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Album für die Frau - Eight scenes from the Lieder of Robert and Clara Schumann 
 

 

Carolyn Sampson soprano 

Joseph Middleton piano 

 

 

Prologue    

Robert Schumann  (1810-1856)   Langsam und mit Ausdruck zu spielen from Album für die 
Jugend Op. 68 (1848)   

Clara Schumann  (1819-1896)    Liebst du um Schönheit Op. 12 No. 2 (1841)   

Seit ich ihn gesehen (Since first seeing him)    

Robert Schumann     Seit ich ihn gesehen from Frauenliebe und -leben Op. 42 (1840)   

Volksliedchen Op. 51 No. 2 (1840)   

Clara Schumann     Liebeszauber Op. 13 No. 3 (1840-3)   

Er, der Herrlichste von allen (He, the most wonderful of all)    

Robert Schumann   Er, der Herrlichste von allen from Frauenliebe und -leben 

Op. 42 

Clara Schumann   An einem lichten Morgen from 6 Lieder aus Jucunde Op. 23 
(1853)   

Warum willst du and're fragen Op. 12 No. 3 (1841)   

Ich kann’s nicht fassen (I cannot grasp it or believe it)    

Robert Schumann   Ich kann's nicht fassen, nicht glauben from Frauenliebe und -
leben Op. 42  

Clara Schumann     Die stille Lotosblume Op. 13 No. 6 (1840-3)  
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     Du Ring an meinem Finger (You, ring on my finger)    

Robert Schumann     Du Ring an meinem Finger from Frauenliebe und -leben Op. 42 

From Myrthen Op. 25 (1840)   

Lied der Braut I • Lied der Braut II  

Glückes genug from Kinderszenen Op. 15 (1838)   

Interval    

Helft mir, ihr Schwestern (Help me, my sisters)    

Robert Schumann     Helft mir, ihr Schwestern from Frauenliebe und -leben Op. 42 

Die Lotosblume from Myrthen Op. 25  

Lust der Sturmnacht from Kerner Lieder Op. 35 (1840)   

Süsser Freund, du blickest mich verwundet an (Sweet friend, 

you look at me in wonder)    

     Süsser Freund, du blickest from Frauenliebe und -leben Op. 42 

Hochländisches Wiegenlied from Myrthen Op. 25 

Der Sandmann from Lieder-Album für die Jugend Op. 79 (1849)   

Kind im Einschlummern from Kinderszenen Op. 15   

An meinem Herzen, an meiner Brust (On my heart, on my 

breast)    

   An meinem Herzen, an meiner Brust from Frauenliebe und -
leben Op. 42  

Ritter vom Steckenpferd from Kinderszenen Op. 15  

Dein Angesicht Op. 127 No. 2 (1840)   

Nun hast du mir den ersten Schmerz getan (Now you have 

caused me my first pain)    

 Nun hast du mir den ersten Schmerz getan from Frauenliebe 
und -leben Op. 42  

Requiem from 6 Gedichte von N Lenau und Requiem Op. 90 
(1850)   

Postlude    

     Winterzeit I from Album für die Jugend Op. 68  
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The representation of women in song is a fraught 

topic, and no song cycle has been the subject of such 

vociferous feminist debate as Robert Schumann’s 

Frauenliebe und -leben. The eight songs, on poems by 

Adelbert von Chamisso, form a cycle that traces a 

woman’s life through the stages of her relationship with 

a man. The cycle was one of several major works 

written in Schumann’s abundantly creative Liederjahr 
(‘year of song’) of 1840, the year in which he was finally 

able to marry Clara Wieck. Robert’s sense of 

anticipation for the milestones of their life together was 

surely behind his enthusiasm for Chamisso’s poems, 

but the domestic woman of the songs is clearly not an 

image of his own future wife, who would maintain a 

busy career as a pianist, composer and editor during 

her married life, motherhood and long widowhood. In 

the first song, the protagonist encounters her future 

husband for the first time, and the rest of the world 

fades away; in the second, she extols his beauty and 

character but feels unworthy of his love; next comes 

her giddy excitement that he does love her. The middle 

sequence concerns the run-up to and aftermath of 

marriage, with her pregnancy revealed in the sixth; the 

seventh speaks of the joys of motherhood, and the 

eighth brings the pain of the husband’s death. 

Throughout, there is little indication of the woman’s life 

outside of this romantic-domestic narrative. 

To many, the cycle seems prescriptive, oppressive 

and even outright misogynistic: Suzanne Cusick once 

described it as ‘Schumann’s beautiful and hateful song 

cycle’. There is little question that the texts are 

fundamentally out of kilter with modern gender norms 

– it is, after all, a 19th-century work – and feminist 

musicologists have, over the past 40-plus years, 

reached very different conclusions about whether 

historical contextualisation can provide the cycle with a 

convincing redemptive spin. One point often made is 

that Chamisso was in fact known for his progressive 

politics, and that his poems were ahead of their time in 

presenting a woman’s perspective, especially with such 

clear depictions of emotion and aspiration – in a sense, 

the story is of a successful romantic catch on the 

woman’s part. Another consideration is that 

Frauenliebe has typically been championed by women 

rather than men. The cycle was recorded by Julia Culp 

as early as 1909, and its discography boasts many of 

the great female singers of the 20th Century; when 

women sing the cycle today, they build upon this rich 

performance history. Ultimately, many feel that the 

cycle expresses fundamental human emotions that 

transcend matters of gender, and that the music 

stands amongst Robert’s best.  

