixing of songs 

with the spoken word has been my lifelong 

preoccupation, but the creation of stage dialogue has 

been a learning experience of another order. 

© Graham Johnson, 2022 
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 (1833-1897)  

 (1886-8) 
Hermann Lingg 

My sleep grows ever quieter, 
only my grief, like a veil, lies 

trembling over me. 
I often hear you in my dreams 

calling outside my door, 
no one keeps watch and lets you in, 

I awake and weep bitterly. 
  

Yes, I shall have to die, 
you will kiss another 

when I am pale and cold. 
Before May breezes blow, 

before the thrush sings in the wood; 
if you would see me once again, 

come soon, come soon! 
 

 

 (by 1893-4) 
Traditional 

 

 
 
 
 
 
 

 
Anonymous trans. August 
Kopisch 

 

 

 
August Heinrich Hoffmann 
von Fallersleben 

 

 



 (1884) 
Georg Friedrich Daumer, 
after Sándor Petőfi 

 

 

 (1878-82) 
Karl Lemcke 

 

 
 
 
 
 
 
 

 
Friedrich Halm 

 

 

 (1810-1856)  

 (1849) 
August Heinrich Hoffmann 
von Fallersleben 

 

  

 (1853-68) 
Traditional 



 

 

 
Friedrich Halm 
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 (1849) 
Christian Schad 
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 (1873-4) 
Felix Schumann 

 
 

 
Traditional trans. Johann 
Gottfried Herder 



 

 

  

  

(1840) 
Heinrich Heine 

 

 

 

 

 

 

  

 (1896) 

Liturgical text 

 



 
 
 
 
 
 
Translations of 'Immer leiser wird mein Schlummer', 'Nachtigallen 
schwingen lustig', 'Wir wandelten', 'In Waldeseinsamkeit', 'Der 
Abendstern', 'Meine Liebe ist grün', 'Edward', 'Du bist wie eine Blume' 
and 'O Tod' by Richard Stokes from The Book of Lieder published by 
Faber & Faber, with thanks to George Bird, co-author of The Fischer-
Dieskau Book of Lieder, published by Victor Gollancz Ltd. 'In stiller 
Nacht', 'Blinde Kuh', 'Bei dir sind meine Gedanken', 'Vergangen ist mir 
Glück und Heil', 'Beim Abschied', 'Sommerruh', 'Dornröschen' and 
'Sandmännchen' by Richard Stokes. 
 

 




