
 

 
 

 

 

 
 

 

Over the past 30 years, Friends have been providing transformational support for the Hall, ensuring this historic 

building remains a home for great music making. Enjoy the benefits of friendship by joining as a Friend today, and 

be a part of the Wigmore story.    

 

Wigmore Hall is a no smoking venue. No recording or photographic equipment may be taken into the auditorium nor used in any other part of the Hall without the prior 
written permission of the management.  
In accordance with the requirements of City of Westminster persons shall not be permitted to stand or sit in any of the gangways intersecting the seating, or to sit in any 
other gangways. If standing is permitted in the gangways at the sides and rear of the seating, it shall be limited to the number indicated in the notices exhibited in those 
positions. 
Disabled Access and Facilities - full details from 020 7935 2141. 
Wigmore Hall is equipped with a ‘Loop’ to help hearing aid users receive clear sound without background noise. Patrons can use this facility by switching hearing aids to 
‘T’. 

 
Please ensure that watch alarms, mobile phones and any other electrical devices which can become audible are switched off. Phones on a vibrate setting can still be heard, 
please switch off. 
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Wigmore Hall Royal Patron HRH The Duke of Kent, KG 
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Friday 14 April 2023 

 7.30pm 

Supported by the Rick Mather David Scrase Foundation  
 

Brenda Rae soprano 

Jonathan Ware piano 
 

Franz Schubert  (1797-1828)    Suleika I D720 (1821)   

     Lambertine D301 (1815)   

Gretchen am Spinnrade D118 (1814)   

Amalia D195 (1815)   

Lied der Delphine D857 No. 1 (1825)   

Marie D658 (1819)   

Lieb Minna D222 (1815)   

Aus ‘Diego Manazares’: Ilmerine D458 (1816)   

Von Ida D228 (1815)   

Blanka (Das Mädchen) D631 (1818)   

Des Mädchens Klage D6 (?1811)   

Interval    
Richard Strauss  (1864-1949)    Freundliche Vision Op. 48 No. 1 (1900)   

     Ich schwebe Op. 48 No. 2 (1900)   

Kling! Op. 48 No. 3 (1900)   

Winterweihe Op. 48 No. 4 (1900)   

Winterliebe Op. 48 No. 5 (1900)   

An die Nacht Op. 68 No. 1 (1918)   

Ich wollt' ein Sträusslein binden Op. 68 No. 2 (1918)   

Säusle, liebe Myrthe! Op. 68 No. 3 (1918)   

Als mir dein Lied erklang Op. 68 No. 4 (1918)   

Amor Op. 68 No. 5 (1918)   

Lied der Frauen Op. 68 No. 6 (1918)   
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This is a recital of love and loss, with poetry and music 

alike drawing liberally from hefty catalogues of 

Romantic symbol and motif. The love we encounter is at 

times energising, empowering, debilitating and 

devastating. The Schubert songs span 1811/12 to 1825, 

while Strauss’s two sets were written in 1900 and 1918. 

Several of Strauss’s songs use devices of text setting, 

piano writing and harmonic sleight-of-hand that affirm 

the genre’s lasting debt to Schubert. 

In most cases, the Schubert songs contain first- or 

third-person accounts of female protagonists written by 

male poets. The first is a noteworthy exception: 

Schubert sourced the text from Goethe’s West-östlicher 
Divan, but he didn’t know that the Suleika poems were 

actually written by Goethe’s lover, the actress Marianne 

von Willemer. Brahms declared ‘Suleika I’ one of the 

‘loveliest songs ever written’. Before establishing its 

agitated B minor base – a key often found in Schubert’s 

songs of romantic longing – we hear a tantalising piano 

evocation of the exoticised, eroticised ‘east wind’. In 

‘Lambertine’, Schubert depicts the character’s journey 

towards the acceptance of unrequited love. There is no 

such optimistic ending for Gretchen, who obsesses over 

her lost love as relentlessly as her wheel spins. Goethe’s 

short lines and Schubert’s constrained, mechanical 

piano part conspire in their claustrophobic charting of 

the song’s emotional course. We witness Gretchen’s cry 

of passion as she remembers Faust’s kiss – powerful 

enough to briefly halt the wheel – but we soon leave her, 

spinning away, in quiet despair. ‘Amalia’ and ‘Lied der 

Delphine’ share the key of A major, and a striking 

contrast is achieved between the contemplative erotic 

memories of the former and the excitable, youthful 

desires of the latter. The recurrent pairing of joy and 

pain is abundantly present in both. 

‘Marie’ is an exquisite miniature of 21 bars, and both 

Novalis’s poem and Schubert’s music speak to a 

spiritual experience of love. Addressed to the Virgin 

Mary, the song has not had such an overtly gendered 

performance history as some of the ‘Frauenlieder’ in this 

programme. The strophic, relatively simple ‘Lieb Minna’ 

uses both first-person experience and external 

narration to tell the tale of Minna’s grief for Wilhelm, 

killed in battle. After the short but ambitious Ilmerine 

song from the play Diego Manazares – which gives us a 

glimpse of Schubert attempting a ‘Spanish’ style – we 

hear the equally unusual ‘Von Ida’, which nods to early 

music in its use of counterpoint and modal inflection. 