 A certain anxiety about the status of Frauenliebe in 

the 21st Century has led to a plethora of reimaginings 

through performance, arrangement and composition. 

Judith Weir’s woman.life.song (2000), Lotta 

Wennäkoski’s A woman’s love and life (2003) and 

Cheryl Frances-Hoad’s One Life Stand (2011) all nod to 

the Chamisso-Schumann cycle but engage with a 

multiplicity of modern women’s experiences. A general 

relaxing of gendered performance norms means that 

male singers feel increasingly comfortable performing 

the cycle, just as the 19th-century baritone Julius 

Stockhausen had done with Clara at the piano. LGBTQ+ 

singers have used the cycle as a means for subversion 

and empowerment, sometimes re-gendering or 

replacing the texts in order to present trajectories of 

queer life and love. 

In a Guardian article titled ‘Why would any self-

respecting woman perform Schumann’s Frauenliebe 
und -leben?’, Carolyn Sampson writes about her 

connection with the songs’ hidden emotional depths, 

her realisation that she can, in fact, relate strongly to 

several of the protagonist’s life experiences, and her 

love for ‘the sheer beauty of the music’. Sampson and 

Middleton’s Album für die Frau splits up the 

Frauenliebe songs and uses each as the basis for a 

scene; the recital comprises a prologue, eight titled 

scenes and a postlude. The cycle’s vision of a woman is 

expanded and enriched by the additions of short piano 

pieces by Robert, and of songs by Robert and Clara; the 

result is a more rounded narrative of love and domestic 

life that celebrates the Schumanns’ creative 

partnership. Such interpolation is another strategy for 

reimagining the cycle that harks back to its 19th-

century performance history, as inserting thematically- 

or musically-linked pieces between numbers of a song 

cycle was exactly what Clara often did in her 

imaginative concert programmes. 

The added songs are all topically connected to the 

Frauenliebe narrative as it passes through stages of 

love, marriage, parenthood and death, while Robert’s 

evocative character pieces for solo piano provide 

interludes for reflection and imagination. The 

Schumanns wrote love songs inspired by and 

dedicated to each other, sometimes feeling themselves 

to be two halves of a single creative spirit; two of Clara’s 

numbers from their joint publication Liebesfrühling – 

‘Liebst du um Schönheit’ and ‘Warum willst du and’re 

fragen’ – are performed tonight. Songs flew out of 

Robert’s pen in the year of their marriage, and four 

items are drawn from Myrthen, the collection he 

presented to Clara as a wedding gift. The theme of 

childhood recurs throughout Robert’s piano and vocal 

music, and this recital includes numbers from his 1838 

Kinderszenen (written before parenthood) and both the 

Album für die Jugend and the Liederalbum für die 
Jugend which were composed in the late 1840s with 

their young musical children in mind. At the end, the 

ardent ‘Requiem’ from Robert’s Op. 90 offers the 

heartbroken Frauenliebe protagonist a cathartic means 

to understand death as a release from earthly suffering, 

while the final pivot into Winterzeit I provides space for 

wordless processing of grief. Here, as throughout the 

recital, careful harmonic sequencing between numbers 

allows for subtle reframings and shifts in mood. 
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Prologue  

 (1810-1856)  

 (1848) 

 

 

 

 (1819-1896)  

 

(1841) 
Friedrich Rückert 

 

 

Seit ich ihn gesehen (Since first seeing him) 

  

 (1840) 
Adelbert von Chamisso 

 

 

 (1840) 
Friedrich Rückert 

 

 

  

 (1840-3) 
Emanuel von Geibel 



 

 

Er, der Herrlichste von allen (He, the most 

wonderful of all) 

  

 
Adelbert von Chamisso  

 

 

  

 

(1853) 
Hermann Rollett 

 

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



 

(1841) 
Friedrich Rückert 

 

 

Ich kann’s nicht fassen (I cannot grasp it or 

believe it) 

  

 
Adelbert von Chamisso 

  

 (1840-3) 
Emanuel von Geibel 

 

 

Du Ring an meinem Finger (You, ring on my 

finger) 

  

 
Adelbert von Chamisso 



 

 

 (1840)  

 

 
Friedrich Rückert 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
Friedrich Rückert 

 

 

 (1838) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Helft mir, ihr Schwestern (Help me, my sisters) 

  

 (1840) 
Adelbert von Chamisso 

 

 

 
Heinrich Heine 

 

 

 (1840) 
Justinus Kerner 

 

 



Süsser Freund, du blickest mich verwundet an 

(Sweet friend, you look at me in wonder) 

  

 
Adelbert von Chamisso 

 

 
 
 
 
 
 
 
 
 
 
 
 

Robert Burns, trans. Wilhelm 
Gerhard 

 

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



 (1849) 
Hermann Kletke 

 

 

  

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

An meinem Herzen, an meiner Brust (On my 

heart, on my breast) 

  

 
Adelbert von Chamisso 

 

 

 
 

 
 
 
 
 
 
 
 



 (1840) 
Heinrich Heine 

 
 

Nun hast du mir den ersten Schmerz getan 

(Now you have caused me my first pain) 

  

 
Adelbert von Chamisso 

 

 
 
 

 

(1850) 
Anonymous trans. 
Leberecht Blücher Dreves 

 

 

Postlude  

  

 
 

 

 

All translations except where indicated 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. 'An einem lichten Morgen' and 'Die stille Lotosblume' by 
Richard Stokes. 

 