Schlegel’s ‘Blanka’ seems unsure of her emotions, and 

Schubert taps into this uncertainty by unleashing his 

tantalising ‘fingerprint’ of major-minor switching, here 

withholding harmonic decisions until late in phrases to 

amplify their bewitching effect. In the early ‘Des 

Mädchens Klage’, the final, repeated proclamations of 

‘Schmerzen und Klagen’ reinforce the pain, lament, and 

suffering that afflict many of the protagonists of this 

half, and which lead to such varied and effective musical 

portrayals on Schubert’s part. 

Strauss’s 5 Lieder Op. 48 were composed in 1900, and 

later orchestrated. In his celebrated setting of Otto 

Julius Bierbaum’s ‘Freundliche Vision’, Strauss repeats a 

simple, gentle piano cell throughout, which brings 

about luminous harmonic shifts that evoke both 

changes in perception and the sheer wonder of the 

vision. The remaining four songs use poems by Karl 

Friedrich Henckell. The floating sensation of ‘Ich 

schwebe’ is captured in the simple, open harmony and 

lilting motion that carries the duo along. The ebullient 

‘Kling!’ is punctuated by high, metallic articulations of 

the words ‘Kling’ and ‘Sing’. The set ends with a 

contrasting pair of songs on a common theme. 

‘Winterweihe’ retreats from the outside world and the 

marching of time into inner warmth and strength, the 

voice cushioned and consoled by the piano’s close 

chords. With a symbolic shift up a semitone, 

‘Winterliebe’ embraces the shimmering wintry outdoors 

in all its splendour, and leads us towards the sun. 

Strauss’s song output virtually stopped for a decade 

from the mid-1900s, while he produced the series of 

blockbuster operas that consolidated his reputation. 

Between Op. 48 and the 6 Lieder Op. 68, then, there had 

been significant developments in Strauss’s vocal 

writing, and here we witness him experimenting with 

ways of condensing operatic visions, styles and 

aesthetics into a much smaller format. The set places 

considerable demands on the soprano – the outer two 

songs and the inner four require quite different 

concentrations of vocal energy – and the piano writing 

is virtuosic. The poet, Clemens Brentano, is best known 

for his collaborative work on the folk collection Des 
knaben Wunderhorn; while it is his original poems that 

are used here, there are tropes of storytelling and 

imagery that speak clearly to the folk-Romantic 

imagination. 

After a dramatic, weighty paean to the night (‘An die 

Nacht’), we reach four songs that showcase the agility 

and high tessitura of a coloratura soprano: the vocal 

writing of the character Zerbinetta in Ariadne auf Naxos 

(1912) is a clear touchstone for the ambitious lines and 

leaps found here. ‘Amor’, the fifth of the set, is 

particularly effective in its setting of Brentano’s 

cautionary tale: the flickering candle and spread of fire 

are matched with vocal and pianistic pyrotechnics 

which – like a flame – shapeshift so erratically and 

quickly that they defy full perception. The concluding 

song, ‘Lied der Frauen’, is a tour de force: the 16 pages 

of score typically last around eight minutes in 

performance, and the music is searingly intense 

throughout, even in the calmer radiance of the ending. 

While the Schubertian women of the first half were all 

named, here we are told of archetypal ‘woman’ – 

variously imagined as a sailor’s wife, a shepherdess, a 

miner’s wife and a soldier’s wife – longing for her 

beloved, fearing for his safety, and wishing for his 

return. 
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 (1821) 
Marianne von Willemer 

 

 
 
 

 (1815) 
Joseph Alois Gleich 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Please do not turn the page until the song and its accompaniment have 
ended. 



 (1814) 
Johann Wolfgang von 
Goethe 

 

 
 
 
 
 

 (1815) 
Friedrich Schiller 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 (1825) 
Christian Wilhelm von 
Schütz 
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Novalis 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Please do not turn the page until the song and its accompaniment have 
ended. 



 (1815) 
Albert Stadler 

 

 

 (1816) 
Ernestine von Krosigk 

 

 

 (1815) 
Ludwig Gotthard 
Kosegarten 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 (1818) 
Friedrich von Schlegel 

 

 

 (?1811) 
Friedrich von Schiller 

 

 

  

 

 

 (1864-1949)  

 (1900) 
Otto Julius Bierbaum 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Please do not turn the page until the song and its accompaniment have 
ended. 



 (1900) 
Karl Friedrich Henckell 
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 (1918) 
Clemens Brentano 
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Clemens Brentano 

 

 

 (1918) 
Clemens Brentano 

Please do not turn the page until the song and its accompaniment have 
ended. 



 

(1918) 
Clemens Brentano  
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Clemens Brentano 
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Clemens Brentano 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Translations of 'Suleika I', 'Gretchen am Spinnrade', 'Marie', 'Des 
Mädchens Klage', 'Freundliche Vision', 'An die Nacht', 'Ich wollt' ein 
Sträusslein binden' and 'Säusle, liebe Myrthe!' 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. All other Schubert by Richard Wigmore from 
Schubert – The Complete Song Texts published by Victor Gollancz Ltd. 
All other Strauss except 'Amor' by Richard Stokes. 

 


